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mecheeokeâerÙe

‘Deveno ueeskeâ’ Debkeâ-20 Deehe meYeer kesâ MegYe neLeeW ceW meeQheles ngS DelÙeble nef<e&le ntB SJeb Deehekeâer efceue
jner mekeâejelcekeâ Øeefleef›eâÙeeDeeW mes DelÙeble ØemeVelee keâe DevegYeke keâj jner ntB, Fmeer Øekeâej Deheveer meceer#eelcekeâ Âef<š
mes Øeefleef›eâÙee osles jnW~ Øemlegle Debkeâ ceW mebieerle mes pegÌ[s efkeefYeVe efke<eÙeeW keâe meceekesMe nw~

mebieerle efJe<eÙe hej peye Ssefleneefmekeâ heefjhes#Ùe mes Âef° [eueW lees $e+ikewefokeâ keâeue mes ueesie kÙekeefmLele peerkeve
kÙeleerle keâjves ueies Les, ie=n efvecee&Ce keâjkesâ ke=âef<e leLee kÙekemeeÙe mes YejCe-hees<eCe keâjles Les~ mebieerle, meeceeefpekeâ
mebie"ve keâe DeeOeej efyevog Lee kees heeefjkeeefjkeâ, meeceeefpekeâ ke=âlÙeeW ceW cegKÙe Yetefcekeâe efveke&nve keâjlee Lee, meceepe ceW
DeeefmlekeäÙe efkeÛeejOeeje keâe ØeYeeke DeefOekeâ Lee lees heg®<e-m$eer, Oeeefce&keâ ke=âlÙeeW keâes Yeer mebieerleceÙe ™he mes ner keâjles
Les, meescejme heerkeâj ve=lÙe keâe keCe&ve Yeer efceuelee nw~

$e+ikewefokeâ keâeue lekeâ iee$eeW keâer kÙekemLee Yeer Leer, mebieerle%e keâF& keieeX ceW Les kees keâeue›eâce kesâ Devegmeej mebieerle
keâe ØeoMe&ve efkeâÙee keâjles Les meeceevÙe peve Yeer jefmekeâ keie& kesâ Les kees keâuee keâe Deevevo uesles Les kewefokeâ ke ueewefkeâkeâ
mebieerle oes OeejeDeeW ceW Øekeeefnle Lee kewefokeâ mebieerle $e+ef<e-cegefveÙeeW keâer keeCeer mes Øemhegâefšle neslee Lee lees ueeskeâ
mebieerle keâer Yeer he=…Yetefce GÛÛekeâesefš keâer Leer~ Gme meceÙe kesâ ueeskeâ mebieerle DeefOekeâlej keâueelcekeâ nesles Les GveceW Ssmeer
keâueeSb iegefcheâle jnleer Leer efkeâ pees meeceeefpekeâ mebmkeâejeW, n<ee&suueeme kesâ keeleekejCe kesâ Deefleefjòeâ DeeÙeeX keâes Ùegæ ceW
efkepeÙe ßeer GheueyOe keâjeSb, keäÙeeWefkeâ ueeskeâ mebieerle keâe ØeÙeesie ØeeÙe: n<e& Guueeme ke Ùegæ keâer DekeefOe ceW neslee nw
pees DeeÙeeX kesâ veweflekeâ peerkeve keâes Thej G"eS~

$e+ikewefokeâ keâeueerve mebieerle yeÇeÿeCeeW kesâ neLeeW ceW neslee Lee~ ueeskeâ mebieerle keâer jÛevee Yeer ØeeÙe: yeÇeÿeCe ueesie
keâjles Les, kes ner Fme yeele keâe efveCe&Ùe keâjles Les efkeâ keâewve meer keâLee ve=lÙe ceW iegBLe keâj ceeveke peerkeve keâes GÛÛe yevee
mekeâleer nw, mebieerle%e meeceevÙele: meye keieeX ceW veneR heeÙes peeles Les, ØeeÙe: kes yeÇeÿeCe ner nesles Les, keäÙeeWefkeâ GvnW keâuee
meeOevee keâe megDekemej efceuelee Lee~ Gvekeâe keâeÙe& keâuee Deewj meeefnlÙe Éeje meceepe kesâ Ûeefj$e keâes GÛÛeleced efMeKej
hej hengBÛeevee Lee~

Fme Ùegie ceW ieeÙekeâ, keeokeâ, vele&keâ leerveeW Øekeâej kesâ keâueekeâej efceueles nQ~ keerCee keeÅe keâe cegKÙe mLeeve Lee~
ieeÙeve ke keerCee keeove oesveeW keâe cegKÙe mebyebOe Lee efm$eÙeeB ieeÙeve keeove oesveeW ceW efkeMes<e ®efÛe jKeleer Leer~ mebieerle
kesâ meeke&peefvekeâ meceejesneW ceW efm$eÙeeB ve=lÙe ceW Keguekeâj Yeeie efueÙee keâjleer LeeR~ $e+ikeso ceW ce=obie, keerCee, kebMeer,
[ce™ Deeefo keeÅe Ùeb$eeW keâe keCe&ve efceuelee nw~

$e+ikeso kesâ Deefleefjòeâ leerve Deewj keso jÛes ieÙes meecekeso, Ùepegke&so, DeLeke& keso, Ùes meYeer $e+ikeso kesâ yeeo keâer jÛeveeSb
nQ~ meecekeso ceW mebieerle keâes efveÙece Deewj efkeOeeve ceW Deeyeæ keâj efoÙee ieÙee Lee~ ÙeneB meke&ØeLece leerve mkejeW keâe ØeÙeesie
neslee Lee efpevekeâes Goeòe, Devegoeòe, mkeefjle keânles Les, keâeueevlej ceW Skeâ-Skeâ mkejeW keâe efkemleej neslee ieÙee, kewefokeâ
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keâeue ceW ner meeceieeve mehlemkejeW ceW nesves ueiee~ efpemekeâe ØeceeCe ceeC[gkeäÙe efMe#ee ceW Yeer efceuelee nw -

‘mehle mkejmleg ieerÙevles meeceeefYe: meeceiewyegOew:’

heeefCeveer leLee veejoerÙe efMe#ee ceW efvecve Mueeskeâ mes mehle mkej kesâ DeeOeej Goeòe, Devegoeòe, mkeefjle keâe helee
Ûeuelee nw-

‘Goeòes efve<eeo ieevOeejeJevegoeòe efj<eYe Oewkelees~
mkeefjleØeYekeeÜsles, <e[dpe ceOÙece heÃecee:~~

meeceieeve kesâ leerve cegKÙe Yeeie Les- Øemleeke, Øeeflenej, Godieerod leLee Gvekesâ leerve Gheebie-efnbkeâej, Gheõke ke
efveOeve Les, keâeueevlej ceW Ùener ‘OeÇgheo’ kesâ heo yeves~ Ùes Meem$eerÙe hejbheje kesâ keâ"esj efveÙeceeW mes yebOes Les Dele: meeceevÙe
peve keâer megefkeOee kesâ efueS ner ueeskeâ ieerle, peeleerÙe ieerle leLee $e+leg ieerleeW keâe ØeÛeej ngDee~ kewefokeâ Ùegie ceW meebieereflekeâ
efvecee&Ce kÙeekemeeefÙekeâ ve neskeâj DeeOÙeeeflcekeâ jne~

kewefokeâ mebieerle ceW ‘mebieerle’ Yeefòeâ keâe meeOeve ner Lee~ Yeefòeâ kesâ ner Deveg…eefvekeâ keâce&, Gheemevee, %eeve Deeefo
keâer YetefcekeâeDeeW lekeâ mebieerle keâe keâeÙe&#es$e meerefcele Lee~ meebieereflekeâ Gheemevee keâe Yeeke efkeÕe keâes Yeejle kesâ kewefokeâ Ùegie
mes Øeehle ngDee~ mebieerle keâes F&Õej lekeâ hengBÛeves keâe meyemes mejue ceeOÙece ceevee ieÙee nw~ heefke$e efnbkeâej mes ØeejcYe
leLee efveOeve mes Deble lekeâ Ùener Yeekevee ØecegKe Leer~

kewefokeâ Ùegie ceW ‘keerCee’ cegKÙe keeÅe Lee, Gmekesâ keâF& veece Les cenleer, keâÛÚheer, efheveekeâer, keâelÙeeÙeveer, jekeCe
nlLee, ceòe-keâesefkeâuee, Deewogcyejer, Iees<ekeleer, peÙee, pes…e, kewefokeâ Ùegie ceW Fmekesâ efvecee&Ce kesâ meYeer he#eeW - Oeeleg,
heoeLe&, keâe…, meeefjkeâe, veKeer, IeesÌ[s kesâ kesâMe keiewjn keâer Yeer kÙekeefmLele peevekeâejer jKeles Les~ Oeerjs-Oeerjs helLejeW
mes Yeer vekeerve keeÅeeW keâe efvecee&Ce nesves ueiee, ÛeceÌ[s keâe GheÙeesie Yeer keeÅe keâer yeveekeš ceW efkeâÙee peeves ueiee~
keerCee keâe cegKÙe ØeÛeej yeÇeÿeCe DeejCÙe Deewj met$e keâeue ceW pÙeeoe ngDee, Fmekesâ Deveskeâ Øekeâej meeceves DeeÙes pewmes
iepe mes yepeeves keâer keerCee, efheveekeâer oC[ mes yepeeves keâer keerCee, Meleleb$eer keerCee~ Yeejle kesâ kewefokeâ Ùegie keâer keerCee
kesâ ceOegj mkej efkeÕe kesâ meYeer meebieereflekeâ keeÅeeW kesâ mkejeW ceW ßes… ke keâueelcekeâ ceevee ieÙee nw meeLe ner Fmes yeerpe
™he ceW mkeerkeâeje ieÙee nw~

kemlegle: kewefokeâ mebmke=âefle mebieerle keâer he=…Yetefce hej ner kele&ceeve mebieerle keâer DeeOeejefMeuee jKeer ieÙeer, Ùe%e mLeueeW
mes cebefojeW lekeâ leLee cebefojeW mes cebÛe lekeâ keâe meheâj leÙe keâjles ngS kÙekemeeefÙekeâ ™he mes ceevÙelee Øeehle keâjles ngS
Øekeenceeve nw~ YeejleerÙe mebieerle ves Deepe Yeer Deheveer DeeOÙeeeflcekeâlee, ueeefuelÙe, meewvoÙe&, jmeelcekeâlee keâes De#etCÙe
jKee nw, FmeerefueS efkeÕe mlej hej ØeCecÙe nw~ kesâkeue Yeejleke<e& ner veneR efkeÕe kesâ efkeâmeer Yeer osMe keâer meeefnlÙe, keâuee,
mebmke=âefle hej meceer#eelcekeâ Âef<š [eueWies lees Gvekeâer peÌ[W keâneR ve keâneR kewefokeâ keâeue mes pegÌ[ peeSbieer~

Øemlegle Debkeâ mebieerle kesâ efkeefkeOe efke<eÙeeW hej Skeâe«e nw, efpemes ieeve, DeeleesÅe, vele&ve, Leeleer, meeceeefÙekeâer,
Debkeâve leLee ØekeâerCe&keâ efkeYeeieeW kesâ Debleie&le megefveÙeesefpele efkeâÙee ieÙee nw, efpemeceW osMe kesâ ØeKÙeele keâueeefkeoeW,
efMe#ekeâeW leLee MeesOeee|LeÙeeW kesâ uesKeeW keâes meefcceefuele efkeâÙee ieÙee nw, Deehekeâer Øeefleef›eâÙeeDeeW keâe FbleÌpeej jnsiee,
$egefšÙeeW kesâ efueS #ecee ØeeLeer& ntB~

[e@Ê ceOeg jeveer Megkeäuee
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‘Thumari’ : The way, It Comes To Us

Prof. Lawanya Kirti Singh ‘Kabya’
Head, University Department of Music & Dramatics

Lalit Narayan Mithila University, Darbhanga

Abstract

‘Thumari’ is the most important form, next to Khayal. Centuries ago, this ‘Thumari’
form has its origin, but the ‘Thumari’ word is recently originated. We don’t find its
reference more than two hundred years ago, we could see its beginning in Dance and
Drama at once i.e. in ‘Malavikagnimitra’ of Kalidas, Malavika is dancing with different
‘abhinayas’ before the king to the accompaniment of a song. Now, ‘Thumari’ is a very
special form of Semi Classical Music.

Keywords :

Music, Khayal, Thumari, Bol-Banaav, Bol-Baant.

At first it is essential to think over
the word ‘Thumari’ considerately. The
root of the word is clear. It is ‘Thum’ or
‘Thumakna’ and denotes the kind of
dancing and prancing that is associated
with children generally. Thumari is one
of its aspects, is also a meaning; dance step,
the rhythm and the song associated with
it. Sushila Mishra wrote about Thumari,
“The very name of Thumari reveals close
affinity with dance because ‘Thumak’
means a dance-step, and Thumak also
suggests a small size or small stature. Thus
the etymology of the name ‘Thumari’
indicates a small or short-song associated
with dance.”1 Prof. Projesh Banerjee clarified
the word ‘Thumari’ more and wrote, “It
is advisable to strictly adhere to the inner
significance of three devnagari alphabets
which constitute the word ‘THUMRI’,
namely, ‘THU’, ‘MA’ and ‘RI’....The first

letter ‘THU’ (" g) signifies the word
‘THUMAK’, ("gcekeâ) or the ‘chaal’’; the
stately, slow, easy and graceful gait of the
patterns and designs made by the unseen
but imaginative lines of musical notes, as
also the adagio proud strutting, dignified
pace and the leisurely movements of the
dancer, who dances in accompaniment of
such music..... The second alphabet ‘Ma’
(ce) stands for ‘Mana’ (ceve) meaning both
mind as well as heart; and the last letter
“RI” (je r), is the first one of the word
‘RIJHANA’ (efjPeevee) the capacity to enchant.”2

He also expressed his view about singing
style of Thumari, “Thumari provides a link
between classical music and light music.
The beauty of THUMARI singing consists
in its ability to convey musically as many
shades of meaning the word can bear.... It
were the want in the manner of self-
expression of poetic sentiments, and the
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monotony of keeping one-self in to the
rigidity and limitations of the rules of
‘Khayal’; which gave birth to Thumari.
When Thumari came, in vogue, it was
sung with Abhinay (DeefYeveÙe), i.e. with gestures,
postures, and body movements.”3

There are many views regarding the
origin and development of Thumari.
According to Ashok Da Ranade, ‘Khayal’
and ‘Thumari’ were both reactions against
the rigidity of the medieval dhrupad genre.
The evolution of the Thumari, gathered
momentum when the Khayal began to
crystallize as a formalistic genre. He includes
the evolution of the Thumari within the
framework of a dialectic process in the
musical culture... The Indian musical
tradition has tended to create paralleled
genres. One with a formalistic tendency,
and the other giving the musician a wider
scope for individual creativity.... In the
early twentieth century, the ‘Bol Banaav’
Thumari entered the mainstream through
the musicianship of Khayal singers,
primarily as a tale piece.4

The famous Musicologist Prof. Prem
Lata Sharma also accepted that Thumari
was related with “Old Prabandhgeet style”
and has expressed her view, “The source
of thumari-style may appropriately be traced
from “nadvati” type of ‘Gana-ela-prabandh’
as explained by Matanga. It is supported
by Sharangdeva’s enunciation of pratigrha-
nika, sthaya-bhanjani and rupakalapti.”5

The ‘Rupaka’ songs of old age is now
“Thumari”. According to Dr. Amiya Nath
Sanyal, “A class of ‘Rupaka’ songs of the
old age, with all its characte-ristics, as
stated in Sangeet-Ratnakar, appears to
have been the precursor to musical forms
of ‘Thumari’. This suggests that Thumari
had its deep root into the old music.”

Undoubtedly, Thumari is the second
important vocal style after Khayal. Though,
its origin is not obvious but many musico-
logists associate it with different old styles,
different folk styles and ‘Ragas’. In 15th
century Damodar had described a song
‘Thumari’ ("gcejer) which was sung by women
with dance. Its special features has been
described in ‘Origin and Development of
Thumari’ : “The famous music treatise of
the 15th century, Damodar, makes mention
of a form called ‘Thumari’ which is replete
with love-sentiments, not bound by
constraints of prosodic rules, sweet as
wine, the rhythm oriented ‘Thumari’ is
sung by dancing females.” Thus, before
15th century, there is no any historical
description or trace of ‘Thumari’.

Some important features of Thumari can

be understood briefly with followings :

1. Originally it is a dancing song form.

2. Primely word based singing form in
which ideas are shown in pada (Bol)
with the help of gesture and posture.

3. Thumari is a northern vocal form
which was performed by female
dancer with song and action based
dance. After that Thumari developed
in a special type of singing form. Now
a days, this particular vocal form is
more prevalent.

4. The contribution of commercial society
which was related with vocalists,
accompanists and Kathak dancers was
very important.

5. The vocal style of Thumari had been
developed with Kathak dance in the
regime of Vajid Ali Shah. Thence
forward both became independent
style.
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6. Nawab Vajid Ali Shah, Sadique Ali
Shah, Bhaiya Ganapat Rao, Kalkaji,
Bindadeen Maharaj, Maujuddin Khan
and Jagdip Mishra were the promi-
nent figures whose contributions are
very important to develop the modern
Thumari.

7. The first half of the 15th century,
Thumari had been performing publicly,

mainly by courtesans and professional
dancers.

Now a days three dimensioned Thumari
has been seen. These dimensions are as
follow :

1. Purely with dance (Dancing song)

2. Only with acting and with gesture-
posture (Acting song)

3. Only speech Independent (vocal style)

The origin of Thumari and its develop-ing journey have been shown by our
musicians through the following demar-cations:

Originally, Thumari had been seen
neglected for long time because it was
sung by female dancers and it was known
as a female singing style. Some prominent

female vocalists like Badi Moti Bai, Rasoolan
Bai, Janaki Bai, Hushna Bai, Siddheswari
Devi, Begam Akhtar (Akhtari Bai), Shobha
Gurtu, Nirmala Shankar and Girija Devi
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have established this as a particular vocal style and made it popular and important by
their contributions. At present, Thumari is known for a very artistic vocal style and it
has got a glorious place in Indian Music.

There are many kinds of Thumaris. It has been classified by following
demarcations :

‘Thumari of Bol-Baant’ (yeesue-yee@š keâer
"gcejer) :– ‘Bol-Baantki Thumari’ also known
as ‘Bandishi Thumari’ or ‘Laya-Bant ki
Thumari. It is based upon the words. The
word and the gesture are important in this
particular style. Thumaris of Lucknow
were ‘Bol-Bant Thumaris’. The Kathak
dancers showed their gesture in such style.
It had been sung with dance and gesture,
Bindadeen Maharaj and Kalkadeen Maharaj
were experts to perform it. Peter Manual
has written about Bol-Baant Thumari,
“Bandish Thumaris are light, lively songs,
often written to accompany dance, emphasis
is not on elaborate, leisurely, and sober
melodic improvisation, but rather on ‘fast
tans’ and ingenious rhythmic manipulation
of the text in fast tempo”.6 He described
about structural form of ‘Bandish Thumaris’

also and said, “Although the Bol-Bant or
bandish Thumari resembled Chhota
Khayal in text, tala, tempo and composi-
tional structure.”7

The language of Bol-Baant Thumari
is mainly in ‘Braj Bhasha’. It is based on
ragas primely. It can be sung with any raga
except some difficult ragas. The influences
of some folk-tunes like Rasiya, Saawan,
Malhar etc. have been seen also. Thumaris
are being composed in Trital, Addha or
Sitarkhani mainly. This kind of Thumari
is popular in the western part of Lucknow
specially Farrukhabad, Rampur, Bareli,
Itawa, Mathura and towards Delhi etc.
Themes are based on Radha-Krishna-
Leela inwhich combination and separation
of Radha and Gopies with Krishna have
been shown mainly. This is also known
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as Braj-Leela. Ustad Sadique Ali Khan
established Lucknawi Thumari. Basically,
he was a veteran singer of ‘Khayal’ style
and he had adequate knowledge of musical
elements. He is the father of Lucknawi
Thumari. Kadarpiya, Bindadeen Maharaj,
Bhaiya Saheb, Ganpat Rao, Khursheed Ali
Khan, Inayat Hussain Khan and famous
professional dancers (courtesans) Haider
Jaan and Najma, also, were the prominent
disciples of him. Lucknawi Thumari had
been deteriorating since the beginning of
1920. Baba Nasir Khan was the last
performer of Bandish ki Thumari and
Bandish ki Thumari ended with him.

Pt. Vishnu Narain Bhatkhande also
described about Bol-Bant ki Thumari in
his book ‘Kramik Pustak Malika’ (Vol. 2-
4). There are many Thumaris of Bol-Bant
in the book. The composers of such
Thumaris were Sanad Piya, Kadar Piya,
Sughar Piya, Akhtar Piya, Daras Piya,
Achpal, Har Rang, Premdasa etc. Many
Thumaris of these composers have been
sung in Khayal style. For example,
Thumari of Sanad Piya, in raga Bhairavi,
is as follow :

Sthai : “Kaisi ye Bhalayee, Kanhayee
Pania Bharat Mori

Gagari Girayee Karke Larayee.”
Kaisi ye Bhalayee....

Antara : ‘Sanad’ Kahe, aise Dheeth
Bhayo Kanhayee,

Ka Karoon Mayee, Nahi Maanat
Kanhayee, Karat Ladayee”

Kaisiye Bhalayee

Thumari of Bol-Banaav (yeesue-yeveeJe keâer
"gcejer) :

Bol-Banaav-ki-Thumari is a type of
that Thumari in which vocal style is more

dominant than Bandish. Bol-Baant and
Bol-banaav both types of Thumari are proper
in dancing with acting, but when Bol-banaav
Thumari became well developed than
probabilities of gestural expression, those
classical musicians tried to adopt it but
neglected dancing and acting. Prof. Projesh
Banerjee expressed his idea in this context
may be seen as follow– “The singers took
part in Bol-Banaav-ki-Thumari, in which
the emotional contents of the song were
effectively brought out, but only through
voice expressiveness, the beauty of the
notes, voice modulations of swars (notes)
combinations. It was the emotions that
changed the style of singing.”8

Bhaiya Ganpat Rao separated Thumari
from dance form and imposed it with the
help of intonation (Kakoo) and swar
(note). The art of gestural expression had
been started by him and such type of
Thumari is followed by his disciples of
whole country. This form became very
popular in which Bol-Banaav is prime.
Bhaiya Ganpat Rao, Maujuddin Khan,
Raja Nawab Ali Khan, Abdul Kareem
Khan etc. Contributed to promote Bol-
Banaav ki Thumari, whereas Lalan Piya,
Sanad Piya and Kuwar Shyam styles of
Thumaris were of Bol-Baant, Bindadeen’s
Thumaris were with meaningful gestural
expression, whereas Akhtar Piya and Kadar
Piya’s Thumaris were as ‘Bol-Banaav’.

Susheela Mishra has written about its
special features, “A Thumari exponent is
one, who has a flexible melodious voice,
an aesthetic and romantic temperament,
fecund imagination and an exuberance of
emotion that can interpret the ‘Bols’ in all
their emotive shades.

‘Bol-Banaav’ Thumaris are sung in
vilambit laya (Rhythm) and composed in
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Deepchandi, Jat and Punjabi taals gene-
rally. The Dadra of this style have been
sung in Dadra, Kaharva and Rupak talas.
Ragas which are influenced by folk tunes
are used in the style. Specially Mand,
Pahadi, Khamaj, Tilang, Gara, Jhinjhoti,
Piloo, Barva, Kafi, Desh, Jogia, Bhairavi,
Tilak Kamod etc. are used. Though, it has
two parts–‘Sthai’ and ‘Antara’ with very
short composition but it has different ‘Bol-
Banaav’ and these Bol-Banaavs make it
impressive. The tabla player uses generally
a special type of Kaharwa which is known
as ‘Laggi’ and ends it with ‘Mahara’ or
‘Tihai’.

The languages of Bol-Banaav-
Thumaries are Braj, Avadhi and Bhojpuri.
The words of Urdu are also used in it.
These Thumaris are mainly based on
‘Shringar Rasa’ (Sanyog & Viyog).

There are two Angas of Thumaries
which are known as Poorab Ang and
Punjab Ang. From the eastern part of
Lucknow towards eastern Uttar Pradesh
to Bengal is known as Poorab Ang and
from western Uttar Pradesh to Delhi, is
known as Punjab Ang or Pachhahi Ang.
The Thumari of Poorab Angas based on
‘Bol-Banaav’ Thumari primely and the
thumari of Punjab Ang is based on ‘Bol-
Baant’ Thumari primely. The art of telling
new bols, imaginations, powers and notes
with notes and expressions are the special
features of ‘Poorab Ang’. It is related to
heart and soul. Lucknow is the birth-place
of ‘Poorab Ang’ and Nawab Sadique Ali
Khan has been called the father of eastern
Thumari. ‘Bol-Banaav’ Thumari is popular
in eastern part of the country (Uttar Pradesh
and Bihar), that’s why it is generally known
as ‘Poorab Ang ki Thumari’ or ‘Poorab
Thumari’. According to well-known singer

Mrs. Savita Devi, “The literary importance
has been purely maintained with into
nation of Bol-Banaav and proper way of
using notes (swars) of ‘Badhat’ are the
specialities of ‘Poorab Ang’. The Laggi’s
‘Bol-Banaav’ is also important in ‘Antara’.
Mainly Thumaries of ‘Poorab Ang’ have
been sung in ‘Jat-tal’.9 The folk elements
are also prime in the ‘Bol-Banaav’ Thumaries.
The tunes are based on folk songs and folk
tunes. The languages of the ‘Poorab-Ang’
thumaris are Avadhi, Bhojpuri etc. Chaiti,
Kajari, Poorabi, Ghato etc. folk styles are
seen in this particular Ang.

The emersion and concealment with
Kan, Murki, Khatka, Jamjama, Gitkiri,
Pukaar, Dhadan- Mudan, Gamakas are
seen in the style to show pain, twitch, into-
nation etc. These expressive sounds are
produced through different notes in this
particular Ang.

Poorab Ang is divided into two styles :

i) Lucknawi Style

ii) Banarasi style.

Lucknow and Banaras cities are famous
for Bol-Banaav Thumari, there is minor
difference between two styles because of
their own specialities.

The biggest aspect of the Thumari
style of singing is ‘Baithak’ meaning there-
by not the way we sit, but the fact that
Thumari singing requires a special attitude
and aptitude on an artist part-special
sentiments, delicacy of feelings and the
abundance of love in the heart, this
‘Baithak’ in Thumari is a state of mind,
its soul and without which there can be
no Ras or beauty.... however training and
practices are equally important for the
Thumari style without which cannot even
take one single step.
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Thumari has come to hear by singing
style with classical slow, grave form of
rhythm and tala. The presentation forms
are different from other styles.
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Iejevee : kele&ceeve heefjØes#Ùe ceW
[e@Ê mebOÙee Ùeeoke

DeefleefLe kÙeeKÙeelee, mebieerle efkeYeeie,
[erÊ SmeÊ yeerÊ heefjmej, kegâceeTB efkeÕeefkeÅee}Ùe, vewveerlee}

meejebMe :

meebieereflekeâ Øemlegefle keâe OÙesÙe ßeesleeDeeW Skeb keâ}ekeâejeW ceW Yeeke mecØes<eCe keâj Deevebo keâer DevegYetefle keâjevee nw~
leye}s kesâ ØelÙeskeâ Iejeves keâer yeefvoMeeW ceW efkeefkeOelee nesves hej Yeer IejeveeW keâe GösMÙe mkej, }Ùe Skeb Úbo mes meebieereflekeâ
Deevebo Øeoeve keâjvee nw~ Ûeens keâesF& Yeer Mew}er nes Skeâ} leye}e keeove Skeb leye}e mebieefle kesâ GösMÙe mes efveefce&le
ngF& nw~ kele&ceeve ceW Deepe mechetCe& mebieerle peiele IejeveeW kesâ oeÙejs mes yeenj Dee Ûegkeâe nw~ Deepe keâesF& Yeer keâ}ekeâej
efkeâmeer Yeer DevÙe Iejeves keâer yeefvoMeeW keâe keeove keâj mekeâlee nw~ IejeveeW keâer kegâÚ jÛeveeDeeW ceW Skeâ™helee efoKeleer
nw~ }sefkeâve Ùen mhe<š nesvee DeekeMÙekeâ nw efkeâ ÛeerÌpeW DeLee&led jÛevee Ùee yees} mecetn Skeâ nes peeves mes Iejevee veneR
neslee nw~ Gmekesâ ef}S DeekeMÙekeâ nw efkeâ Gme Mew}er kesâ {bie mes jÛevee keâes efkekeâefmele keâjvee nw, jÛevee keâe Meyo
mecevkeÙe, efvekeâeme, efkemleej, oebS-yeebS keâe mebleg}ve FlÙeeefo yeng™helee peye Skeâ meeLe Deeleer nw, leye Iejevee yevelee
nw Ùee efoKelee nw~ Fmeef}S Skeâ DeÛÚe mebieerle%e yeveves kesâ ef}S DeekeMÙekeâ nw efkeâ ken efkeâmeer Skeâ ieg® kesâ meeefveOÙe
ceW jnkeâj lee}erce «enCe keâj mebieerle keâer Fve yeejerefkeâÙeeW keâes meerKes~

yeerpe Meyo :

Iejevee, ieg®-efMe<Ùe hejbheje, mebmLeeiele efMe#ee, keâ}ekeâej~

mebieerle ceW Iejeves keâye mes nw leLee efkeâleves hegjeves nw,
Fmekeâe Megæ meceÙe yeleevee cegefMkeâ} nw~ ØeeÛeerve keâe}
ceW mebieerle ceW efMekecele, yeÇÿecele, nvegcele leLee Yejlecele
pewmes efkeefYeVe cele Les~ kewmes ner ceOÙe Ùegie ceW OeÇgheo keâer
Ûeej yeeefveÙeeB- Keb[ej, veesnej, [eiegj, ieesyejnej ØeÛeef}le
Leer~ OeÇgheo kesâ heMÛeeled peye ÌKÙee} DeeÙee leye ‘Iejevee’
Meyo keâe GÆke ngDee~ Iejeves kewefokeâ keâe} mes nw Ssmee
keânvee DevegefÛele veneR nesiee, keäÙeeWefkeâ Iejeves hen}s Yeer
Les hej keâYeer ‘cele’ kesâ ™he ceW lees keâYeer ‘yeeefve’ kesâ ™he
ceW Les~ IejeveeW keâe ØeÛe}ve oesveeW ner mebieerle heæefle ceW
jne nw, Ûeens ken Gòej YeejleerÙe mebieerle heæefle nes Ùee
efheâj oef#eCe YeejleerÙe mebieerle heæefle nes, yeme Deblej

Flevee nw efkeâ Gòej ceW ‘Iejevee’ Meyo keâe leLee oef#eCe ceW
‘mebØeoeÙe’ Meyo keâe ØeÙeesie efkeâÙee peelee nw~

mebieerle kesâ Meem$ehe#e keâes hegmlekeâeW kesâ ceeOÙece mes
megjef#ele jKee peelee jne nw hejvleg IejeveeW kesâ Deefmlelke
kesâ keâejCe ner mebieerle keâe ef›eâÙeelcekeâ he#e ke<eeX mes
mebjef#ele nw ke meceÙe kesâ meeLe-meeLe heefjkele&ve ke megefkeOeeDeeW
keâes Deheveeles ngS Iejeves efkekeâefmele nesles jns nQ~ efkeâmeer
jerefle Ùee Mew}er keâe ner otmeje veece nw- ‘Iejevee’~ Iejeves
meebieereflekeâ hejbhejeDeeW keâes Skeâefve… jKeves, mebieerle keâer
efkeÛeej ke efkekeâeme-Oeeje keâes megÛee™ ™he mes Ûe}eÙes peeves,
efMe<ÙeeW ces mebÙece ke DevegMeemeve, ieg® ke hetke&peeW kesâ Øeefle
mecceeve, mvesn ke ßeæe jKeves keâer efMe#ee osves ceW DelÙeble
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cenlkehetCe& efmeæ ngS nQ~

Deeefo keâe} mes ner nceejs osMe ceW ieg®-efMe<Ùe
hejcheje jner nQ, efpemeceW efMe<Ùe ieg®-cegKe mes megvekeâj ke
mecePekeâj %eeve keâer Øeeefhle keâjlee nw~ efkeâmeer Iejeves kesâ
Øekele&keâ keâer ieeÙeve-keeove-Mew}er Gme Iejeves keâer efkeMes<elee
yeve peeleer nQ~ efpeme Øekeâej leye}e keeove ceW keâeÙeoe
kener nw, efkeâvleg keâeÙeoe ceW yees}-ØeÙeesie keâe {bie, yeÌ{le,
oeefnves ke yeeBÙeW keâe lee}-ces}, keâeÙeoe keâe Ûe}ve,
Gmeer Øekeâej ieeÙeve ceW jeie kener nw, }sefkeâve jeie ceW
mkej-ØeÙeesie keâe {bie, efkemleej-ef›eâÙee, leeve-Dee}ehe,
mejiece, cegKeÌ[e, iecekeâ ØeÙeesie Deeefo ceW efYeVelee ves
ieeÙeve-keeove keâes De}ie-De}ie jbie Øeoeve efkeâÙee nw~
ieeÙeve-keeove keâer Ùener efkeefMe<š Mew}er ieg®, Iejevee
efkeMes<e kesâ veece mes ØeÛeef}le nw~ Fme efkeefMe<š Mew}er keâe
%eeve ieg® kesâ ceeie&-oMe&ve ceW ner mebYeke nw~ ieg®-ÛejCeeW
ceW yew"keâj efkeÅeeOÙeÙeve kesâ efyevee efkeÅeeLeer& keâe keâeÙeoe-
%eeve keâer yeele lees keäÙee, Mew}er-efke<esMe keâe %eeve Yeer
mecYeke veneR nQ~

yeermekeeR Meleeyoer ceW hebÊ efke<Ceg veejeÙeCe YeeleKeC[s
ke hebÊ efke<Ceg efoiecyej he}gmkeâj kesâ heefjßece mes mebieerle
peiele ceW ›eâebefle DeeF& Deewj Ùen ›eâebefle Leer, mebieerle keâes
Deheves meerefcele oeÙejs mes efvekeâe} keâj Deece pevelee lekeâ
hengBÛeevee~ Fve ceneve efkeYetefleÙeeW kesâ ØeÙeemeeW mes mebieerle
keâer meecetefnkeâ efMe#ee keâe ØeÙeesie meheâ}lee kesâ meeLe
efmeæ nesves }iee~ osMe kesâ kegâÚ ØecegKe MenjeW ceW mebieerle
mebmLeeveeW, pewmes- ieebOeke& ceneefkeÅee}Ùe, cesefjme cÙetefpekeâ
keâe@}spe Deeefo keâer mLeehevee keâj kesâ mebieerle peiele ceW
Fefleneme jÛee~ efkeÅee}Ùeer efMe#ee ceW mebieerle efke<eÙe keâe
cenlkehetCe& mLeeve nes leLee efkeÅeeefLe&ÙeeW Éeje mebieerle kesâ
Meem$ehe#e keâes mej}leehetke&keâ mecePee pee mekesâ, Fmekesâ
ef}S YeeleKeC[s peer Skeb he}gmkeâj peer keâe ØeÙeeme nce
meYeer kesâ mece#e nw~

hejvleg kele&ceeve meceÙe ceW IejeveeW kesâ Dee[sÌ mebieerle
keâer mebmLeeiele efMe#ee Dee ieF& nw, peneB mebieerle Skeâ
efke<eÙe cee$e jn ieÙee nw~ mebmLeeDeeW ceW ieeÙeve-keeove keâer

veF& efkeefMe<š Mew}er keâer Yee<ee keâjvee kÙeLe& nw~ DeefOekeâlej
mebmLeeveeW ceW mebieerle kesâke} hejer#ee ceW GòeerCe& nesves kesâ
GösMÙe mes meerKee ke efmeKeeÙee peelee nw~ mebmLeeveeW ceW
mebieerle kesâ efveefMÛele hee"Ÿe›eâce kesâ keâejCe efMe#ekeâ ke
efkeÅeeLeer& hee"Ÿe›eâce ceW ner yebOe keâj jn peeles nw, Ssmes ceW
veF& efkeefMe<š Mew}er keâe efvecee&Ce mebYeke ner veneR nw~
Deepe mebmLeeiele Mew}er Deheves hewj lees hemeej Ûegkeâer nw hej
Fmekeâer efkeefMe<šlee ØeeÙe: lee} keâer cee$ee, mece, lee}er-
Kee}er Deeefo kÙeekeâjCe lekeâ ner meerefcele jn ieF& nw~
mebmLeeiele efMe#ee kesâ keâejCe mebieerle ceW ™efÛe jKeves ke
ßeesleeDeeW keâer mebKÙee ceW ke=efæ ngF& nw~ }sefkeâve Ssmeer
mebmLee kesâ mebieerle%e peneB efveÙegòeâ ngS nw, keneB efkeâmeer
efkeMes<e Øekeâej keâer ieeÙekeâer Ùee yeepe keâer Dehes#ee hejer#ee
GòeerCe& keâjves kesâ efyevogDees keâe Meesj DeefOekeâ jnlee nw~

mebmLeeiele mebieerle%e Deheveer ef[«eer kesâ DeeOeej hej
GÛÛe heo hej efveÙegòeâ nes keâj ken ve kesâke} keemleefkekeâ
mebieerle keâes Deefnle keâjles nQ yeefukeâ Gme keâ}e-mebmLee ceW
efveÙegòeâ Iejevesoej mebieerle%eeW keâes Yeer hejsMeeve keâjles nw~
Gmes DekeebÚveerÙe mecemÙeeDeeW keâe meecevee keâjvee, Iegšve
keâer DemenveerÙe efmLeefle ceW yeeOÙe nesvee heÌ[lee nw~ Ssmes ceW
Ùee lees ken Iejevesoej mebieerle%e efkeõesn keâj mebmLeeve keâes
ÚesÌ[ osles nw Ùee efheâj peerefkekeâe nsleg Fve meYeer heefjefmLeefleÙeeW
mes mecePeewlee keâj Deheves keemleefkekeâ keâ}ekeâej keâes Deboj
oyee osles nw~ Fmeeref}S Deepekeâ} Skeâ keânekele yengÛeefÛe&le
nw efkeâ ‘efMe#ee-mebmLeeveeW ceW ØeefleYeehetCe& keâ}ekeâej ØeefleYee
}skeâj peeles lees nw hej Oeerjs-Oeerjs Gme hej pebie }ieves
}ieleer nw~’

Fmekeâe DeLe& Ùen veneR nw efkeâ meYeer efMe#ee-mebmLeeveeW
ceW Ssmee ner neslee nw, Deepe kegâÚ efMe#ee mebmLeeve mebieerle
kesâ Øeefle DeÛÚe keâeÙe& keâj jns nw, Gvekesâ keâeÙe& keâes
mejenvee ÛeeefnS~ nceejs osMe keâer efMe#ee-veerefle kesâ oyeeye
ceW Deekeâj Ssmes }esie pees yengle DeÛÚe keâj mekeâles nw hej
keâj veneR heeles nw~ mebieerle ieefCele, efke%eeve pewmee efke<eÙe
veneR nw, efpemeceW Skeâ hee"Ÿe›eâce kesâ DeeOeej hej hetjer
efMe#ee efveYe&j jnleer nw~ ØeMeemeve keâes mebieerle kesâ ef}S
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DevÙe efke<eÙe mes nškeâj kegâÚ De}ie meesÛeves keâer
DeekeMÙekeâlee nw~

}sefkeâve Ùen Skeâ ÛeÛee& keâe efke<eÙe nw efkeâ ‘keäÙee
mebmLeeiele efMe#eCe ØeCee}er ceW kewmes keâ}ekeâej hewoe nes
mekeâles nw pewmes Iejeves keâer ieg®-efMe<Ùe hejbheje ves hewoe keâjW
nw?’ Fme hej efÛevleve-ceveve keâjves mes %eele neslee nw efkeâ
mebmLee mes Ssmes keâ}ekeâejeW keâe hewoe nesvee cegef<keâ} nw,
keäÙeeWefkeâ IejeveeW ves pees keâ}ekeâej, ieg® ke efMe<Ùe efoS nQ,
kees Ye}s ner ef[«eer Oeejkeâ veneR nesles Les, hej Deheveer keâ}e
ces hetCe& DeefOekeâej jKeles Les~ Iejevesoej keâ}ekeâejeW kesâ ieeÙeve-
keeove ceW ÛegbyekeâerÙe Deekeâ<e&Ce neslee nw, Iejevees keâer
ceÙee&oe, efjÙeeÌpe keâjves ke keâjkeeves keâe lejerkeâe, met#ceeeflemet#ce
DeboepeeW ke jerefle efjkeepe Deewj DevegMeemeve mes efke%e nw~
Fme mes Ùen mhe<š nw efkeâ ceneve keâ}ekeâejeW keâe efvece&eCe
efkeâmeer Iejeves keâer heefjhetCe& lee}erce Øeehle efkeâS efyevee
DemebYeke nw~ Meem$eerÙe mebieerle keâe met#ce %eeve efkeâmeer
Iejeves keâer Ú$eÚeÙee ceW ner Øeehle nes mekeâlee nw~

Deepe Ssmes ner kegâÚ ef[«eer Oeejkeâ mebieerle%e ke
Dee}esÛekeâes keâe Ssmee ceevevee nw, efkeâ kele&ceeve meceÙe ceW
‘IejeveeW keâer DeekeMÙekeâlee veneR nQ?’, ‘IejeveeW kesâ nesves
ke ve nesves mes keâesF& ÌHeâke&â veneR heÌ[lee?’, ‘Deepe keâe
meceÙe Iejeves Ùee IejevesoejeW keâe veneR?’ Deeefo~

Fve meYeer efyevogDeeW keâes nce leye}s kesâ Iejeves kesâ
ceeOÙece mes mecePeves keâe ØeÙeeme keâjles nw-

leye}s kesâ cegKÙele: Ú: Iejeves nw - efou}er, DepejeÌ[e,
}KeveT, ÌHeâj&gÌKeeyeeo, yeveejme ke hebpeeye Iejevee~ ØelÙeskeâ
IejeveW ceW leye}s kesâ ceneve keeokeâ jns, efpevekeâe Ùeesieoeve
mcejCeerÙe nw~ ØelÙeskeâ IejeveW kesâ GmleeoeW ves Deheveer
Mew}er efkekeâefmele keâjves kesâ ef}S mebhetCe& peerkeve mebieerle
keâer meskee DeLee&led efÛebleve-ceveve ke efjÙeeÌpe kesâ ef}S
meceefhe&le efkeâÙee~ efpememes Gvekeâer Mew}er keâe mlej efove-
Øeefleefove Deewj DeefOekeâ Ketyemetjle neslee ieÙee~ efou}er
IejeveW kesâ GmleeoeW ves hesMekeâej-keâeÙeoe efke<eÙe ceW ienve
efÛebleve-ceveve ke efjÙeeÌpe keâj Deheves IejeveW keâes DeefOekeâ

mece=æ efkeâÙee, Fmeer YeeBefle hetjye yeepe kesâ IejeveeW kesâ
GmleeoeW ves iele-šgkeâÌ[e FlÙeeefo hej ke<eeX ienve efÛebleve-
ceveve ke efjÙeeÌpe keâj Deheves IejeveW keâes DeefOekeâ mece=æ
efkeâÙee~ Deepe IejeveeW keâe Flevee efkekeâefmele ®he Fve meYeer
GmleeoeW ke ieg®DeeW keâer cesnvele keâe ner heâ} nw~

IejeveeW keâer DeekeMÙekeâlee, Gvekeâe nesvee Ùee ve
nesvee Deeefo cegKÙe yeeleeW keâer ÛeÛee& keâjves mes kegâÚ efyevog
meeceves Deeles nQ, pees efkeâ efvecveef}efKele nw :

Skeâ Iejeves keâer jÛevee otmejs Iejeves kesâ keeokeâeW
Éeje yepeeÙee peevee, Ùen ØeYeekeelcekeâ efmeæ nesiee~
hejvleg Skeâ Iejeves keâer jÛevee otmejs Iejeves keâer
Mew}er mes yepeevee cegPes }ielee nw ØeYeekekeâejer veneR
nesiee keäÙeeWefkeâ ØelÙeskeâ Iejeves keâer jÛevee keâer
meeQoÙee&lcekeâlee Gme Iejeves kesâ efkeMes<e efvekeâeme ceW
nesleer nw~ GoenjCe kesâ ™he ceW yeveejme keâer Keg}er
ke Ìpeesjoej yees} ke efvekeâeme kesâ meeLe yepeeÙes peeves
kee}er G"eve keâes Deiej yebo yees}, veÌpeekeâle ke
ÛeeBš kesâ meeLe yepeeÙee peeÙes lees Gme jÛevee keâer
meeQoÙe&lee, Deekeâ<e&Ce ke ØeYeekekeâejkeâlee meceehle nes
peeÙesieer~ Ssmeer met#ce meeQoÙee&lcekeâlee keâer mecePe kesâ
ef}S Iejevesoej ieg™peveeW keâe ceeie&-oMe&ve Deefle
DeekeMÙekeâ nw~

IejeveeW kesâ DeYeeke ceW efkeÅeeefLe&ÙeeW keâer veeRke keâcepeesj
jnsieer~ veeRke mes Ùeneb cesje DeeMeÙe ØeejefcYekeâ efMe#ee
mes nw~ Deiej efkeÅeeLeer& keâer veeRke ner DeÛÚer veneR
nesieer lees ken Yeefke<Ùe ceW Skeâ DeÛÚe leye}e
keeokeâ veneR yeve heeÙesiee~

Skeâ DeÛÚe keâ}ekeâej ke keeokeâ yeveves kesâ ef}Ùes
DeekeMÙekeâ nw- IeCšes efjÙeeÌpe ke Gmekeâe mener
lejerkeâe~ keäÙee Fmeef}S Iejeves DeekeMÙekeâ veneR
nw? cesjer Âef<š mes DeekeMÙekeâ nw, keäÙeeWefkeâ Iejeves
nceW DevegMeemeve, ceÙee &oe kesâ meeLe efjÙeeÌpe
ke ØemlegeflekeâjCe keâe megvoj ®he Yeer Øemlegle keâjles
nw~
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ØelÙeskeâ Iejeves keâe Dehevee efkeefMe<š neLe keâe jKeeke
neslee nw~ }sefkeâve Skeâ ner jKeeke mes meYeer Iejeves
keâe keeove heefjCeelcekeâ ®he mes Øemlegle keâjvee efkeâmeer
Yeer keâ}ekeâej kesâ ef}Ùes mebYeke veneR nw, keäÙeeWefkeâ
neLe keâe jKeeke efkeâmeer Skeâ efkeefMe<š Iejeves keâer Mew}er
kesâ ef}Ùes GefÛele efmeæ neslee nw lees otmejer efkeefMeef#ele
Mew}er kesâ ef}Ùes neefvekeâejkeâ efmeæ neslee nw~

meYeer IejeveeW kesâ Deheves De}ie mkeleb$e yeewefækeâ
efkeÛeej nesles nw~ peye keâesF& keâ}ekeâej meYeer IejeveeW
keâe leye}e yepeevee Ûeenlee nw leye Gmes meYeer
IejeveeW keâer mkeleb$e yeewefækeâ efkeÛeej ef›eâÙee keâes Yeer
meeOevee ÛeeefnÙes~ Ùen Meejerefjkeâ Deewj yeewefækeâ
Âef<š mes yengle keâef"ve nw~

ØelÙeskeâ efkeÅeeLeer& keâer ™efÛe-DeefYe™efÛe, %eeve,
keâewMe}, mebmkeâej ke Deelcemeele keâjves keâer #ecelee
De}ie nesleer nw~ Fmeef}S Gmes leye}s kesâ meYeer
Iejeves hemebo DeeÙes leLee meYeer IejeveeW keâe leye}e
keeove megvojlee mes keâj mekesâ Ùen cesjer ÂefMš mes
DemebYeke nw~

Ghejesòeâ keâejCeeW mes Ùen mhe<š neslee nw efkeâ efyevee
ieg®-efMe<Ùe hejbheje kesâ mebieerle keâer meervee-ye-meervee lee}erce
cegefMkeâ} nw~ Ssmeer efmLeefle ceW mebieerle keâer ØeeÛeerve kewYekeceÙeer
hejbheje keâes megjef#ele jKeves kesâ ef}S IejeveeW keâe nesvee
Deefle DeekeMÙekeâ nw~ keemleke ceW Iejevee Deepe Yeer Deveskeâ
efkeefkeOeleeDeeW keâes Deheves ceW mebpeesS nw~ IejeveeW keâer
DeekeMÙekeâlee keâes Deepe kesâ yeo}les heefjkesMe ceW vekeâeje
veneR pee mekeâlee~ IejeveeW ves meervee-ye-meervee lee}erce
Éeje efpeme Øekeâej kesâ keâ}ekeâejeW keâer jÛevee keâer nw, ken
IejeveeW kesâ Deefleefjòeâ DemebYeke nw~

ØelÙeskeâ mebieerle nceW efkeâmeer mLeeve Ùee osMe keâer
mebmke=âefle keâe yeesOe keâjelee nw~ Fmeer Øekeâej Meem$eerÙe
mebieerle Yeejle keâer mebmke=âefle keâes oMee&lee nw~ Deepe IejeveeW
kesâ keâejCe ner nceejs osMe keâer meebieereflekeâ mebmke=âefle mebjef#ele
nw~ efpeme Øekeâej Deepe osMe keâer jepe Yee<ee efnvoer hej

Deb«espeer Yee<ee neefke nes jner nw "erkeâ Gmeer Øekeâej MeÙe#e$eerÙe
mebieerle hej heeMÛeelÙe mebieerle neefke nes jne nw~ Deiej
Iejeves ve<š ngS lees Meem$eerÙe mebieerle keâes }esie hetCe&le:
ner Yet} peeÙeWies~ Deepe keâer veF& heerÌ{er pÙeeoelej heeMÛeelÙe
mebieerle keâer efokeeveer nw~ Deepe keâe Ùegie DeeOegefvekeâ Ùegie
nesves kesâ keâejCe }esie DelÙeeefOekeâ ieefleMeer} ke Meesj
kee}s mebieerle megveves kesâ DeYÙemle nesles pee jns nw~ ceMeerveeW
kesâ GheÙeesie kesâ keâejCe }esieeW ceW heefjßece keâjves keâer
Øeke=efòe Deewj OewÙe& veneR jn ieÙee nw~ Deepe meesMe}
ceeref[Ùee kesâ keâejCe ØelÙeskeâ efkeÅeeLeer& peuo ner veece
keâceevee Ûeenlee nw, Ùes yengle yeÌ[e keâejCe nw Deepe kesâ
efkeÅeeefLe&ÙeeW ceW OewÙe& ve nesves keâe~ Fmeer ef}S OeÇgheo ke
Oeceej pewmeer Oeerj-iebYeerj efkeâvleg ceOegj hetCe& Meem$eerÙe
Mewef}ÙeeW keâe Üeme nes jne nw~ mebieerle Skeâ lehemÙee,
meeOevee, mebkeâuhe, Deveg…eve nw, F&ceeveoejer kesâ meeLe
efkeâÙee ieÙee efjÙeeÌpe keâe Skeâ-Skeâ megj Gme ceb$e keâer lejn
nw, pees legjvle Demej keâjlee nw~ Deepe kele&ceeve ceW
Meem$eerÙe mebieerle kesâ Øeefle De®efÛe keâe Yeer Ùener keâejCe
nw~ keâce mes keâce Deepe IejeveeW ceW mebieerle keâe DeefYepeele
mke™he megjef#ele Deewj mece=æ nw~

hejvleg Iejeves Deepe kesâ Fme heefjkele&veMeer} keeleekejCe
keâes Deheveeles ngS meebieereflekeâ mebmke=âefle keâes mebpeesÙe ngS
nw~ DeleŠ Fme DeeOeej hej Ùen keâne pee mekeâlee nw efkeâ
Deiej Iejeves ve<š ngS lees Gmekesâ meeLe-meeLe osMe keâer
meebieereflekeâ mebmke=âefle Yeer ve<š nes peeÙesieer~ Deepe kesâ
meceÙe ceW yengle mes efoiiepe keâ}ekeâej mebieerle kesâ Fve
meYeer IejeveeW keâes Deeies yeÌ{e jns nw Deewj yeÌ{eles jnWies~

Dele: nce Fve meYeer Dee}esÛeveeDeeW (‘IejeveeW keâer
DeekeMÙekeâlee veneR nQ ?’, ‘IejeveeW kesâ nesves ke ve nesves mes
keâesF& ÌHeâke&â veneR heÌ[lee?’, ‘Deepe keâe meceÙe Iejeves Ùee
IejevesoejeW keâe veneR?’ Deeefo~) keâes ie}le efmeæ heeles
nw~ keäÙeeWefkeâ IejeveeW keâer DeekeMÙekeâlee Deleerle ceW Yeer Leer,
kele&ceeve ceW Yeer nw Deewj Yeefke<Ùe ceW Yeer jnsieer~

IejeveeW keâe Deefmlelke ncesMee jne nw Deewj ncesMee
jnsiee~
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Abstract :

It is an often heard statement that Indian Music is melodic in nature, while Western
Music is harmonic in nature, and this is generally accepted for the most part.

However, when looked at carefully enough, one would realise that this statement
is true in a sense but not entirely accurate. To understand why this is so, we will have
to first look at and understand a few concepts of applied theory.
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Melody :

A melody can be defined as “A
sequence of notes that is musically
satisfying or a tune.” In other words a
melody is a one dimensional arrangement
of notes in a certain order.

Harmony :

Harmony can be defined as “The
sound of two or more notes heard simul-
taneously.”

In other words harmony has two or
more layers of notes, sounding at once.
The basis of chords and chord progre-
ssions arises from the concept of harmony,
wherein the simplest chord. i.e. a triad
requires 3 notes to be played at once, the
most basic triad being a simple major
chord, where the root, major 3rd and 5th
are played simultaneously. When translated

into Indian terminology, this would mean
the simultaneous sounding of Shadja,
Gandhar and Pancham (Sa-Ga-Pa).

Harmonics :

Now, the basis of Harmony comes
from the concept of Harmonics. Harmonics
refers to the origination of multiple
frequencies from a single frequency in the
form of a harmonic series. These fre-
quencies are also known as overtones and
undertones.

In Indian music, the tonic is known
as Shadja, or that which has the power to
produce from within itself 6 other notes.
Naturally, the sounding of the 6 other
frequencies would have to occur in the
form of a harmonic series.

The interesting detail to note, is that
first distinct non tonic harmonics to become
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audible from a single frequency (known
as fundamental), are always the 5th and
3rd, i.e. Pa and Ga.

The progression of the Harmonic
series is as follows :

Tonic, Perfect 8th (octave), Perfect
5th, Perfect 4th, Major 3rd, Minor 3rd,
Minor 3rd, Major 2nd, Major 2nd, Major
2nd, Major 2nd, Minor 2nd, Major 2nd,
Minor 2nd, Minor 2nd, Minor 2nd.

In the Harmonic series, the first 16
overtones are musically relevant. After the
16th overtone, the interval sizes become
smaller than that of a semitone, and are
hence not really musically usable. In the
diagram, the notes which have been
marked out of tune, have been done so
from the perspective of the western equal
tempered scale.

In case of C as the tonic, the Harmonic

series would be :

C, C, G, C, E, G, A#, C, D, E, F#, G, A,
A#, B, C

In Indian music this would correspond

to :

S, S, P, S, G, P, n, S, R, G, M, P, D, n, N, S

As we can see, the first non tonic
overtones are the Pancham and Gandhar
in the series of C.

A few key details to note are :

1. The 1st first Interval is from C to C
which is Sa to upper octave Sa

2. The 2nd interval is from C to G ,i.e,
Sa to Pa or Shadaj Pancham bhav

3. The 3rd interval is from G to C again,
Pa to Sa which is Shadaj Madhyam
Bhav

4. The 4th interval is from C to E, which
is Shadaj Gandhar bhav

5. The 5th interval is from E to G, which
is Shadaj Komal gandhar bhav

Thus we see that, from the first to 4th
intervals, we get

Sa-Sa, Sa-Pa, Sa-ma and Sa-Ga
intervals.

Since Sa-Pa and Sa-ma are the first
and most perceptible intervals, it only
makes sense that these intervals are
naturally more pleasing to hear, since the
human brain is more naturally attuned to
them, due to their distinct perceivability.

Application of Harmonics in Indian

Classical Music :

In the Indian classical context, the
concept of Samvad is integral for Raagdari
Sangeet. Samvad refers to consonance,
and two notes are said to be consonant
when they have a 9 or 13 Shruti gap between.
9 Shruti gap refers to Shadaj-Madhyam
Bhav, while 13 Shrutis refers to Shadaj
Pancham Bhav.

In case of the Vaadi and Samvadi of a
Raag, there must always be a 9 or 13 shruti
gap or Shadaj Madhyam or Shadaj
Pancham bhav. A few exceptions like
Raag Shree and Raag Marwa exist, where
this rule is overlooked, but this is the case
for most Raags. Therefore, we find Vaadi-
Samavi combinations typically like:

1. Sa- Pa

2. Re-Pa (Sa-ma)
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3. Re-Dha (Sa-Pa)

4. Ga-Ni (Sa-Pa)

5. Ga-Dha (Sa-ma)

6. Pa-Sa (Sa-ma)

7. ma-Sa (Sa-Pa)

8. ma-ni (Sa-ma)

Therefore we can see that Raag Sangeet
and its Grammar have a very strong
influence of Harmonics in them.

Even Raga chalans or unique move-
ment patterns to fundamental Ragas show
a sense of harmonic proportion in their gait
and structure.

In the Raga Yaman, we see that the
movement patterns of the Poorvang and
Uttarang are in a sense symmetrical and
mirror reflections of each other. Acharya
Brihaspati Ji thought of this symmetricity
as a dialogue between the Poorvang and
Uttarang and has said that if the Poorvang
is the “Sawaal”, the Uttarang will be its
“Jawaab”.

In Yaman,

Ni Re Ga, has Ma Dha Ni as its
reflection. One can observe that gaps
between the notes of both the phrases is
constant in the form of a Shadaj Pancham
Gap.

Similar symmetricity can be in Ragas like

Bilawal (Sa Ga Re Ga- Pa Ni Dha Ni)

Bhairav (Ga ma re Sa- Ni Sa dha Pa)

Bhairavi (ni Sa ga ma- ga ma dha ni)

and Kaafi (Sa Re ga ma- Pa Dha ni Sa)

Even in Darbari, as the Komal Gandhar
is andolit, we even find the Komal Dhaivat
is rendered andolit, which is at a Shadaj
Madhyam gap from the Gandhar.

Thus, symmetricities based on harmonic
distances are found throughout Raga
Sangeet across a multitude of Ragas.

 One might argue that, despite all this
being said, that the music itself is still
actually one dimensional and melodic so
it doesn’t matter if the melodic structu-
rization is done keeping in mind harmonic
intervals, since at any one given point of
time, the number of audible layers is only
1, which is that single melody line. How-
ever, this is not entirely true. Whenever
Hindustani classical music is rendered, it
is done with the help of the Tanpura. This
means that at any given point of time, the
number of perceptible frequencies is more
than 1, depending on the tuning of the
Tanpura.

The Tanpura is tuned in the following

manners :

Pa- Sa- Sa- Sa (standard for most
Ragas)

ma- Sa-Sa- Sa (for Madhyamvadi
Ragas like Malkauns and Bageshree)

Ni- Sa- Sa- Sa (typically for Ragas
like Pooriya)

Dha/dha- Sa- Sa -Sa (for Ragas like
Marwa and Gurjari Todi)

Therefore at any point in time, the
minimum number of perceivable distinct
notes other than the melody line of the
artist, is actually 2, i.e, the Shadaj and
Pancham/Dhaivat/Nishad, which are
always creating a harmonic consonance
with the main melody line.

In fact, the basis of ear training and
voice training to sing in tune in classical
music arises from an understanding of the
feeling of consonance with the Tanpura
which is gauged on the basis of harmonic
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accuracy. In other words, a student knows
that they’re in tune when singing any note,
say Madhyam, based on the harmonic
accuracy of the note with the tonic, Shadaj
of the Tanpura. A student can learn to sing
an accurate Teevra Madhyam with the
help of the first string of the Tanpura if
it’s tuned to Shuddh Nishad. Although,
merely Shadaj is enough to create the
harmonics needed to ascertain Swar
position, the additional strings tuned on
the Tanpura can help make the process
easier and quicker to understand and
actually experience the overtones and
harmonics.

Thus, we can conclude that while
Indian Classical Music may be melodic

in execution, its conception and musicality
arises from a deep understanding of
harmonic intervals.
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efkeiele heÛeeme ke<eeX ceW ikeeef}Ùej Iejeves keâer ieeÙekeâer ceW mhe<š
nesles heefjkele&ve : Skeâ efkeM}s<eCeelcekeâ DeOÙeÙeve

cesIevee kegâceej
meneÙekeâ DeeÛeeÙee&, ieeÙeve efkeYeeie

mebieerle Skeb cebÛe keâ}e mebkeâeÙe, keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer

MeesOe meej :

heefjkele&ve mebmeej keâe efveÙece nw~ heefjkele&ve mes ner efkekeâeme Skeb efkeveeMe oesveeW ner mecYeekÙe neslee nw~ meleled
heefjkele&ve Ùeefo mekeâejelcekeâ efoMee keâer Deesj Ieefšle nes jne nw lees Ùen mebkesâle MegYe leLee efkekeâemeelcekeâ nes mekeâlee
nw peyeefkeâ vekeâejelcekeâ efoMee keâer Deesj Ieefšle nes jne meleled heefjkele&ve DeYeer<š keâes efkeveeMe keâer Deesj ye}ele Oekesâ}
osves kesâ ef}S meppe nes peelee nw~ kegâÚ heefjefmLeefleÙeeW ceW heefjkele&ve keâer efoMee lees efoKeleer nw efkeâvleg Gmekesâ mekeâejelcekeâ
DeLekee vekeâejelcekeâ nesves keâer keâmeewšer efveOee&efjle keâj heevee ogjejeOÙe nes peelee nw~ kegâÚ Ssmeer ner heefjefmLeefleÙeeW keâe
efvecee&Ce Gòej YeejleerÙe Meem$eerÙe mebieerle kesâ efkeefkeOe IejeveeW kesâ mevoYe& ceW mhe<š nes jne nw~ IejeveeW keâe efvecee&Ce efpeve
ceewef}keâlee kesâ DeeOeej hej mecYeekÙe ngDee, kele&ceeve keâe} ceW GveceW mes kegâÚ lelkeeW ceW iebYeerj heefjkele&ve efoKe jne nw~
Fve heefjkele&veeW keâes osKe keâj Ùen efveOee&efjle keâjvee keâef"ve nw efkeâ Fme Øekeâej kesâ heefjkele&veeW kesâ meelelÙe keâe Øeefleheâ}
Iejevee heæefle keâes neefve hengbÛeeSiee DeLekee meheâ}lee kesâ Skeâ vetleve DeeÙeece keâes mLeeefhele keâjsiee~ Øemlegle MeesOe he$e
ceW ikeeef}Ùej Iejeves keâer ieeÙeve Mew}er ceW DeeÙes ngS kegâÚ yeÌ[s yeo}ekeeW kesâ mevoYe& ceW efkeÛeej efkeâÙee ieÙee nw~

metÛekeâ Meyo :

Iejevee, ieeÙekeâer, heefjkele&ve, ceewef}keâlee, jeie keâe mke™he

MeesOe efke<eÙe :

YeejleerÙe Meem$eerÙe mebieerle ceW Iejevee hejcheje keâe
Fefleneme DeÆgle jne nw~ Fme hejcheje kesâ ceeOÙece mes
YeejleerÙe mebieerle ves Skeâ vetleve DeeÙeece keâes mheMe& efkeâÙee
nw~ Deveskeâes mebieerle meeOekeâ Skeb efpe%eemeg Iejevee heæefle
keâe DeeßeÙe Øeehle keâj kesâ efvepe %eeve efheheemee keâes Meeble
keâjles jns nQ~ Fme heæefle ves meceepe keâes metmebmke=âle
mebieerle%e efoS lees meeLe ner mebieerle keâer Skeâ efkeefMe<š
Mew}er keâe hees<eCe Yeer efkeâÙee~ YeejleerÙe mebieerle keâe DeOÙeÙeve
DeOÙeeheve lees kewefokeâ keâe} mes ner DelÙeble kÙekeefmLele

{bie mes Ûe} jne Lee efkeâvleg ceOÙekeâe} ceW Iejevee heæefle
kesâ GÆke Skeb efkekeâeme ves Fme keâeÙe& ceW Skeâ vekeesvces<e
GheefmLele efkeâÙee~ ceOÙe keâe} ceW keâesF& mebieerle meeOekeâ
Deheveer meeOevee keâer hejekeâe…e hej peye kegâÚ DeÆgle Ùee
DeveesKee Øeehle keâjlee Ùee Deheves mebieerle ceW kegâÚ vetlevelee
Ùee meeceevÙe Ûe}ve mes kegâÚ De}ie nš kesâ mLeeefhele keâj
heelee leye Gve mebieerle%e Éeje Deheveer Fme efkeefMe<š
Mew}er, efkeÅee DeLekee keâ}e keâes Deheves efMe<ÙeeW keâes
efmeKeeÙee peelee~ efMe<ÙeieCe Deheves meeOevee Skeb yeewefækeâ
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keâewMe} mes ieg® Éeje Øeehle efkeÅee keâe efkekeâeme keâjles
leLee Fme efkeefOe mes Øeehle heæefle keâes Deheveer Deie}er
heerÌ{er kesâ efMe<ÙeeW ceW jesefhele keâj osles~ [e@. megMeer} kegâceej
Ûeewyes peer keânles nQ ‘ieg® Deheves keâb" keâer efkeMes<eleeDeeW keâes
Deheves efMe<Ùe ceW Gleejves keâe ØeÙeeme keâjlee nw leLee
efMe<Ùe Yeer Deheveer keâ"esj meeOevee mes ieg® efkeâ veÌkeâ}
keâjlee nw~ Fmeer melele Øeef›eâÙee mes Iejevee GÆtle neslee
nw~’1 Fme Øekeâej melele efkekeâeme mes Skeâ efkeefMe<š Mew}er
mebpeerefkele nes G"leer Leer~ Ùen Mew}er meeceevÙe Ûe}ve mes
Skeâoce efYeVe nesleer~ Ùen Mew}er ner Iejevee heæefle keâes
pevce osleer nw~

Gòej YeejleerÙe Meem$eerÙe mebieerle kesâ ieeÙeve, keeove
leLee ve=lÙe meYeer DebieeW kesâ mkeleb$e Iejeves mLeeefhele Skeb
heâ}erYetle ngS~ Ùeefo nce ieeÙeve kesâ IejeveeW keâer Deesj
DeefYecegKe neW lees mhe<š ™he mes keâne pee mekeâlee nw efkeâ
ØelÙeskeâ Iejeves kesâ Skeâ ogmejs mes efYeVe nesves kesâ efkeefMe<š
DeeOeej nesles nQ leLee ØelÙeskeâ Iejevee keâes Gvekeâer kegâÚ
efkeefMe<š DebieeW mes henÛeevee peelee nw~ ‘IejeveeW keâer
henÛeeve kesâ cegKÙe efyebog nQ - Deekeepe }ieeves keâe {bie,
leeve leLee yees} leeve kesâ ØeÙeesie keâe {bie, jeie keâe
efkemleej keâjves keâe {bie, Dee}ehe keâe {bie, }Ùekeâejer
leLee jeieeW kesâ Ûegveeke Deeefo~’2 Meem$eerÙe ieeÙeve nsleg
Deveskeâ IejeveeW ceW cegKÙe ™he mes ikeeef}Ùej, Deeieje,
heefšÙee}e, peÙehegj keâe Delejew}er, jecehegj keâe menmekeeve
Deeefo Iejeves ØeÛeef}le ngS~ Fve IejeveeW ceW ikeeef}Ùej
Iejeves keâes ieeÙeve IejeveeW keâer iebiees$eer kesâ ™he ceW peevee
peelee nw~ keäÙeeWefkeâ DeefOekeâlej IejeveeW keâe Gûce ikeeef}Ùej
Iejeves mes nesves keâe ØeceeCe efce}lee nQ~ efkeefkeOe IejeveeW
keâer ieeÙekeâer ceW ikeeef}Ùej keâer ieeÙekeâer keâe kegâÚ DebMe
Yeer efoKelee nw~

ikeeef}Ùej Iejevee DelÙeble mece=æ Iejevee nw~ Fme
Iejeves keâer De<šebie ieeÙekeâer, mkej }ieeke, yebefoMe keâes
jKeves keâe ›eâce, mkej keâe vegkeâer}eheve Deeefo Deveskeâ
Debie ØelÙebie Fme IejeveW keâes ke=no Skeb mece=æ yeveeles nw~
Fme Iejeves ceW efkeefkeOe Øekeâej efkeâ ÛeerÌpeeW pewmes Yepeve,

šhhee, De<šheoer Deeefo keâe ieeÙeve DelÙevle mejmelee
hetke&keâ efkeâÙee peelee jne nw~

YeejleerÙe Meem$eerÙe mebieerle keâer efkeÅee hejcheje mes
Øeehle keâer peeves kee}er efkeÅeeDeeW keâer ßesCeer ceW Deelee nw~
Fme efkeÅee kesâ ietÌ{ lelkeeW keâes mecePeves kesâ ef}S efMe<Ùe
keâes ieg® kesâ meceerhe GheefmLele nesvee heÌ[lee nw~ kesâke}
hegmlekeâ kesâ ceeOÙece mes ner lelkeeW keâes veneR Øeehle efkeâÙee
pee mekeâlee nw~ Iejevee hejcheje ceW lees ieg® Deewj efMe<Ùe
kesâ efyevee Iejevee kesâ Deefmlelke keâer keâuhevee ner veneR keâer
pee mekeâleer nw~ lekeâefvekeâer Ùegie ceW Iejevee hejcheje keâer
yengle neefve ngF& nw~ cet} hejcheje ceW jeie kesâ jKeeke
Deeefo efkeefkeOe lekeâveerefkeâÙeeW ceW yengle DeefOekeâ yeo}eke
efoKelee nw~ Fmekeâe cegKÙe keâejCe pees ØeLece ÂMÙee
mhe<š neslee nw ken nw lekeâefvekeâer Ùegie ceW efkeefkeOe ceeOÙeceeW
mes meYeer keâ}ekeâejeW keâe ieeÙeve, keeove meYeer lekeâ menpelee
mes hengBÛe heevee~ Fmemes Skeâ Iejeves keâe keâ}ekeâej ogmejs
Iejeves kesâ keâ}ekeâej keâes megvelee nw lees Fmekeâe ØeYeeke
Gmekesâ ieeÙeve ceW Deevee mkeeYeeefkekeâ ner nw~ keâYeer keâYeer
DevÙe Iejeves kesâ kegâÚ lelke yengle DeÛÚs }ieves hej
keâ}ekeâej Gmes Deelcemeele keâj }sles nQ~ Fme ef›eâÙee mes
keâ}ekeâej ceW efkeâmeer Skeâ Iejeves kesâ ieeÙeve heæefle veneR
jn peeleer nw~ Fme MeesOe he$e ceW ikeeef}Ùej Iejeves keâer
ieeÙeve Mew}er ceW DeeÙes ngS heefjkele&ve kesâ mevoYe& ceW
efkeÛeej keâjWies~

jeie efkemleej keâer Âef<š mes mhe<š nesles yeo}eke :

jeie kesâ efkemleej kesâ ef}S ikeeef}Ùej Iejeves ceW
hejcheje jner nw efkeâ Deekeâej kesâ ceeOÙece mes ner mkej
efkemleej efkeâÙee peelee nw~ efkeâvleg Fmeer Iejeves kesâ kegâÚ
Ùegkee keâ}ekeâejeW ves Deekeâej kesâ mLeeve hej yees} Dee}ehe
keâe ØeÙeesie DeejcYe keâj efoÙee nw~ Fme mevoYe& ceW yee}e
meensye hetbÚ kee}s keâe cele nw efkeâ peye nce ieeles nQ leye
meeceves yew"e ngDee ßeeslee mebieerle keâe jefmekeâ DekeMÙe
neslee nw efkeâvleg peevekeâej veneR neslee nw~ Deewj peye nce
Deheveer hejcheje kesâ Devegmeej kesâke} Dee}ehe keâjWies leye
ßeeslee Tye keâj Ûe}e peeSiee~ Fme ef}S nce yees}
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Dee}ehe ieeÙeWies keäÙeeWefkeâ nce meceepe kesâ ef}S ieeles nQ~
neB Ùeefo ßeeslee meceepe efkeÉeveeW keâe nw lees keneb nce
Deheveer hejcheje kesâ Devegmeej Dee}ehe ner ieeÙeWies~

ßeerceleer meeOevee ieewj peer keânleer nQ ‘hen}s jeie kesâ
efveÙece kesâ Devegmeej kegâÚ efkeefMe<š mkejeW hej ®keâ keâj
Dee}ehe keâjles Les efkeâvleg kele&ceeve ceW jeie kesâ meYeer mkejeW
hej ®keâ keâj Dee}ehe keâjves keâe Ûe}ve nw~ keâYeer-keâYeer
Fmemes jeie keâe meewvoÙe& ve<š veneR neslee nw~ efkeâvleg cesje
efkeÛeej nw efkeâ jeie kesâ pees efveÙece pewmes keeoer-meckeeoer
Deeefo nQ Gvekeâe hee}ve lees nesvee ner ÛeeefnÙes~’3 kesâke}
Deejesn Dekejesn kesâ Devegmeej Ùeefo jeie keâe Dee}ehe
efkeâÙee peeÙe DeLekee jeie keâe efkemleej efkeâÙee peeÙe lees
Ye}s jeie keâe meewvoÙe& ve<š vee nes }sefkeâve DelÙeble
efvekeâš kesâ mecØeke=â efle jeie mes keâwmes yeÛee peeSiee~
Yethee}er leLee osMekeâej kesâ mke™he keâes De}ie keâwmes
efkeâÙee peeSiee~ Fme kesâ ef}S DeekeMÙekeâ nw efkeâ ieeÙeve
kesâ yeo}les mke™he ceW Yeer jeie ieeÙeve kesâ cet} efveÙece
keâes hekeâÌ[ kesâ jKee peeÙe~

ikeeef}Ùej Iejeves keâer ieeÙeve heæefle ceW ieeÙeve mes
hetke& jeie keâe mke™he veneR efoKeeles nQ~ Fme leLÙe keâes
ikeeef}Ùej Iejeves kesâ megØeefmeæ ieeÙekeâ hebef[le ke=â<Ce jeke
hebef[le peer ØeceeefCele keâjles nQ~ ikeeef}Ùej Iejeves keâer
ieeÙekeâer ceW mee }iee keâj meerOes yebefoMe keâes Meg™ keâj
efoÙee peelee jne nw~ efkeâvleg kele&ceeve ceW ikeeef}Ùej Iejeves
kesâ ieeÙekeâeW Éeje ieeÙeve mes hetke& jeie keâe LeesÌ[e mke™he
mhe<š efkeâÙee peelee nw~ ikeeef}Ùej Iejeves kesâ megØeefmeæ
ieeÙekeâ hebef[le ye}keble jeÙe Yeó peer Yeer ceeveles Les efkeâ
ieeÙeve mes hetke& jeie keâe mke™he Deekeâej kesâ ceeOÙece mes
mhe<š keâj osves mes ßeesleeDeeW kesâ ceve hej Fmekeâe ØeYeeke
heÌ[lee nw~ leLee ken jeie keâer ienjeF& ceW Glejves kesâ ef}S
lewÙeej nes peelee nw~

yebefoMe keâer Âef<š mes DeeÙes ngS yeo}eke :

ikeeef}Ùej Iejeves keâer ieeÙekeâer ceW yebefoMe kesâ jKeves
keâe {bie DeveesKee nw~ Fme Iejeves keâer yebefoMeW Skeâoce ner
De}ie mhe<š nesleer nQ~ kele&ceeve meceÙe ceW ikeeef}Ùej

Iejeves keâer yebefoMeeW keâes jKeves kesâ {bie ceW Yeer yeo}eke
osKee pee mekeâlee nw~ ikeeef}Ùej Iejeves keâer hejcheje ceW
‘mee’ }iee keâj meerOes yebefoMe Meg™ keâjles nQ leLee oes yeej
mLeeÙeer Skeb Skeâ yeej Debleje ieeles nQ Fmekesâ yeeo jeie
efkemleej leLee DevÙe keâece efkeâÙee peelee nw~ efkeâvleg kele&ceeve
meceÙe ceW kegâÚ keâ}ekeâej pees ikeeef}Ùej Iejeves kesâ mkeÙeb
keâes mecyeæ ceeveles nQ, mLeeÙeer keâer Skeâ hebefòeâ keâes ieeles
nQ leLee Fmes yeej yeej ognje keâj DeejcYe ceW ner Dee}eheÛeejer
keâjles nQ~ Fme mevoYe& ceW hebef[le ye}keble jeÙe Yeó peer
keâe cele Lee efkeâ yebefoMeeW kesâ ieÌ{ve kesâ heerÚs Skeâ meesÛe
nesleer nw leLee yebefoMe keâe Yeer Dehevee Skeâ mke™he neslee
nw~ peye lekeâ nce yebefoMe keâe mLeeÙeer Deewj Debleje Skeâ
meeLe veneR ieeÙeWies leye lekeâ yebefoMe keäÙee keân jner nw Ùes
nceW keâwmes helee Ûe}siee~

ikeeef}Ùej Iejeves ceW yebefoMeeW keâer efkeefYeVe }Ùe leLee
mLeeÙeer leLee Deblejs keâer hebefòeâÙeeB SkeâeefOekeâ Deekele&ve ceW
nesleer nw efkeâvleg kele&ceeve ceW kegâÚ keâ}ekeâej DeÌ[lee}erme
cee$ee ceW leLee Skeâ ner Deekele&ve ceW hetjer yebefoMe ieeles nQ
Ye}s ken yebefoMe oes, leerve DeLekee Ûeej Deekele&ve keâer ner
keäÙeeW vee nes~

leeveeW keâer Âef<š mes DeeÙes ngS yeo}kee :

ikeeef}Ùej Iejeves ceW leeveeW keâe Yeer Skeâ efveOee&efjle
›eâce neslee nw~ meeceevÙele: ikeeef}Ùej Iejeves kesâ ieeÙeve ceW
meheeš leeveeW keâe ØeÙeesie neslee nw~ efkeâvleg kele&ceeve ceW
kegâÚ keâ}ekeâej leeve kesâ ›eâce keâes yeo} jns nQ leLee
De}bkeâeefjkeâ leeve keâe ieeÙeve keâjves }ies nQ~

lee} leLee }Ùe keâer Âef<š mes DeeÙes ngS yeo}eke :

ikeeef}Ùej Iejeves ceW lee} leLee }Ùe keâer Âef<š mes
Yeer efkeiele }ieYeie heÛeeme ke<eeX ceW yeo}eke DevegYeke
efkeâÙee pee mekeâlee nw~ ikeeef}Ùej Iejeves kesâ hegjeves keâ}ekeâejeW
Éeje hejchejeiele ™he mes efke}befyele }Ùe ceW ieeÙeve efkeâÙee
peelee Lee~ ikeeef}Ùej Iejeves ceW keâYeer Yeer Deefle efke}efcyele
}Ùe keâe ØeÙeesie veneR ngDee nw~ efkeâvleg efkeiele ke<eeX ceW
ikeeef}Ùej Iejeves kesâ keâ}ekeâej Yeer Deefleefke}befyele }Ùe
keâe ieeÙeve Øemlegle keâjves }ies nQ~ ikeeef}Ùej Iejeves ceW
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hejchejeiele ™he mes efke}befyele }Ùe kesâ ieeÙeve nsleg Skeâ
lee} ceW Ûeewyeerme cee$eeDeeW keâe ner Ûegveeke efkeâÙee peelee
jne nw efkeâvleg kele&ceeve ceW DeeÙes heefjkele&veeW ceW mhe<š neslee
nw efkeâ efke}befyele kesâ mLeeve hej Deefle efke}befyele }Ùe
mheMe& efkeâÙee peelee nw leLee Skeâ lee} ceW DeÌ[lee}erme
cee$ee ceW ieeÙeve Øemlegle efkeâÙee pee jne nw~ ikeeef}Ùej
Iejeves kesâ [e. iebiee Oej jeke lew}bie peer keânles nQ
‘ikeeef}Ùej Iejeves ceW Deefle efke}befyele }Ùe keâer ieeÙekeâer
veneR nesleer Leer Deewj Ùen nesvee Yeer veneR ÛeeefnS keäÙeeWefkeâ
Deefle efke}befyele }Ùe vÙeeÙemeebiele veneR nw~ Deefle efke}befyele
}Ùe keâer ieeÙekeâer mkej keâer ieeÙekeâer nesleer nw~ DeleŠ
FmeceW mkej efkemleej hej efkeMes<e OÙeeve efoÙee peelee nw~
Fme ceW yebefoMe kesâ meewvoÙe& keâes ieewCe keâj efoÙee peelee nw~
efkeâvleg ikeeef}Ùej Iejeves ceW Ssmee veneR nw~ ÙeneB yebefoMeeW
kesâ meewvoÙe& keâes Yeer jsKeebefkeâle efkeâÙee peelee nw~’4 Dele:
yebefoMeeW kesâ Deefle efke}befyele }Ùe ceW ieeÙeve keâes vÙeeÙe
mebiele veneR ceevee pee mekeâlee nw efkeâvleg efheâj Yeer kele&ceeve
kesâ Deveskeâ keâ}ekeâej Fmeer heæefle mes yebefoMees keâes jKeles
nQ~

MeesOe efve<keâ<e& :

YeejleerÙe Meem$eerÙe mebieerle ceW Iejevee heæefle keâe
DelÙeble efkeefMe<š mLeeve nw~ Iejevee heæefle kesâ ceeOÙece
mes škeâmee} ieeÙekeâer keâes mebefÛele keâj heevee mecYeke nw~
Fme heæefle ceW efkeâmeer Yeer Øekeâej keâer efce}ekeš GefÛele

veneR peeve heÌ[leer nw~ Skeâ meceÙe Lee ikeeef}Ùej Iejeves
keâe Skeâ efMe<Ùe ikeeef}Ùej ceW efkeâmeer yebefoMe keâes meerKelee
nw leLee Gmeer yebefoMe keâes ikeeef}Ùej mes keâesmeeW otj keâesF&
efMe<Ùe ikeeef}Ùej Iejeves keâer hejcheje mes meerKelee nw
efkeâvleg peye oesveeW Fkeâªe yew" kesâ Gme yebefoMe keâes ieeles
nQ lees yebefoMe ceW metle efpelevee Yeer Deblej veneR Deelee nw~
Ùen Iejevee ieeÙekeâer keâer mecheefòe nw~ Ùeefo FmeceW efce}ekeš
keâer peeSieer lees Iejevee keâer cet} Deelcee kesâ meeLe DevÙeeÙe
hetCe& kÙekenej nesiee~
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1. [e@. megMeer} kegâceej Ûeewyes, nceeje DeeOegefvekeâ mebieerle he=…
205 - 206

2. le=efhle keâhetj, Gòej Yeejle ceW mebieerle efMe#ee, njceve
heefy}efMebie neGme, veÙeer efou}er, 1989, he=… 42

3. yeo}les heefjkesMe ceW Iejevee heæefle keâer efmLeefle Deewj GmeceW
nes jns heefjkele&veeW keâe DeOÙeÙeve efkeMes<e keâj ikeeef}Ùej
Iejevee ieeÙeve kesâ mevoYe& ceW (MeesOe ØeyebOe), pÙeesefle
YeejÉepe (MeesOeeLeer&), Dayal bagh Educational

Institute, 2007, he=‰ 218 htt p://hdl.handle.net
/10603/207708.

4. yeo}les heefjkesMe ceW Iejevee heæefle keâer efmLeefle Deewj GmeceW
nes jns heefjkele&veeW keâe DeOÙeÙeve efkeMes<e keâj ikeeef}Ùej
Iejevee ieeÙeve kesâ mevoYe& ceW (MeesOe ØeyebOe), pÙeesefle
YeejÉepe (MeesOeeLeer&), Dayal bagh Educational

Institute, 2007, he=‰ 230 http://hdl.handle.net
/10603/2077 08



23
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

Cross-Cultural Trajectories of the Ghazal :
A Study from Arabia to Gujarat

Sabbir A. Galariya
Ph.D. Research Scholar, Department of English,

Faculty of Arts, The Maharaja Sayajirao University of Baroda

Abstract :

This research paper“explores the evolution and cultural adaptations of the Ghazal,
a poetic form“that originated in 7th-century Arabia and spread to Persia and
Gujarat.“Initially emerging from the Nasib section of the Arabic Qasidah,“the Ghazal
developed as an independent genre during the Umayyad era,“characterized by its
thematic focus on longing and a strict verse structure. As“the Ghazal crossed into
Persia during the Islamic Golden Age, it underwent“significant changes, including
the introduction of the Matla, Maqta,“Radif, and Takhallus, while also incorporating
Sufi spiritual“themes. The paper then traces the Ghazal's arrival in Gujarat, where it
adapted“to local linguistic and cultural contexts, eventually becoming a prominent
form“in Gujarati literature. The Gujarati Ghazal evolved from an initially loose“structure
to a more formalized form, especially during the Shayda Yug, when“poets infused it
with local sensibilities. The study highlights the Ghazal's“enduring appeal and its
ability to transcend cultural boundaries while“maintaining its core essence,
demonstrating its significance as a versatile and“resonant poetic form.

Keywords :

Ghazal, Gujarati“literature, Arabia, Persian, Literary Historiography

Introduction :

The Ghazal, a popular form of poetry
originating in 7th-century Arabia, has
evolved significantly as it spread through
the Middle East and South Asia, especially
in Persia and India. Traditionally, a Ghazal
is a short poem consisting of more than
four but fewer than fifteen lines. The first
two lines share the same rhyme, which is
then repeated at the end of subsequent
even-numbered lines. Although often

focused on erotic themes, Ghazals also
explore topics like wine, fate, and spring.
In the Indian context, a Ghazal is a lyrical
poem with a fixed structure and rhyme,
often centered on love and typically set to
music.

The structure of a Ghazal is crucial,
as it distinguishes it from other poetic
forms dealing with themes like love, loss,
or spirituality. A Ghazal comprises five
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key elements: Matla, Maqta, Qaafiya,
Radif, and Sher. The Matla is the first
couplet, setting the tone for the poem. The
term Matla is derived from the Arabic
word for “rising,” symbolizing the beginn-
ing of the Ghazal. Some poets create entire
Ghazals composed solely of Matla shers,
termed as ‘Matla Ghazal.’ The Maqta is
the last couplet of the Ghazal, carrying the
poet’s pen name, or Takhallus. The term
Maqta is rooted in the Arabic verb meaning
“to end” or “to stop,” indicating the conclu-
sion of the Ghazal. The inclusion of the
poet’s name in the Maqta serves a similar
function to the “Kavi-Chhap” (poet’s
impression or name) in medieval Gujarati
poetry, asserting the poet’s claim over the
work.

Radif refers to the repetition of the same
words in the second line of each couplet,
derived from the Arabic word meaning “to
turn back.” These words are systematically
repeated, creating a rhythmic pattern.
Qaafiya, on the other hand, are the rhym-
ing words that precede the Radif. Before
the invention of Radif by Iranian poets,
Qaafiya referred to the last word of a
couplet. Now, it represents the words
leading up to the Radif. While a Ghazal
can exist without Radif, it must include
Qaafiya according to traditional rules. The
Sher is the foundational unit of a Ghazal,
consisting of two lines that convey a
complete idea or theme. Each couplet, or
Sher, stands alone yet contributes to the
overall composition of the Ghazal. The
first line of a Sher is called Ula Misra and
the second line is Shani Misra, which
determines the Radif and Qaafiya for the
entire Ghazal. Together, these elements
create the distinct and intricate form of the
Ghazal, celebrated for its beauty and
depth.

Cultural Adaptations of the Ghazal : A

Study of Its Development from Arabia

to Persia and Gujarat

The Ghazal evolved from the pre-
Islamic Arabic Qasidahs, which were
lengthy odes comprising about 60-100
lines and included various poetic genres
such as moralizing poems, panegyrics,
boasts, and lampoons. The Qasidahs were
divided into three main sections: Nasib,
Rahil, and other poetic genres.The Ghazal
developed as an independent form from
the Nasib section of the Qasidah during
the Umayyad Era (661-750). This period
saw the breakdown of the Qasidah into
its component parts, leading to the emer-
gence of the Ghazal as a separate genre
with its own structure. The Ghazal retained
the Qasidah’s formal verse structure but
transformed it into a shorter, more concise
poem. It typically consists of couplets, or
‘sher’ in Persian, each with a single meter
and a consistent rhyme scheme, known as
‘Qaafiya’. The growing preference for
shorter poems in religious and political
contexts contributed to the Ghazal’s establi-
shment as a unique and independent poetic
form, distinct from its Qasidah origins.
During the Umayyad era, the Ghazal emerged
as a distinct poetic form characterized by
its exploration of longing for a beloved
while retaining the strict verse structure
inherited from Qasidah. This combination
of a defined structural form and the theme
of longing became the Ghazal’s hallmark.
As the Ghazal spread across cultures, this
theme of longing was adapted to incor-
porate mystical, divine, erotic and romantic
elements, reflecting diverse cultural inter-
pretations.

Ghazal became very popular in Arabia
because of its suitability for musical diver-
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sions. At this point, the Ghazal became a
briefer composition to adjust the demands
of music. Hence, the long meters (rajaz,
kamil and basit) that were highly favoured
in Qasidah were removed, and lighter
meters such as khafif, ramal and muqtarab
were adopted. Instead of focusing on the
loss of homeland and lamenting the
separation of the beloved, the Ghazal now
focused on romantic or erotic elements.
Various schools of Ghazal writing also
developed such as–‘Udhari’ (Courtly Love),
‘Hissi’ (Erotic), ‘Mudhakkar’ (Tamhidi),
and ‘Tamhidi’ (Introductory). After estab-
lishing itself in Arabia, the Arabian Ghazal
crossed its national and cultural boundaries
and reached Persia, Africa, and Spain. It
is very important to note that the Ghazal
underwent huge transformations in its
structure in Persia.

During the Islamic Golden Age (8th-
13th centuries), the Ghazal poetic form
entered Persia, initially imitating Arabic
structures and meters. Persian poets soon
introduced distinct variations, reducing
enjambment and developing autonomous
couplets. The formalization of the Matla,
where the opening couplet sets the rhyme
scheme, became standard, alongside
adaptations of other Arabic forms like
lampoons and boasts. Over time, innova-
tions such as the Takhallus-the poet’s pen
name included in the final couplet-and
increased thematic depth expanded the
Ghazal’s scope. The Mongol invasion
further influenced its evolution with the
incorporation of Radif, a repetitive phrase
enhancing aesthetic appeal. Despite these
additions, core elements like specific
metrical composition, Qaafiya (rhyme),
and themes of longing remained central.
In the thirteenth century, Sufism infused

spiritual dimensions into the Ghazal,
transforming expressions of romantic
longing into divine yearning. The Persian
Ghazal subsequently spread to regions like
India, influencing poets such as Amir Khusro
and Ghalib, and continues to be prominent
in various Indian languages today.

 The Gujarati Ghazal traces its origins
back to the reign of Sikandar Lodi (1489-
1517), the second ruler of the Lodi dynasty
of the Delhi Sultanate. Sikandar Lodi was
a significant patron of literature and poetry,
particularly Persian literature. He suppor-
ted scholars such as Sheikh Abdullah,
Sheikh Azizullah, Rafi-ud-din Shirazi, and
Sheikh Jamal-ud-din, who contributed to
the enrichment of Persian literature.
Sikandar Lodi himself also composed
verses in Persian. Despite Persian being
the state language from the time of Mahmud
of Ghazni to Akbar, it was not widely
adopted by the general population, with
only a few speakers becoming proficient
in it. The reign of Sikandar Lodi is signi-
ficant in the context of the Gujarati Ghazal
because it marked a significant linguistic
shift in Gujarat. The Nagars, who were
traditionally Brahmins, began learning
Persian during this period. Before this,
only the Kayastha community of Gujarat
had learned Persian, as they were involved
in administrative roles, keeping records,
and managing public accounts. Their
proficiency in Persian helped them secure
high-ranking positions in government
jobs. Impressed by the Kayasthas, the
Nagars followed suit, leading to a broader
exposure to Persian and Urdu literature
in Gujarat.

Another key factor in the origin of the
Gujarati Ghazal was the introduction of
the ‘Mushaira’ tradition, which peaked
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during the 18th century Mughal rule.
Mushairas were poetic symposiums where
poets would recite their work, and they
played a crucial role in introducing the
Ghazal as a literary genre in Gujarati
literature. This form of poetry was pre-
colonial and oral, which allowed it to
permeate Gujarati culture. The first formal
Gujarati Ghazal poet is recognized as
Balashankar Kantharia (1858-1898), who
belonged to a family of Nagar Brahmins
and was well-versed in Persian and Urdu.
He wrote under the pen-name ‘Kalant
Kavi – Bal’ and his most notable Ghazal
was ‘Gujare Je Shire Tare.’ However, the
structure of the Gujarati Ghazal was not
strict during his time, and evidence exists
of Ghazals written in Gujarati before
Balashankar’s period. For instance,
Behramji Merwanji Malabari(1853-1912),
a social reformer and poet, published
‘Nitivaad,’ which contained Gujarati
Ghazals in a loose structure and rhyme.
Additionally, the poet Namseem mentions
in the preface of his Ghazal collection
‘Dhupdan’ that he had seen a collection
of Ghazals by Sheikh Muhamed Kashif,
published in Mumbai between 1840 and
1845, indicating that Gujarati Ghazals
existed earlier but were not well-
documented.

The period of poets like Kalapi (1874-
1900) and Balashankar saw Ghazals being
composed without strict adherence to
traditional rules due to a lack of under-
standing of the Ghazal’s prosody. During
the time of Kavi Kant (1867-1936), a stricter
structure for the Ghazal began to be
observed. Poets like Amrut Keshav Nayak
and Sagar strongly grasped the Ghazal’s
prosody. By the later part of the 20th
century, the structure of the Gujarati

Ghazal had become more rigid, with the
formal elements of Radif, Qaafiya, and
Takhallus becoming standardized. Addi-
tionally, Persian words were increasingly
replaced by Gujarati words in the Ghazal.
The Gujarati Ghazal gained significant
prominence during the Shayda Yug (1892-
1962), with Harji Lavji Damani, writing
under the pen-name Shayda, emerging as
a key figure. Known as the ‘Ghazal Samrat’
(king of Ghazals), Shayda established the
‘Golden Age of Gujarati Ghazals.’ During
this period, Gujarati poets infused their
Ghazals with local sensibilities, using
simple Gujarati words to describe themes
such as myths, seasons, and nature.

With the advent of Modernism in
Gujarati literature in 1955, the Ghazal
achieved greater formal strictness and
incorporated Western literary influences,
such as Formalism, Existentialism, and
Phenomenology. These movements
influenced poets like Suresh Joshi, Chinu
Modi, and Rajendra Shukla, and their
work often blended English and Gujarati
words, reflecting the evolving nature of
the Gujarati Ghazal. This period marked
a significant transformation in the form
and content of the Gujarati Ghazal, solidi-
fying its place in the literary landscape.

Conclusion :

In conclusion, the Ghazal’s journey
from its origins in 7th-century Arabia to
its adaptation in Persia and Gujarat show-
cases its remarkable ability to evolve while
retaining its core essence. As it spread
across cultures, the Ghazal not only adapted
its structure and themes but also infused
local sensibilities, making it a versatile and
enduring poetic form. In Persia, the Ghazal
incorporated spiritual and philosophical
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dimensions, while in Gujarat, it underwent
further transformation, reflecting the
region’s linguistic and cultural influences.
The Gujarati Ghazal, in particular, evolved
from its initial loose structure to a more
formalized and strict form, enriched by
modern literary movements. Despite these
changes, the Ghazal’s essence-its expre-
ssion of longing, love and other universal
themes-remains intact, allowing it to continue
resonating with audiences across time and
space. The Ghazal’s ability to adapt while
maintaining its identity highlights its signi-
ficance as a poetic form that transcends
cultural boundaries and continues to
inspire poets and readers alike.
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Abstract :

The origin of music is not known as it occurred prior to the advent of recorded
history. Some suggests that music originated from naturally occurring sounds and
rhythms. The early humans must have observed the bird singing and monkeys creating
sound by hollow logs and these actions might have been emitted by the humans to
create music. The present Indian music has grown from ancient times. There is little
information about the prevalence of music in Harappan culture. History of music can
be traced to the chanting of melodic Vedic hymns as recitation of Vedic hymns was a
musical exercise. Vedic music is nearly 5000 years old and Sama Veda as one of the
four Vedas was particularly devoted to singing of the verses of the Rig Veda.

NatyaShastra of sage Bharata Muni is another landmark in the history of Indian
Music. Hindustani classical music is primarily vocal centric and there are numerous
techniques used to make a person learn the depth of music. There are so many Gharanas
which are associated with North Indian Classical Vocal Music and each Gharana has
its specific Training style and Technique. In the Western Classical Music culture the
term classical refers to classical Greek and Roman architecture and literature the
term also refers to one epoch of music that lasted between the 1730s and the 1810s.
Music is music and Inherent of some worth. Western Classical Vocal Music is music
that is no longer popular and with a few exceptions probably requires some training
or literacy in order to perform. Examples of this can be found in music played in
today’s concert halls, opera houses in film scores and in many churches. This paper
will focus on the traditions and changes that occurred over a period of time in
comparison to Hindustani and Western classical music.
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Evolution, Civilization, Juxtaposition, Harmony, Classical, Romanticism
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Introduction :

The history of Indian music can be
studied under the three major periods like
Ancient, Medieval and Modern. The era
of Ancient music extends from the Vedic
Age to period of Sangita Ratnakara, in
which the medieval system of music evolved.
Around 14th century it culminated in the
bifurcation of the Indian music into two
branches-Hindustani and Carnatic systems.
This division of branches in music system
of India was the result of Islamic and
Persian Invasion to our country. Both these
branches evolved and established them-
selves firmly and even today both have
great impact and influence in the society.
The third major period started from the
18th Century which is also known as the
Golden age.

The origin of Indian Music :

It is a matter of common knowledge
that Indian Classical music has its origin
in the Sama Veda. The word Sam is from
the Sanskrit root sam, which means ‘to
be on the level, in the unison’. The other
meaning of word sama is simply a song.
In the other important cultures of the
world, we find that same terms are used.
The term for liturgical music in Hebrew

is Sama. In Arabic also, the word Sama is
used. In Hebrew and Greek the word Sama
means ‘to listen’. In Latin as well as in Greek,
the same word Sama occurs with the same
connotation. The English term for spiritual
hymns is psalm. So, the word Sama has
the same connotation in other ancient
languages. The seven swaras or notes of
Indian music sa, ri, ga, ma, pa, dha, ni,
travelled through the Arab and Persian
countries to European countries and
influenced the development of their music
where music as an art was still in the
emerging state. The west adopted the
“CDEFGAB” as the 7 solfa syllables, for
their church music .Indian music conti-
nued to develop along the melody style
whereas the western music evolved the
harmony style.

Evolution of Indian Music :

Sama is the rendering of the hymns
from the Riga Veda. Chandogya Upanisad
(1-61) says, “Rk adyudham Sama” which
means that Sama is based on the Rik.
Therefore Sama has no text of its own,
and Sama has borrowed the matu or words
of the songs, from the Riga Veda, but the
dhatu, or composition of its music, is its
own contribution.

After Vedic period the Indian Classical
music marked its entry in the medieval
period the medieval period holds its own
qualities and significance. In this era there
were so many musical texts written
Matang’s Brihaddeshi , Dattil’s Dattilam,
Abhinavgupt’s Abhinavbharti, Parshvdev’s
Sangeetsamaysar, and the most prominent
text of this era was Pt. Sharangdev’s
Sangeetratnakr . It was the time when
literal music words were getting its exact
meaning and text were giving its expla-
nation. It was the time when Matang Muni
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for the first time interpreted Jati as Raga.
Matang also mentions for the first time
the sarika or fret. This implies that Matang
had thought of the possibility of a fixed
tonic(sthira shadaj), but he does not
elaborate on this.

The next very important text on music
is the Sangeetratnakar it contains
practically the entire gamut of Indian
music right from the period of the vedas
up to this time. It contains exhaustive
information about all the four important
aspects of Indian music, namely raga, tala,
prabandha, and vadya. Sangeetratnakar
is a four volume work and each volume is
devoted mainly to one of the four topics
mentioned above. Margi and Deshi ragas
and talas are also mentioned and
described in it.

The Mughal era greatly impacted and
influenced India’s music it was the time
when music was having two branches
before the advent of Mughals music was
secular and united. Although, North Indian
Classical music reached to its greatest
heights during this time. There were
different musical forms which were being
flourished and appreciated in the king’s
court. A variety of composition forms like
Khayal, Thumri and Tarana were
composed. The famous gharanas of Agra,
Gwalior, Jaipur, Kirana, Lucknow etc.
came to be established.18th -19th century
was important for Hindustani music
system. It was the time when Pandit
Vishnu Narayan Bhatkhande systematized
the Hindustani Ragas under the ‘That’
system. Famous and prominent musicians
like Ustad Alladia Khan, Pt. Omkarnath
Thakur, Pt. Vishnu Digambar Paluskar,
Ustad Bade Gulam Alikhan emerged as
legends of the next century.

Evolution in Western Music :

During the same period, even western
classical music enjoyed prosperity and
development. Though the Western
Classical music was originated in the
ancient Greece and ancient Rome. Just
like periods of Indian music Western
music for the past 1500 years consists of
six predominant periods.

The musical legends Bach, Hayden,
Beethovan, popularly known as the trinity
of western music emerged and took western
classical music to new heights. Wagner was
another composer to enrich the western
music.

Music in Western Civilization :

Music in western civilization trace
their roots directly back to ancient Greece.
2,500 years ago it exerted vast influence
as the center of the civilized world in the
West. Music set the rhythm of Greek life.
There were drinking songs, work songs,
love songs, wedding songs, bridal chamber
songs, funeral dirges, ode for heroic warriors
and hymns for the gods. Depending on the
social context, Greek song might be perfor-
med by a chorus or by a solo singer, and it
might be accompanied by a musical
instrument such as the Iyre, Kithara (type
of Iyre), or aulos (wind instrument) etc.
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After medieval age the Greek music
travelled to the Renaissance period. The
renaissance theorists inquired into the
meaning of music. Renaissance music
theory is practical as well, it too was
concerned with how the composers should
write music and how the performer should
sing and play it. Most rules for harmony
and counterpoint originated with the com-
posers and theorists of the Renaissance.

Later Renaissance period the western
music entered in Baroque period music
historians use the term “baroque” to describe
the music, musical theater, and dance of
the years 1600- 1750. The most important
innovation of the Baroque era was the
advent of opera and of dramatic style in
general. The Baroque music first appeared
in the early seventeenth century in northern
Italy, in cities such as Florence, Mantua,
and Venice. It was a new exuberant style
of solo singing that musicians of that time
called “the new music”. Later, this new
music was given a new name: Baroque.
In this era the main focus was on melody
and a strong bass. Tonality increasingly
came to be limited to just the major and
minor modes. The emphasis on the solo
voice quickly led to a more flamboyant
style of singing. Soon the vocal virtuoso
would emerge, the star of the court theater
and the operatic stage. During this time
to communicate raw human emotions,
direct appeal by an individual soloist was
now thought more effective. Solo
madrigals, solo arias, and solo recitatives
were all designated by a single word:
monody (from Greek terms meaning “to
sing alone”).

The term “Classical period” in Western
music denotes the art music composed

during the late eighteenth and early nine-
teenth centuries. The epicenter for the
Classical style was Vienna. Haydn, Mozart,
Beethoven, and Schubert collectively have
come to be called the Viennese School.
Classical composers were remarkably
consistent with regard to the musical
genres they adopted and the musical forms
they employed within these genres out of
all the forms, the newest and most impor-
tant is Sonata. It became the structural
backbone. The orchestra increased in size
and color during the Classical period, in
large measure to fill with sound the new,
larger public concert hall. The strings
increased in number and so, the wood-
winds, owing in part to the addition of the
clarinet. The orchestral showpiece was the
symphony, and from the Classical period
onward it is possible to speak in terms of
the “Symphony Orchestra”. Joseph Haydn
was a great innovator in the genres of
string quartet and symphony; Wolfgang
Amandeus Mozart created works of extra-
ordinary beauty in every genre, including
opera; and Ludwing van Beethoven took
the genres and forms created by his
predecessors and gave the unheard of
expressive powers.

The nineteenth century was indeed
the era of the romanticism. A “romance”
at this time was a work of fiction set in a
remote time and place, shrouded in mystery
and often turning more on characters’
emotions than on their powers of reason.
Romantic music often embodies complex
ideas and strong emotions. Music of this
era was no longer only for pleasure, no
longer simply an elevated pastime. The
emotions that characterize romanticism
are no mere abstractions, but more often
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those experienced by the individual
composer. The emphasis on individualized
expression in music produced many inno-
vations in musical style. The melodies and
themes in romantic music often reveal
asymmetrical shapes that better convey a
temperamental content than the balanced
and periodic melodies of the Classical
period. Harmony becomes more suggestive,
especially through an increased use of
dissonant chords and modulations to
remote keys. Composers of the Romantic
era were inclined to greater diversity in
the choice of keynotes, indicating that
certain keys are inherently more evocative
of certain emotional states than other keys.
Pieces in the minor mode became much
more prevalent as composers delved more
deeply into the realm of the subjective.
Above all, the music in the nineteenth
century wears its heart on its sleeve.

The Modern era of Western music
spans from 1890 to the present, encom-
passing various styles and genres. The late
Romanticism (1890-1910) during this
time emphasis of music was on emotion
and individuality. 1960s and early 1970s
were a transitional period in the history
of music, during which composers
continued to explore and search for new
styles but dropped doctrinaire attitudes to
look for ways that modern music could
communicate and regain the interest of
audiences. A multiplicity of styles is
unique to this period, just as the century

itself is unique in its sharp juxtaposition
of peace and war, poverty and wealth. The
years from 1900 to 1950 witnessed two
world wars, a worldwide economic
depression, a Holocaust and unprecedented
wealth and technological advance and the
impact of these titanic events.

Conclusion :

What will music be in the future?
Almost certainly it will be an outgrowth
of its own evolution, expansion and ultimate
exhaustion. With equal certainly it will be
a product of the society around it and, as
such, a reflection of our own experiences,
brought back to those of us who listen and
study with a greater clarity and meaning.
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Abstract :

The Darbhanga Gharana, a distinguished school of Indian classical music, is
renowned for its rich heritage and profound influence on the Dhrupad tradition. This
paper delves into the historical evolution, musical nuances, and cultural significance
of the Darbhanga Gharana. It traces the gharana’s roots, highlighting the journey
and contributions of its pioneer members. The paper aims to offer a comprehensive
understanding of the Darbhanga Gharana’s lasting influence, honouring its past
achievements while highlighting its ongoing role in preserving and promoting India’s
classical music heritage.
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Introduction :

Long back in the 14th Century, Ramdas
Pandey, the court singer in Raja Kedar
Singh’s kingdom in Narayangarh, Bikaner,
Rajasthan, was renowned for his contri-
butions to the field of music. Being the
king’s favourite, he accompanied the ruler
on all his voyages. Though surrounded by
luxury, Ramdas Pandey led a simple saintly
life. Once there were rumours of an appro-
aching tsunami, all citizens were warned
and motivated to migrate to other safe
places. Ramdasji decided to migrate to
Dhangai, a village in Jagdishpur block of
Bhojpur district in Bihar, a place he had
accompanied the king to in the past.

Shri Ramdas Pandey resided in
Dhangai with his wife and sons: Manik-
chand, Anupchand and Gyanchand.
Manikchand and Anupchand married two
sisters who were spiritual singers. Their
father was a holy man who dedicated his
life to composing and singing bhajans in
praise of the Almighty. The two sisters
inherited their father’s musical talents
were devout Vaishnavites and exceptional
singers.

When the sisters joined their in-laws’
household, they were frequently encoura-
ged to perform. Their husbands, skilled
in narrating the Bhagwat Katha but untrained
in singing, felt overshadowed by the atten-
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tion their wives received. Feeling offended,
the two newly married men decided to
leave home and vowed to return only after
completing their education in music.

Manikchand and Anupchand travelled
to Vrindavan and later to the ashram of
Saint Haridas who is credited with a large
body of devotional compositions, especially
in the Dhrupad style. The ashram then was
managed by his disciple Vekatarao Matang,
where they stayed for almost 30 years. The
residents of the ashram worked, served the
Guru, and practised singing. In that small
ashram in the forest, the two brothers, out
of touch with all their kin, began their new
journey with devotion. They immersed
themselves completely in the lessons
imparted by their Guru. At times, they felt
the need to practice even more, so they
stepped out of the ashram premises to sing
in the dense forest, which was home to
many ferocious animals. Fully confident
in the power of music, they closed their
eyes and sang for hours. No harm ever
came their way. Slowly, the animals sat
down around the two singers, captivated
by the music.

One day, Guru Venkatarao Matang
realized that the two brothers were missing
and set out to find them. He was comple-
tely taken aback by the sight that awaited
him in the forest. His disciples were seated
in the center, surrounded by wild beasts
that sat in silence, listening to their riyaz.
Guru Matangji sensed the potential of the
two brothers, as he had lived in that area
for ages and had never achieved such a feat.
When the brothers returned to the ashram,
they were asked not to work in the ashram,
as they were gifted artists not meant for
menial tasks. The brothers then decided
to leave the ashram and return home.

Memories of home and their parents
came flooding back, and they realized they
had never tried to seek news of their wives
all these years. Seeking permission from
their Guru, they set off for home. On their
way, they halted in a kingdom ruled by
Akbar and decided to perform for the
ruler. Initially, Akbar was taken aback by
their attire-they looked like ascetics, not
artists. However, as soon as they began to
sing, everyone was spellbound. In appre-
ciation, Akbar gifted them two elephants,
along with gold, silver, and precious
stones. Riding on the elephants and laden
with gifts, they journeyed back to their
village, constantly wondering if their wives
were alive or dead.

The two sisters married to Manikchand
and Anupchand were strong women.
When their husbands had deserted them,
they stayed on in their in-laws’ home,
spending their days fasting, praying, and
singing the praises of the Almighty. When
their husbands finally returned, they
welcomed them joyously. A few years
later, the sisters each gave birth to a son:
Hastiram and Bastiram. Thus began the
lineage of the Darbhanga Gharana from
Dhangai.

Darbhanga Gharana :

The Darbhanga Gharana also known
as Mallick Gharana flourished under the
patronage of the Darbhanga Raj. The
kings of Darbhanga were great patrons of
music, art, and culture and many famous
musicians were associated with their court.
Pt. Radhakrishna and Pt. Kartaram, who
learned Dhrupad from Bhupat Khan, the
grandson of Tansen, established this tradi-
tion of Hindustani classical music. They
began their careers as musicians in the
court of the Nawab of Darbhanga. Their
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versatile style set them apart from other
schools of Dhrupad. When kingdoms were
dissolved after independence, the singers
were forced to move beyond the royal
courts and put up public performances for
livelihood.

Legend has it that during a period of
delayed rains in Darbhanga, Pt. Kartaram
was summoned to the court of the
Darbhanga Maharaj. The king held a
firm belief in the mystical powers of
Pt Kartaram’s music, convinced that it
could summon clouds and bring much-
needed rainfall to the region. True to this
belief, when Pt Kartaram and his brother
sang the enchanting Raga Megh, known
as the raga of rain, the skies opened up,
and heavy rains poured down. In gratitude
for this miraculous intervention, Maharaja
Madhao Singh awarded them several
villages, including Amta, where the Mallick
family continues to reside to this day.

In an article titled “The Great Indian
Gharana: A Journey Through Music
Lineages,” published in Medium,
Shambhavi shared:

Originating in the 14th century, the
Darbhanga Gharana, founded by
Radhakrishna and Kartaram in the court
of the Maharaja of Darbhanga, draws its
foundation from the Gauhar Vani of
dhrupad. Notable exponents include
Ram Chatur Mallick and Prem Kumar
Mallik. Distinguishing itself, this gharana
maintains equal emphasis on both
the alap and the bandish, a departure
from the typical focus on alap in other
dhrupad gharanas. However, these
represent just a fraction of the diverse
and intricate musical traditions, with
Kirana, Delhi, and Indore gharanas
standing as additional examples among
the myriad glorious musical traditions
that have flourished within this captiva-
ting realm.

Darbhanga gharana specialises in 14
angas of Dhruvpad including Dhruvpad
Dhamar, Mani Dhruvpad, Pati, Pal,
Chhand, Dakshinayati, Sarthak, Tirvat,
Chaturang, Raagmala etc. Sudhendra
Pratap Singh shared in Navbharat Times:

Dhrupad is the oldest and most
powerful style of Hindustani classical
music, connected with the spiritual era
(Adhyatma Kal). Dhrupad music is a
divine pursuit, which can be felt not
only through its presentation but also
in the practice of music itself. Dhrupad
singers strive for sound perfection and
musical knowledge, rooted in Vedic
traditions since ancient times. (Singh 1)

The Guru-Shishya Parampara of the
Darbhanga Gharana is a highly esteemed
practice that focuses on passing down know-
ledge, artistic techniques and cultural
legacies from one generation to another.
Most often a father is a Guru too, but he
imparts skills to all equally. This tradition
is not merely about imparting education
but also nurtures a deep spiritual and
personal bond between the guru (teacher)
and the shishya (student). The parampara
signifies an uninterrupted lineage of
transmission. Nikhil K Bhagat shared in
a research paper titled “Guru Shishya
Parampara”:

Guru-Shishya parampara strongly
represents the oral tradition of Music
learning. Today there are many new
methods of learning Music, still Guru-
shishya parampara plays a significant
role. As compared to the institutional
learning method, the Guru-shishya
parampara has its distinguished style
and its specialities are “seena -baseena
taleem” which is one-to-one teaching,
formation of a unique mental bond
between Guru & Shishya, long &
continuous training to the shishya,
due to which the shishya come up
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with a skill of spontaneity & impro-
visations which is not at all possible
with classroom type of teaching. The
Guru-shishya parampara has been the
most preferred method of learning
Music for ages and will be the
preferred method in the future too,
as there is no alternative to this
method. (Bhagat 3)

Conclusion :

The Darbhanga gharana boasts a rich
lineage of illustrious musicians. Among
the legends of the past were Pt. Dharmlal
Mallick, the Pakhawaj virtuoso Pt. Bhim
Mallick, Pt. Kchitpal Mallick, the Veena
maestro Pt. Nehal Mallick, Pt. Rajitram
Mallick, Pt. Vishnudev Pathak, Pt.
Sukhdev Mallick, Padmashree Pt.
Ramchatur Mallick and Dhrupad maestro
Pt. Vidur Mallick. Also prominent were
Pt. Mahavir and Yaduvir Mallick, Padma-
shree Pt. Siyaram Tiwari and Pt. Prem
Kumar Mallick.

Today, the tradition is upheld and
inhanced by esteemed artists such as
Late Pt. Abhay Narayan Mallick, and
Late Pt. Ram Kumar Mallick, who
enchanted audiences with their vocal
prowess. In Pakhawaj, notable names
include Pt. Ramashish Pathak, Sri Ramesh
Mallick, and Sri Anand Kumar Mallick.

The future of this storied tradition looks
bright, with the 13th generation already

making waves in the classical music scene.
Rising stars include Sri Prashant Kumar
Mallick, Sri Samit Kumar Mallick, Ms.
Priyanka Mallick (Hindustani Classical
Music), Sri Nishant Kumar Mallick, Shri
Vibhu Shankar Mishra (Hindustani
Classical Music) and Sri Kaushik Mallick
(Pakhawaj). These young talents are
poised to carry forward the legacy of the
Darbhanga gharana, ensuring its conti-
nued vibrancy and influence in the world
of classical music

Reference :

1. In Mithilanchal, the History of Dhrupad
(Darbhanga Gharana) According to Pt.
Raghuvir Mullick.” YouTube, uploaded by
Sangeet Parishad, 5 Sept. 2023, https://
www.youtube.com/watch?v=Xwym57
Lsv54.

2. Edited by Surendra Pratap Singh. “Padma

Shri Award : keâewve nQ ojYebiee kesâ jece kegâceej ceefu}keâ,
efpevnW OeÇgheo mebieerle keâ}e kesâ ef}S efce}siee he©eßeer
mecceeve Reported by efjlesMe kegâceej efmevne Lipi, 27
Jan 2024, 12:54 pm.

3. Bhagat, Dr. Nikhil V. “Guru Shishya
Parampara.” Global Journal of Applied
Social, Political, Sports & Science, vol.
2014, ISSN 2278-4349.

4. Shambhavi. “The Great Indian Gharanas:
A Journey Through Music Lineages.”
Global Music Institute, 4 Jan. 2024,
globalmusicinstitute.in/articles/the-great-
indian-gharanas-a-journey-through-music-
lineages/.



DeeleesÅe



.



39
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

Unsung Strings : The Journey of Obscure
Sitar Gharana

Budhaditya Pradhan, Dr. Rajesh Shah
Research Scholar, Professor, Ex- Dean,
Department of Instrumental Music (Sitar), Department of Instrumental Music (Sitar)
Faculty of Performing Arts,  Faculty of Performing Arts,

Banaras Hindu University, Varanasi  Banaras Hindu University, Varanasi

Abstract :

The realm of Indian classical music is richly adorned with various gharanas,
each contributing its distinct style and depth to the tradition. While certain gharanas,
like those from Etawah and Maihar, have achieved widespread recognition, there
exist numerous lesser-known sitar gharanas whose contributions remain largely
unsung. This paper, titled “Unsung Strings: The Journey of Obscure Sitar Gharanas,”
seeks to illuminate the musical heritage of these underappreciated schools, including
the Darbhanga Gharana, Dhaka Gharana, Kharadabad Gharana, and Banda
Gharana. Each of these gharanas, despite not enjoying mainstream popularity, has
preserved unique stylistic nuances and pedagogical approaches that have significantly
enriched the Indian classical music landscape. Through an exploration of their
histories, musical styles, and the contributions of their exponents, this study emphasizes
the importance of acknowledging and preserving these traditions. The paper argues
that the recognition of these lesser-known gharanas is crucial not only for a more
comprehensive understanding of the sitar’s evolution but also for the sustenance of
the broader cultural heritage of Indian classical music. By bringing to light the legacy
of these obscure sitar gharanas, this work contributes to a more nuanced appreciation
of the diversity within Indian classical music.

Keywords :

Historical evolution, Cultural Preservations, Sitar Gharanas, Musical Heritage,
Obscure Traditions.

Methodology :

This study employs qualitative research using secondary sources.

Introduction :

Indian classical music is a vast and
diverse tradition, with the sitar holding a

significant place due to its melodic depth
and rhythmic intricacy. Throughout centuries,
the sitar has evolved through various schools
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or gharanas, each contributing unique
styles, techniques and philosophies to the
tradition. While major gharanas like Maihar
and Imdadkhani have garnered widespread
acclaim, lesser-known gharanas have played
an equally crucial role in maintaining the
diversity of sitar music. Often oversha-
dowed by their more prominent counter-
parts, these gharanas act as custodians of
a rich heritage, preserving unique styles
that might otherwise be forgotten.

This article delves into the evolution
of some lesser-known sitar gharanas, their
contributions to the tradition, and the
challenges they face in the contemporary
world.

The Role of Lesser-Known Gharanas

in the Sitar Tradition :

In Indian classical music, the concept
of gharanas is deeply embedded in the
guru-shishya (teacher-student) tradition,
where knowledge is passed down through
generations. Each gharana represents a
distinct approach to raga interpretation,
ornamentation and rhythmic patterns.
While some gharanas have gained wide-
spread recognition, others remain less
known, often due to geographical isolation,
fewer practitioners or the dominance of
more prominent gharanas.

Despite their relative obscurity, these
lesser-known gharanas are vital to the sitar
tradition. They preserve distinctive playing
techniques, ragas and compositions that
enrich the overall tapestry of the music.
These gharanas often focus on different
aspects of sitar playing, such as intricate
rhythmic patterns, devotional expression,
or the integration of vocal styles, offering
a broader array of approaches to the
instrument.

Key Lesser-Known Sitar Gharanas :

1. Lucknow-Shahjahanpur Gharana:

The Lucknow-Shahjahanpur Gharana
is among the most notable of the lesser-
known sitar gharanas. Tracing its origins
to the Bangash tribe from Afghanistan,
this gharana was brought to India by three
members of the tribe about 200 years ago.
Niyamatullah Khan, the great-great-grand-
father of Irfan Khan, played the sarod in
the court of Nawab Wajid Ali Shah. After
the 1857 uprising and the Nawab’s exile
to Kolkata, Niyamatullah Khan also
relocated.

Years later, Sakhawat Hussain Khan,
the grandfather of Irfan Khan, was invited
by Vishnu Narayan Bhatkhande to teach
at Marris College (now Bhatkhande
Sanskriti Vishwavidyalaya) in Lucknow.
It was during this period that the Lucknow-
Shahjahanpur Gharana began to solidify
its musical identity. Sakhawat Hussain
Khan’s teachings further enriched the
gharana’s repertoire and techniques.

Born in 1954 in Lucknow, Irfan Khan
represents the modern legacy of this
gharana. After his schooling in Calcutta,
he returned to Lucknow, where he refined
his sarod skills under the guidance of his
uncle, Ustad Ilayas Khan, a legendary sitar
player. The influence of his uncle was
pivotal in shaping Irfan Khan’s approach
to music, blending the complex rhythmic
patterns and melodic depth that are hall-
marks of the Lucknow-Shahjahanpur
Gharana.

This gharana is characterized by its
intricate rhythmic patterns and strong
emphasis on layakari (rhythmic play). It
also incorporates elements from both the
sarod and sitar traditions, creating a distin-
ctive sound. The use of the surbahar, a bass
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version of the sitar, is another defining
feature of this gharana.

2. Bishnupur Gharana :

The Bishnupur Gharana, based in
West Bengal, is a prominent school of
Hindustani classical music, deeply rooted
in the Dhrupad tradition. This gharana is
particularly known for its unique playing
style in instrumental music, emphasizing
long meends (glides) and intricate rhythmic
variations.

The Bishnupur Gharana traces its
lineage to the musical traditions introdu-

ced by Bahadur Sen, a descendant of the
legendary Tansen. His disciple, Gadadhar
Chakravorty, is often credited with establi-
shing the gharana, blending the classical
rigor of Dhrupad with the local musical
sensibilities of Bengal.

Over time, the gharana has produced
several eminent musicians who have signi-
ficantly contributed to its development.
Ram Prasanna Banerjee, one of the most
notable exponents, mastered various
instruments, including the sitar, veena, and
surbahar. His teachings laid the foundation
for future artists, including his son Manilal
Nag, who became a renowned sitar player.

The Bishnupur Gharana’s sitar style
is celebrated for its intricate techniques
and expressive depth. The right-hand
plucking patterns (bols) and left-hand
techniques, such as meend and gamak, are
central to its style, particularly in the
performance of alap and jod jhala. This
gharana’s emphasis on rhythmic innova-
tion and melodic exploration has established
it as a distinctive tradition within Indian
classical music.

3. Madhubani Gharana :
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Madhubani, a village in the Mithila
region of Bihar, India, is renowned world-
wide not only for its unique painting
tradition but also for its distinguished
Madhubani Gharana of sitar and surbahar.
This Gharana has a rich legacy spanning
six generations, with its origins traced
back to around 1800 AD. The foundation
of this Gharana is attributed to Pandit Basati
Mishra, whose son, Bhairav Mishra,
embraced his father’s musical heritage.
Bhairav’s sons, Ramratna Mishra and
Ramraj Mishra, were both eminent sitar
players and vocalists, known for their mastery
of techniques such as Meend, Gamak,
Kan, Murki and Zamzama, with their
Aalap often reflecting the Dhrupad style.

Ramraj’s son, Shivdin Mishra, continued
the lineage, integrating complex rhythmic
patterns (laykaris) into his performances.
Pandit Hariprasad Mishra, son of Ram-
ratna, further enhanced the tradition, known
for the sweetness and depth in his Surbahar
and Sitar playing. His son, Pandit Uma-
shankar Mishra, became a central figure
in the Gharana, blending emotive Aalapachari
with precise technique. His disciples,
including Madanshankar Mishra, Ras
Bihari Dutta, and Professor Saroj Ghosh,
have upheld and advanced the Madhubani
Gharana, ensuring its continued promi-
nence in Indian classical music.

4. Dharwad Gharana : (3)
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The Dharwad Gharana, with roots in
Ratlam, Indore and Bhavnagar, is renowned
for its rich musical heritage in both vocal
and sitar traditions. Its sitar legacy began
with Sitar-Ratna Rahimat Khan, while
the vocal lineage traces back to Bade
Mohammad Khan of the Gwalior Gharana,
a court musician during Nasiruddin
Mohammed Shah’s reign.

Rahimat Khan, the second son of
Ustad Ghulam Hussain Khan, was initially
trained in vocal music but was drawn to
the sitar, inspired by his maternal uncle,
Ustad Nabib Khan. Recognizing his passion,
Ghulam Hussain Khan encouraged
Rahimat Khan to specialize in sitar, leading
to formal training under Ustad Habib
Khan and later Ustad Bande Ali Khan,
both masters of the Been tradition.

The Been influence, particularly from
Ustad Takki Khansaheb’s lineage, deeply
shaped Rahimat Khan’s sitar style, blending
Been techniques with sitar playing. This
fusion became a defining characteristic of
the Dharwad Gharana, connecting it to the
esteemed musical traditions dating back
to Miya Tansen’s era.

5. Indore Gharana :

Allarakkha

�

Ghulam Zakir Khan

�

Bande Ali khan

�

Murad khan

�
Babu Khan

�

 Abdul Halim Jafar Khan(4)

The Indore Gharana of sitar playing
is believed to have originated in the latter
half of the 18th century. Musicians of
Indore Gharana include Ustad Waheed
Khan, Ustad Bande Ali Khan, Muravt
Khan, Murad Khan (Binkar), Abdul Latif
Khan (Binkar), Muhammad Khan, Desai
Faridi, Ustad Rajab Ali Khan (singer),
Babu Khan (Binkar), Musharraf Khan
(Sitar), Rehmat Khan (Sitar), Mohammad
Khan (Beenkar, Sitar), Amanat Khan,
Krishna Rao, Raghunath Apte Wale,
Krishna Rao Kolhapure, Zafar Khan,
Sajjad Hussain Khan, Ustad Amir Khan
and Ustad Abdul Haleem Zafar Khan. Are
included.Ustad Abdul Haleem Jafar
Khan’s father, Ustad Jafar Khan Sahib was
a good sitar player. Abdul Haleem Jafar
Khan’s musical education was given by
his grandfather. It started with Ustad
Muravvat Khan of Indore Gharana and his
father Ustad Jafar Khan.

His father started his education from
singing since childhood, but seeing his
lack of interest in singing, his father incul-
cated musical values in him by giving him
a small toy-like sitar. Gradually times
changed and as a result of deep penance,
Ustad Abdul Haleem Jafar Khan one day
became a well-known Sitar Nawaz. In
modern times, the name of Ustad Abdul
Halim Jafar Khan is taken among the great
and famous sitar players of Indore Gharana.
His specialty is to attract the audience with
his miraculous performance through his
sitar playing. By incorporating some other
elements in the style developed by his
ancestors, he created a different style,
which is also known as Jafarkhani Baj.
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Challenges Faced by Lesser-Known

Gharanas :

Despite their significant contributions,
lesser-known sitar gharanas face numerous
challenges in the modern era:

1. Recognition Challenges: Lesser-
known gharanas often struggle to gain
visibility beyond their local or cultural
contexts. The prominence of well-
established gharanas tends to over-
shadow these styles, making it harder
for them to attract both students and
audiences.

2. Limited Practitioners: The number
of musicians dedicated to these
gharanas is relatively mall, which puts
the survival of these unique styles at
risk. With fewer disciples, passing
down these traditions to future gene-
rations becomes increasingly difficult.

3. Commercial Constraints: The
commercial music industry typically
prioritizes more popular and mainstream
genres, leaving limited opportunities
for promoting lesser-known gharanas.
This can create challenges for musi-
cians from these traditions to sustain
their careers.

4. Cultural Evolution: Shifts in cultural
preferences and the impact of global
music trends have drawn attention
away from traditional classical forms.
Lesser-known gharanas, with their
focus on subtlety and tradition, may
struggle to connect with contem-
porary audiences.

Conclusion :

There are numerous other lesser-known

sitar gharanas, such as the Darbhanga
Gharana, Dhaka Gharana, Kharadabad
Gharana, Ranaghat Gharana, Banda
Gharana, Piyeri Gharana of Banaras,etc.
Their contributions, though often oversha-
dowed by more prominent gharanas, are
invaluable in maintaining the depth and
diversity of this cultural heritage.They
serve as guardians of unique traditions,
techniques, and interpretations that contri-
bute to the diversity and depth of the sitar
repertoire. While they face significant
challenges in the modern era, numerous
opportunities exist for their revival and
preservation. By recognizing and suppor-
ting these gharanas, we can ensure that
the full spectrum of sitar music continues
to thrive, preserving the rich heritage for
future generations.
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Abstract :

Meend, the art of sliding between notes, is one of the most defining and challenging
techniques in sitar playing, serving as a vital link between the instrument and the
vocal traditions of Indian classical music. This article explores the significance of
meend, examining its role across different gharanas (schools) and baaj (styles) of
sitar performance. It delves into the physical and technical aspects that influence the
quality of meend. The discussion extends to the customization of the instrument by
artists to meet their specific aesthetic and musical needs, highlighting how these
modifications enhance the sitar’s capability to produce the desired fluidity and
expressiveness. The article emphasizes that while the application of meend may vary
depending on the stylistic choices, it remains an indispensable element of sitar music.
Mastering meend requires not only a deep understanding of the instrument’s physical
attributes but also relentless practice, as it is key to achieving the seamless, vocal-like
quality that defines the sitar’s unique sound.

Keywords:

Meend , Sitar Playing techniques , Indian Classical Music, Ornamentation,
Sitar baaj

Introduction :

Meend is a technique used in Indian
classical music to create a smooth transi-
tion between two notes (Pandey, 2005).
This technique is essential for bringing out
the full potential of a raga or melody, and
it requires a great deal of skill and practice
to master (Caudhurī,2000). Meend
involves gliding from one note to another,
while maintaining a continuous and
uninterrupted sound. This technique is
primarily used in vocal music, but can also
be applied to instrumental music, such as

the sitar or sarod. The meend technique
involves gradually sliding the voice or the
instrument’s string from the initial note to
the target note. The speed of the glide, the
distance covered, and the duration of the
meend are all essential factors that
contribute to the technique’s effectiveness.
One of the main aesthetic values of meend
is that it adds depth and emotion to the
music. By allowing the musician to
smoothly glide from one note to another,
meend creates a sense of flow and
continuity in the melody. This, in turn,
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helps to create a sense of emotional
expression that is unique to Indian
classical music (Vedabala, 2024). Meend
allows the musician to convey a wide
range of emotions through the music. It
also creates a sense of tension and release
in the melody. By gradually gliding from
one note to another, meend creates a sense
of anticipation in the listener, as they wait
for the release of the second note. This
tension and release pattern is an essential
part of music, and meend is an effective
way to create this pattern in a beautiful
and seamless manner. Meend also allows
the musician to create complex and
intricate patterns in the melody, which add
to the aesthetic value of the music (Parikh,
1970). By using meend to connect the
notes in these patterns, the musician
creates a sense of beauty and complexity
that is unique to Indian classical music.

 In vocal music, meend is achieved by
using the breath to control the glide. The
meend can be executed in a straight or
curved path, depending on the raga or
melody. In instrumental music, meend is
achieved by sliding the finger along the
string of the instrument. This technique
requires a great deal of finger dexterity
and control (Lata, 2013). The meend can
be executed using the left hand or the right
hand, depending on the instrument. Meend
is used in Indian classical music to create
a variety of musical expressions, such as
gamakas1, bhava2, and alankars3. Meend
can be combined with other techniques to
create complex and intricate musical
patterns. Hence meend is an essential and
beautiful technique that is a hallmark of
Indian classical music. It requires a great
deal of skill and practice to master, but
the results are well worth the effort. Meend

allows musicians to bring out the full
potential of a raga or melody, and creates
a sense of beauty and emotional expre-
ssion that is unique to Indian classical
music.

The earliest reference to meend can
be found in the Natyashastra, an ancient
Indian text on the performing arts that is
believed to have been written between
200 BCE and 200 CE. The Natyashastra
mentions meend as one of the important
techniques used in the playing of the
veena, an ancient Indian stringed instru-
ment (Bandopadhyay, 2012). The concept
of meend can also be found in the Sangeet
Ratnakara, a text on Indian classical music
written by Sarangadeva in the 13th century
CE. The Sangeet Ratnakara describes
meend as a technique that involves gliding
from one note to another, and it mentions
that meend is used in both vocal and
instrumental music (Roychoudhury,2013).
Meend has a long and rich history in
Indian classical music, and it has been
mentioned in several ancient texts on
music, including the Natyashastra and the
Sangeet Ratnakara. These texts demons-
trate that meend has been an important
technique in Indian classical music for
centuries, and it continues to be used today
by musicians around the world.

Meend in Sitar :

Sitar is a fretted instrument. All the notes
available on the frets. However, Indian
music is beyond the structured notes. The
melodies in Indian music emphasize each
microtone (shrutis), which lies somewhere
between the structured note. Hence, one
of the unique things about the sitar is that
it not only plays the straight notes of the
stecarto, it actually bends them. It can play
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chromatically and the thing makes the sitar
what it is. It is basically vocalizing on the
sitar (Vedabala, 2016). These are the
ornaments that are completely vocal,
glisandi or glide. Meend is an essential
technique in playing the sitar. It is used to
create a smooth and graceful transition
between two notes and to bring out the
full potential of a raga or melody. The sitar
is a complex and versatile instrument, with
a wide range of notes and an intricate
playing technique. Meend is one of the
fundamental techniques used in sitar
playing. Meend on the sitar involves
sliding the left-hand finger along the
fretboard of the instrument, while main-

taining a continuous sound. The speed of
the glide, the distance covered, and the
duration of the meend are all essential
factors that contribute to the technique’s
effectiveness. Meend is also used to create
complex and intricate patterns in the
melody, which add to the beauty and
richness of the music. In addition to
creating musical expression, meend also
helps to develop finger dexterity and
control in sitar playing. It requires a great
deal of practice and concentration to
execute meend effectively and this helps
to strengthen the musician’s playing
technique overall.

Figure-1 : Musical phase played on Fret and Meend

Meend exhibits a multifaceted nature
defined by several key attributes. Firstly,
its directionality allows for transitions
either upwards from lower notes to higher
ones or downwards from higher notes to
lower ones, facilitating a dynamic range
of melodic expression. Figure-1 is the
visual representation of a phrase played
in the fret and similar phrase played in
meend. When played on meend the melody
passes through the microtones. 

 In sitar playing, regardless of the
gharana (school) or baaj (style), the

significance of meend cannot be over-
stated. While different baaj (styles) of sitar
playing may vary in the level of intricacy
they bring to meend, every tradition funda-
mentally relies on this technique (Purwins,
2010). The application of meend may
differ depending on the stylistic choices
and the desired level of detail, but it remains
an essential element across all gharanas.
In fact, no sitar performance can truly take
place without the use of meend. This
technique is central because it embodies
the essence of vocalism, which is the
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foundational element of sitar music. Indian
classical music, unlike some other forms,
does not rely on staccato, where notes are
played in short, detached bursts. Instead,
it seeks to replicate the fluidity and expre-
ssiveness of the human voice. When play-
ing the sitar, the goal is to bring out what
the mind sings, translating the subtleties
of vocal music into the language of the
instrument. Meend allows for the seamless
glide between notes, capturing the nuanced
transitions and microtones (shrutis) that
are intrinsic to Indian music. These conti-
nuous and intricate movements are essential
in conveying the emotional depth and
melodic complexity that define the tradition.
Thus, the mastery of meend is crucial in
sitar music, as it enables the musician to
stay true to the vocal roots of Indian classical
music, ensuring that the instrument reso-
nates with the same expressive power as
the human voice. 

The range of a meend can vary signifi-
cantly, from traversing minute intervals as
small as half a note to spanning entire
octaves, offering artists vast creative
possibilities in shaping their musical
narratives. Moreover, the duration of a
meend plays a crucial role, with per-
formers capable of executing it at varying
speeds, ranging from swift and fleeting
gestures to languid and drawn-out phrases,
thus influencing the emotional resonance
and rhythmic texture of the music. One of
the most intricate aspects of meend lies in
its adept manipulation of microtones,
where skilled musicians deftly navigate
subtle tonal nuances, strategically accen-
tuating certain microtones to evoke specific
moods or convey intricate melodic nuances
within the framework of the raga (Miryala,
2013). Furthermore, the terminology

surrounding meend, such as soot4 and
ghaseet5, reflects the rich diversity of its
application across different musical
traditions and instruments, each term
carrying its own connotations and stylistic
nuances. Overall, meend embodies a
complex interplay of musical elements,
serving as a cornerstone of artistic
expression and innovation in Hindustani
classical music (Joshi, 2024

Hand Positioning :

Meend is one of the most challenging
techniques on the sitar, perhaps the most
difficult of all. Mastering the meend on
the sitar is one of relentless discipline and
meticulous practice (Chakraborty, 2021).
While gliding from one pitch to the next,
the player not just playing notes, the player
plays what is in the brain. That trains the
mind intuitively know the exact pull
needed to achieve the perfect pitch. This
process is not immediate; it requires to stay
with each note until it is dead on, holding
it there before moving on. Over time, with
endless practice, the brain begin to identify
the place and gradually wit practice the
precision will start to come naturally.
Practicing meend, however, should not be
done in isolation. It’s in the context of a
raag, such as through alap6 phrases, where
the real magic happens. There’s something
about practicing within real music that
enhances accuracy perhaps it’s the moti-
vation that comes from engaging with the
music. Alap phrases, with their recurring
note combinations, help the brain to
recognize patterns as a whole, rather than
just individual notes. The performer begins
to hear the phrase in his/her mind, that is
guided by your internalized understanding
of the music. It requires meticulous atten-
tion to detail, beginning with a compre-
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hensive understanding of the notes invol-
ved and their precise placement on the
instrument. Also mastering the intricacies
of meend entails not only a thorough
knowledge of musical theory but also a
keen awareness of the instrument’s capabi-
lities and the nuanced techniques required
to navigate its limitations effectively.

 Additionally, mastering the dynamics
of the stroke emerges as the third crucial
step in meend technique. At times, main-
taining the sound continuity necessitates
utilizing the pressure of the second finger
or the glide itself. Complex sequences
comprising four to five notes can be seam-
lessly executed with just one stroke, with
emphasis placed on the pressure exerted
by the second finger. Aesthetic considera-
tions play a pivotal role in determining the
strength and type of meend utilized, with
the mood and accent of the music guiding
the choice of embellishments. Thus, a
comprehensive understanding of where to
initiate meends, coupled with mastery of
stroke dynamics, ensures the nuanced and
expressive delivery of Hindustani classical
music, enriching the musical experience
for both performers and listeners alike
(Chatterjee,2020).

 Style Identity and Meend :

The style identity of a musician in
Hindustani classical music is intricately
tied to their mastery of various techniques,
among which meend holds a significant
place. Meend transcends mere ornamen-
tation; it becomes a necessity dictated by
the unique characteristics of the instrument
being played. Fret limitations and the
exploration of shrutis (microtones) are key
elements that drive the incorporation of
meend  into musical performances.
Instruments like the sitar or sarod have

inherent limitations in terms of the number
of frets available for producing different
pitches. Meend allows musicians to
navigate these limitations by smoothly
gliding between notes, effectively expan-
ding the tonal range and achieving pitches
that may lie outside the instrument’s fixed
frets. Additionally, meend offers a means
to explore the subtle nuances of shrutis,
allowing for the expression of microtonal
variations that are integral to Hindustani
music. Furthermore, the incorporation of
meend is not merely a technical exercise
but involves a subjective judgment on the
part of the individual musician (Banerjee,
2021). Each artist develops their own style
and approach to meend, considering
factors such as tonal quality, musical
context and expressive intent. Thus, meend
becomes a crucial tool for musicians to
shape their unique musical identities and
convey their artistic vision effectively to
the audience.

The style identity of renowned maestros
like Ustad Vilayat Khan, Ustad Rais Khan
Sahab, Ustad Shahid Pervez Khan in sitar
is deeply intertwined with their mastery
of various techniques, with meend occu-
pying a central position in their musical
expression. For these virtuosos, meend
becomes an essential element dictated by
the characteristics of their instruments and
their individual gayaki (vocal style). The
stalwarts being sitar virtuosos, encoun-
tered fret limitations inherent to their
instruments. However, through their adept
use of meend, they were able to navigate
these limitations with finesse. For instance,
Their mastery over of meend was not just
a technical feat but a deeply personal
expression of their musical identities.
Each artist developed a distinctive style
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and approach to meend, reflecting their
tonal preferences, musical lineage and
artistic sensibilities such as Pandit Nikhil
Banerjee. Thus, through their exemplary
use of meend, enriched the classical tradition,
leaving behind a profound legacy that conti-
nues to inspire generations of musicians. 

 The physical construction of the sitar
significantly influences the quality and
possibilities of meend. This is why many
artists customize their instruments to meet
their specific aesthetic and musical needs.
The overal construction technicalities
includes the 

a. Tumba (Resonating Chamber) :
The size, shape, and material of the
tumba, or resonating chamber, affect
the overall tonal quality and sustain
of the sitar. A well-crafted tumba
amplifies the sound, allowing the
meend to resonate fully, enhancing the
expressiveness of the music.

b. Neck Curvature (Dandi) : The
curvature of the sitar’s neck, known
as the dandi, plays a vital role in
meend. A well-crafted dandi with a
gentle curve provides the necessary
support and angle for executing
meend with precision, enabling the
player to pull the string without
excessive resistance.

c. String quality and Tension : The
type and tension of the strings are
crucial for achieving a smooth and
accurate meend. High-quality strings
that can handle varying tensions
without breaking are essential. The
tension must be adjusted to allow for
long, fluid pulls without losing pitch
accuracy.

d. Fret design and thickness : The frets,
typically made of metal, need to be
precisely positioned and slightly
curved to accommodate the gliding
motion of meend. They should be
smooth and well-finished to reduce
friction, allowing the strings to move
effortlessly across them.

e. Bridge (Jawari) Quality : The bridge,
or jawari, must be meticulously carved
and shaped to ensure the strings produce
a resonant and sustained sound. A
well-maintained bridge contributes to
the clarity and richness of the notes,
which is especially important when
performing intricate meends.

f. Peg (Tuning Key) Mechanism : The
pegs, used for tuning the sitar, must
function smoothly and hold the
tension of the strings reliably. High-
quality pegs ensure that the instrument
stays in tune, even when performing
extensive meend, which involves
significant string manipulation.

A good sitar must be carefully
constructed and often customized to
ensure that it can produce the smooth,
fluid meends. Every aspect of the sitar,
from its strings to its resonance chamber,
contributes to the instrument’s ability to
perform this essential technique with
precision and expressiveness.

Conclusion :

 Although meend is just one of the
many elements in sitar playing, it holds
an exceptional significance in the world
of sitar music. The mastery of meend not
only shapes the identity of a gharana
(school) but also distinguishes the unique-
ness of individual performers. The way an
artist executes meend reflects their under-
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standing of the sitar’s expressive potential,
as well as their dedication to preserving the
vocal tradition that is so deeply embedded
in Indian classical music.

 In conclusion, meend serves as a
bridge between the sitar and the human
voice, capturing the nuances, emotions,
and subtleties that define the art form.
While many aspects contribute to a
sitarist’s skill, the precision and fluidity
of their meend often stand as a testament
to their expertise and artistic vision. The
ability to perform meend with grace and
accuracy not only enhances the beauty of
the music but also solidifies the artist’s
place within their gharana and in the
broader tradition of sitar playing. Ultima-
tely, meend is more than a technique; it is
a profound expression of the sitarist’s
identity, their connection to tradition, and
their creative individuality.
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GòejeKeC[ keâe hejbhejeiele Dekeveæ }eskeâ keeÅe- ‘ngÌ[keâe’
[e@Ê jerlee heeC[s Yeemkeâj oòe keâeheÌ[er
MeesOekeâlee&, MeesOeeLeer& mebieerle efkeYeeie,

efhelLeewjeieÌ{, GòejeKeC[ [erÊ SmeÊ yeerÊ heefjmej, kegâceeTB efkeÕeefkeÅee}Ùe, vewveerlee}

[e@Ê ieieveoerhe nes"er
efkeYeeieeOÙe#e, mebieerle efkeYeeie,

[erÊ SmeÊ yeerÊ heefjmej, kegâceeTB efkeÕeefkeÅee}Ùe, vewveerlee}

MeesOe-meej :

GòejeKeC[ ncesMee mes ner Deheveer meebmke=âeflekeâ Oejesnj kesâ ef}S efkeKÙeele nw~ Ùen Skeâ heke&leerÙe jepÙe nw
efpemekeâe DeefOekeâebMe peve-peerkeve ke=âef<e hej DeeOeeefjle nw~ }eskeâ keeÅeeW kesâ meeLe ÙeneB ke<e& Yej leerpe, lÙeewnej, ces}s,
Oeeefce&keâ-Deveg…eve, hetpee-hee" Deeefo ceebieef}keâ keâeÙeeX keâe DeeÙeespeve neslee jnlee nw~ Fve meYeer ceebieef}keâ keâeÙeeX
ceW nceejer heejbheefjkeâ }eskeâ keâ}eDeeW ke }eskeâ keeÅeeW keâe DeÆgle meecebpemÙe osKeves keâes efce}lee nw~ ÙeneB keâer }eskeâ
ieeLeeDeeW, }eskeâ DeeKÙeeveeW, }eskeâieerleeW ke }eskeâkeeÅeeW ceW efkeefkeOe meebmke=âeflekeâ DeeÙeece kesâ oMe&ve nesles nQ~ «eeceerCe
heefjkesMe kesâ owefvekeâ ef›eâÙee-keâ}eheeW ves nceejer }eskeâ hejbhejeDeeW keâes peerefkele ner veneR Deefheleg mece=æ Yeer efkeâÙee nw~
‘ngÌ[kesâ’ keâe ØeÙeesie ke=âef<e kesâ Debleie&le nesves kee}s ef›eâÙee-keâ}eheeW pewmes- jesheeF&, ieesÌ[eF& Deeefo ceW ‘ngÌ[efkeâÙeeyeew}’ kesâ
meeLe yengleeÙele mes efkeâÙee peelee nw~ Øemlegle MeesOe he$e ceW GòejeKeC[ kesâ heejbheefjkeâ }eskeâkeeÅe ‘ngÌ[kesâ’ keâer efvecee&Ce
Mew}er kesâ efke<eÙe ceW efkemleej mes yeleeÙee ieÙee nw~ MeesOe he$e kesâ Deble ceW ngÌ[kesâ keâer efvecee&Ce Mew}er keâes efÛe$eeW kesâ ceeOÙece
mes Yeer oMee&Ùee ieÙee nw~

Øemlegle MeesOe-he$e ceW keefCe&le meYeer lee}W ‘ßeer MecYet Øemeeo peer’ (ngÌ[keâe keeokeâ) Éeje yepeeÙeer ieÙeer nQ~
‘ngÌ[kesâ’ hej yepeeÙeer ieÙeer meYeer lee}eW keâes Deemeeveer mes mecePeves nsleg FvnW ‘}eskeâ ØeÛeef}le mke™he’ kesâ Debleie&le ner
efveyeæ keâjves keâe ØeÙeeme efkeâÙee ieÙee nw~ ÛetBefkeâ Deveskeâ yegefæpeerefkeÙeeW keâe Skeâ cele Ssmee Yeer jne nw efkeâ }eskeâ mebieerle
keâes efkeMegæ Meem$eerÙe mebieerle kesâ {eBÛes ceW Ì{e}ves keâe ØeÙeeme keâjvee Fmekesâ ceewef}keâ mke™he mes ÚsÌ[-ÚeÌ[ keâjves pewmee
nw~ Dele: ‘ngÌ[kesâ’ keâer lee}eW keâes efkeYeeie ke lee}er-Kee}er kesâ Debleie&le ve jKekeâj DeLee&le Meem$eerÙe lee}eW keâer heefjefOe
mes yeenj jKeles ngS kesâke} cee$eeDeeW kesâ DeeOeej hej ner efkeYeeefpele keâjves keâe ØeÙeeme efkeâÙee ieÙee nw~ FmeceW keefCe&le
meYeer lee}eW keâes ‘yeej keâes[’ kesâ ceeOÙece mes Yeer megvee pee mekeâlee nw~ Fmemes mebieerle peiele kesâ meYeer }esie }eYeeefvkele
neWies Deewj GvnW ‘ngÌ[kesâ’ keâer ‘lee}eW’ kesâ cet} mke™he keâes mecePeves ceW meneÙelee efce}sieer~ Fme MeesOe he$e kesâ DeeefKej
ceW ‘ngÌ[keâe efvecee&Ce Mew}er’ keâer efÛe$eoerIee& keâes Yeer Meeefce} efkeâÙee ieÙee nw~

cegKÙe Meyo :

ngÌ[keâe, kegâvÙeeke, Gppej, ke=âef<e, lee}, ef}efheyeæ~
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‘ngÌ[keâe’ GòejeKeC[ jepÙe keâe yengle ner ØeeÛeerve
Skeb heejbheefjkeâ ‘}eskeâ keeÅe’ nw~ Fmekeâe ØeÙeesie ÙeneB kesâ
}eskeâ mebieerle ceW ØeÛegjlee mes efkeâÙee peelee nw~ Ùen keeÅe
cegKÙele: F<š oskeleeDeeW keâer peeiejeW, ceebieef}keâ keâeÙeeX,
ke=âef<e keâeÙeeX Deewj GlmekeeW Deeefo ceW ØeÙeesie neslee nw~ Fmes
yepeeves keâer Mew}er ke Fmekesâ meeLe efkeâS peeves kee}s keâeÙe&
Ùeewefiekeâ cegõeDeeW keâes Yeer pevce osles nQ DeLee&le ngÌ[keâe
keeove kesâ meeLe efkeâS peeves kee}s keâeÙeeX mes ceveg<Ùe mkemLe
jnlee nw Deewj keâeÙe& Yeer efyevee Lekeâeve kesâ mecheVe nes
peelee nw~ Deekeâej ceW Ùen ‘[ce™’ kesâ meceeve ner efoKelee
nw~ Dele: keâF& }eskeâ keâ}ekeâej Fmes Yeiekeeve Mebkeâj peer
kesâ [ce® mes Yeer peesÌ[les nQ~ mLeeveerÙe yees}er ceW Fmes
‘ng[gkeâ’ keâne peelee nw~ ngÌ[kesâ kesâ efvecee&Ce nsleg ‘vee}er’
(Kees}) keâe ØeÙeesie efkeâÙee peelee nw~ Kees} nsleg efKeve,
yejeQke, efKecej, meeveCe ke ies"er Deeefo nukeâer }keâÌ[er
GheÙegòeâ ceeveer peeleer nw~ Fve }keâefÌ[ÙeeW mes yeves ngÙes ngÌ[kesâ
DeefOekeâ cepeyetle ke }byes meceÙe lekeâ efškesâ jnles nQ~

FmeceW }ieves kee}s ‘hetÌ[s’ yekeâjer, keâekeâÌ[ ke IegjÌ[
pewmes peevekejeW keâer Kee} mes ceÌ{s ngÙes nesles nQ~ Fve meYeer
peevekejeW kesâ ce=le Ûece& keâe ØeÙeesie ØeeÛeerve keâe} ceW
DeLekee hegjeves meceÙe lekeâ osKee pee mekeâlee nw~ kele&ceeve
meceÙe ceW peevekejeW kesâ efMekeâej hej ØeefleyebOe }ie peeves kesâ
keâejCe efkeâmeer Yeer peevekej keâes ceejvee Ùee Gmekesâ Mejerj
kesâ efkeâmeer Yeer Debie keâe ØeÙeesie keâjvee keâevetveer DehejeOe
kesâ oeÙejs ceW Deelee nw~ ÛetBefkeâ ØelÙeskeâ Dekeveæ keeÅe kesâ
cegKe keâer ceÌ{eF& nsleg Ûece& keâer ner DeekeMÙekeâlee nesleer nw
Dele: kele&ceeve meceÙe ceW kesâke} yekeâjer keâer Kee} keâe ner
ØeÙeesie efkeâÙee peelee nw~  nceejs }eskeâ keâ}ekeâej ‘efKeve’
mes yeves ngÙes Kees} kesâ yeejs ceW keânles nQ-

‘efKeveewkeâ nes ng[gkeâ, osCe heg[ nes yeevejewkeâ, yeeQ
hegÌ[  nes }bietjeskeâ,

peYele kesâ leew ng[gkeâ yeepeew}, G F}ekeâekeât
[biejer efyeve vÙetefleÙes veeÛeCe }eiee}~’

ngÌ[kesâ keâer efvecee&Ce Øeef›eâÙee : DeÛÚs ngÌ[kesâ keâes
yeveeves ceW keâF& yeeleW OÙeeve osves ÙeesiÙe nQ~ meyemes hen}s

}keâÌ[er keâe Ûegveeke ke Kees} keâer yeveekeš cegKÙe nesleer
nw~ ngÌ[kesâ kesâ Kees} nsleg nukeâer ke metKeer }keâÌ[er ØeÙeesie
ceW }eÙeer peeleer nw~ Fmekeâe cegKe DelÙeefOekeâ yeÌ[e Ùee
Úesše veneR nesvee ÛeeefnS~ nceejs yegpegie& yeleeles nQ efkeâ
‘Ùeefo ngÌ[keâe hen}s mes veerÛes efiejer ngF& DeLekee veceerÙegòeâ
}keâÌ[er keâe yevee nesiee lees Fmemes DeÛÚer Deekeepe veneR
DeeÙesieer~ efceššer kesâ mebheke&â ceW Deeves mes Fmekeâer vee}er
DeLekee Kees} ceW MeerIeÇ ner keâerÌ[e }ie peeÙesiee~ Dele:
DeÛÚs ngÌ[kesâ kesâ efvecee&Ce nsleg hesÌ[ mes keâešer ieÙeer
}keâÌ[er keâe ner ØeÙeesie keâjvee ÛeeefnS~’ Ùeefo }keâÌ[er
keâÛÛeer nw lees Gmes }ieYeie Skeâ oes cenerves lekeâ Oethe ceW
megKee }svee ÛeeefnS~

Fmekeâe Kees} yeveeves kesâ ef}S }keâÌ[er keâes Deboj
mes KeesKe}e keâj Fmekesâ oesveeW efmejeW hej hetÌ[er }ieeF&
peeleer nw~ Ùen efPeu}ervegcee hetÌ[er yengle hele}er nesleer nw
pees yekeâjer kesâ Deboj heeF& peeves kee}er Yeespeve keâer Lew}er
mes yeveeÙeer peeleer nw efpemes mLeeveerÙe }esie ‘Gppej’ kesâ
veece mes hegkeâejles nQ~ Fme hej yengle nukeâer Leehe osves mes
ner Ùen yengle ceOegj yepelee nw~ }sefkeâve Deepe pees ngÌ[kesâ
yeepeej ceW efyekeâ jns nQ ken DeefOekeâlej yekeâjer keâer yeenjer
Kee} mes ner yeves nesles nQ Fmeeref}S kes DeÛÚs veneR
yepeles~ keâF& }esieeW keâes Fmekeâer peevekeâejer Yeer veneR nesleer
Deewj Deepe keâesF& Fleveer cesnvele Yeer veneR keâjvee Ûeenlee~

Fme hetÌ[er kesâ ÛeejeW Deesj Skeâ efkeMes<e Øekeâej keâer
meerkeâvegcee }keâÌ[er iees}s kesâ Deekeâej ceW }ieeF& peeleer nw
efpemes ‘kegâvÙeeke’ keâne peelee nw~  Fmeer kegâvÙeeke hej keâer}
Deeefo mes Ú: Ùee meele efÚõ efkeâÙes peeles nQ Deewj ØelÙeskeâ
efÚõ hej ‘kegâC[}vegcee Oeeiee’ yeeBOee peelee nw~ oeSb ke
yeeSb efmejs kesâ kegâC[}vegcee OeeieeW keâes hejmhej Skeâ-otmejs
mes yeebOeves kesâ yeeo hegve: efkeâmeer yeÌ[er [esjer mes FvnW
Deeheme ceW efce}e efoÙee peelee nw~ Fmes keâbOes hej efškeâeÙes
jKeves ke megjef#ele jKeves kesâ GösMÙe mes Fme hej yewušvegcee
keâheÌ[s keâer heóer DeLekee [esjer }iee oer peeleer nw~ Fmeer
[esjer kesâ mebÛee}ve mes ‘ngÌ[kesâ’ ceW iecekeâ efvekeâe}er peeleer
nw Deewj Ùen Fmekeâer Okeefve heefjkele&ve ceW Yeer Ùen meneÙekeâ
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nw~ kegâÚ }esie Fme hej IegbIe™ Yeer yeeBOeles nQ~ Fme Øekeâej
Skeâ ngÌ[kesâ kesâ efvecee&Ce ceW ome mes hebõn efove keâe meceÙe
}ie peelee nw~

ngÌ[kesâ keâer vee}er kesâ efvecee&Cekeâlee& ‘ÛegvesÌ[e’ (ÛegvÙeeCe)
keân}eles nQ~ ÛegvesÌ[e mecegoeÙe kesâ }esie Demkeâesš, efheLeewjeieÌ{
kesâ ‘ÛegvesÌ[e ieeBke’ ceW efvekeeme keâjles nQ~ Fmekesâ Deefleefjòeâ
Ùen }keâÌ[er mes yeveves kee}s keâF& Øekeâej kesâ yele&ve Yeer
yeveeles nQ, pewmes- hee}er, ÛeeÌ[er, nÌ[efheÙe, [eskeâ}er,
"skeâer Deeefo~ kele&ceeve ceW Fme lejn kesâ keâe… efveefce&le
YeeC[eW keâe ØeÙeesie ve kesâ yejeyej neslee nw~ DeeOegefvekeâ
ceMeerveer ke Ùeebef$ekeâer Ùegie ceW Fme Øekeâej keâer nmle keâ}e
yengle keâce efoKeeF& osleer nw~ Fmekesâ Ûe}les keâe… keâ}ekeâejeW
ke efMeuhekeâejeW keâer Deepeerefkekeâe hej Yeer efkejece }ie ieÙee
nw~ Deece leewj hej ceMeerve mes yeveer ngF& kemlegDeeW kesâ
cegkeâeye}s neLe mes yeveer kemlegDeeW keâer iegCekeòee pÙeeoe
DeÛÚer ceeveer peeleer nw~

Fmes yepeeves kesâ ef}S yeebÙes neLe mes ngÌ[keâe hekeâÌ[e
peelee nw Deewj oeÙeW neLe mes Fme hej Leehe oer peeleer nw~
keâbOes hej }ieer [esjer kesâ mebÛee}ve mes ngÌ[kesâ ceW iecekeâ
GlheVe nesleer nw ke Fmekeâer Okeefve ceW Yeer heefjkele&ve neslee
nw~  ngÌ[kesâ mes efvekeâ}ves kee}er Okeefve yengle ner ceOegj ke
ùoÙemheMeer& nesleer nw~ Fmekesâ meeLe ‘keâebmes keâer Lee}er’
mebiele keeÅe kesâ ™he ceW ØeÙeesie keâer peeleer nw~ }eskeâ
keâ}ekeâej Éeje ngÌ[kesâ hej yepeeF& peeves kee}er lee}eW ceW
keâF& keâejCeeW mes efYeVelee heeF& peeleer nw~ Ùen efYeVelee
mLeeve efkeMes<e ceW ieeÙeer peeves kee}er efkeMes<e ieeÙeve Mewef}ÙeeW
keâer efkeefkeOelee kesâ keâejCe Yeer nesleer nw~ }eskeâ keâ}ekeâej
ngÌ[kesâ hej yepeeF& peeves kee}er lee}eW kesâ meboYe& ceW
efveefMÛele yees} ke Gvekesâ meebkesâeflekeâ keCeeX keâes efpeme
Øekeâej cenmetme keâjles nQ ken Gmes Gmeer lejn mes mecePeeles
nQ~ GoenjCe mke™he ‘leye}s kesâ yees}’- Oee  OeeR  S ~
lee   efleb   S  keâes Ùeefo ‘ngÌ[kesâ kesâ yees}’ kesâ ™he ceW
mecePevee nes lees keânWies- Ye  Yeb  S  ~ he  heb  S

efyejlkeeF&/efke®oeke}er/efke®o lee} : mebieerle
jlveekeâj ceW ‘efke®o’ ØeyebOe kesâ Ú: DebieeW ceW mes Skeâ

cenlkehetCe& Debie nw DeLee&led ‘iegCe keCe&ve Ùegòeâ meeefneflÙekeâ
jÛevee’~ Ssmeer jÛevee efpemeceW }eskeâ oskeleeDeeW kesâ iegCeeW
keâe keCe&ve nes Gmes ‘efke®oeke}er’ keâne peelee nw~ Fmekesâ
meeLe yepeeF& peeves kee}er lee} keâes ‘efke®o lee}’ keâne
ieÙee nw~ Fme lee} keâes oskelee DekelejCe mes hen}s
DeLekee ØeejbYe ceW yepeeÙee peelee nw~ keâeÙe& efmeæ nsleg Fme
lee} keâe ØeÙeesie mLeeveerÙe }eskeâ oskeleeDeeW kesâ mcejCe ke
Dee£eve nsleg efkeâÙee peelee nw~

‘ßeer MecYet Øemeeo peer’ Éeje ‘ngÌ[kesâ’ hej yepeeÙeer
peeves kee}er ‘lee}W’ ke Gvekeâe ‘ef}efheyeæerkeâjCe’

osIeeš, DeuceesÌ[e kesâ jnves kee}s ‘ßeer MecYet Øemeeo
peer’ Éeje ngÌ[kesâ hej yepeeF& ieF& }ieYeie GVeerme Øekeâej
keâer lee}eW keâes 3, 4, 5, 7, 8 leLee 12 cee$ee ceW
ef}efheyeæ keâjves keâe ØeÙeeme efkeâÙee ieÙee nw~ ngÌ[kesâ keeÅe
ceW oeefnves neLe mes yepeves kee}s yees}eW keâes lees ef}Kee pee
mekeâlee nw }sefkeâve yeeBÙes neLe mes ngÌ[kesâ keâes KeeRÛeves hej
hetÌ[er kesâ efKebÛeeke mes pees iecekeâ hewoe nesleer nw GvnW
ef}Kevee efpelevee cegefMkeâ} nw Glevee ner ef}Kes ngS keâes
mecePevee~ }ieYeie meYeer lee}eW keâe Skeâ Deekele&ve Skeâ
meskesâb[ Ùee [sÌ[ meskesâb[ keâe nw DeLee&le }Ùe Deefleõgle nw~
Skeâ-Skeâ Meyo keâes Oeerces mes heÌ{ves hej Ûee} mecePeves ceW
cegefMkeâ} nes mekeâleer nw~ Dele: ef}efheyeæ lee}eW keâes
mecePeves Ùee cenmetnme keâjves kesâ ef}S meke&ØeLece Fve
lee}eW kesâ Skeâ ner Deekele&ve keâes kegâÚ osj lekeâ cee$ee
efievekeâj heÌ[vee nesiee Deewj Ùeeo nesves kesâ yeeo Gmes lespeer
mes yees}vee nesiee~ Ssmee keâjves mes lee} keâe Úvo mecePe
Dee peeSiee~

ngÌ[keâ keeokeâ‘ßeer MecYet Øemeeo peer’ keânles nQ efkeâ
nce ieÌ{kee} leLee kegâceeTB ceW hetefpele leQleerme keâesšer
oskeer-oskeleeDeeW keâes veÛeeles nQ~ oskeleeDeeW kesâ Dee£eve
leLee DekelejCe kesâ ef}S Ùen lee}W yepeeF& peeleer nQ~
lee} ef}efheyeefækeâjCe kesâ ef}S ØeÙeesie efkeâS ieS ‘ngÌ[kesâ
kesâ yees}eW’ keâer kÙeeKÙee Fme Øekeâej nw-

Oeb/ob   : ngÌ[kesâ ceW yepeves kee}e meeceevÙe yees} efpemeceW
ngÌ[kesâ keâes vee lees KeeRÛee peelee nw Deewj vee
ner {er}e ÚesÌ[e peelee nw~
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Yeb  : ngÌ[kesâ keâes Ì{er}e ÚesÌ[ves hej efvekeâ}ves kee}e
cebõ mkej~

heb  : KeeRÛes ngS ngÌ[kesâ ceW DeeIeele keâer Okeefve~

cn  : ngÌ[kesâ keâes KeeRÛeves hej GlheVe iecekeâ~

Yeer/Oe : ngÌ[kesâ keâes KeeRÛeles ngS DeeIeele osles mkej keâer
Okeefve~

ced  : DeeIeele kesâ yeeo Deeves kee}er ngÌ[kesâ keâer
DeeBme~

n  : ngÌ[keâe KeeRÛeves hej Deeves kee}er ceeRÌ[ keâer
Okeefve~

keäÌ[  : ngÌ[kesâ ceW Leehe keâer Okeefve pees iegbefpele veneR
nesleer~ Ùen }ieYeie megveves ceW leye}s kesâ
‘keäÌ[’ yees} kesâ meceeve ner nw~

›eâ  : ‘keäÌ[’ yees} peye Deewj lespe }Ùe ceW yepelee nw

lees Gmes ‘›eâ’ Meyo mes mebyeesefOele efkeâÙee ieÙee
nw~

iÌ[  : Ùen yees} ‘keäÌ[’ kesâ meceeve ner nw }sefkeâve
‘keâd ’ keâer peien ‘i’ Meyo ngÌ[kesâ keâer ietbpe
keâes oMee&lee nw~

efle/eflel/le : Ùes yees} leye}s kesâ ‘efle’ yees} kesâ meceeve ner
nw~ Fmes ngÌ[kesâ hej leerve Debiegef}ÙeeW mes Lehekeâer
oskeâj yepeeÙee peelee nw~ Fme yees} ceW ngÌ[kesâ
keâer ietbpe keâes jeskeâ efoÙee peelee nw~

lee} (1) : Ùen lee} efkeâmeer Yeer peeiej ceW
yepeeF& peeves kee}er ngÌ[kesâ keâer ØeLece lee} nw~ Fme lee}
keâes kesâke} peeiej ner veneR yeefukeâ }eskeâieerleeW pewmes-
PeesÌ[e, ÛeeBÛejer Deeefo ceW Yeer ØeÙeesie efkeâÙee peelee nw~
Fme lee} keâes Ûeej Ùee Dee" cee$ee ceW ef}Kee ke efievee
pee mekeâlee nw efpemekeâe mke™he efveceef}efKele nw :

1 2 3 4 5 6 7 8
Yebs sYeb ss Yebs Yebs nefOe skeäÌ[ Yebs
Yebs sYeer skeâ Yebs Yebs nefOe skeäÌ[ Yebs
efOeleled sOeer sn Yebs Yebs nefOe skeäÌ[ Yebs
Yebs sYeb ss Yebs Yebs sefOe skeäÌ[ Yebs

lee} (2) : ßeer MecYet Øemeeo peer yeleeles nQ efkeâ Fme lee} keâe ØeÙeesie oskeer-oskeleeDeeW keâes veÛeeles meceÙe neslee
nw~ yeeo ceW peieefjÙee ceenew} osKekeâj [*efjÙee keâes efkeâmeer DevÙe lee} ceW Yeer veÛee mekeâlee nw~ ÙeneB hej MecYet Øemeeo
peer ves vejefmebn Deewj vejbkeâej oskeleeDeeW keâe veece ef}Ùee nw~ Fme lee} keâes DeuceesÌ[e peveheo ceW ‘ngÌ[kesâ’ hej leLee
efheLeewjeieÌ{ peveheo ceW ‘ockee’ hej yepeekeâj oskeleeDeeW keâes veÛeeÙee peelee nw~ efheLeewjeieÌ{ ceW Fmes ‘oskeleejer yeepee’ Yeer
keâne peelee nw~ Ùen lee} hetCe& ™he mes ‘keerj jme’ ØeOeeve nw~ Fmes megvekeâj ceve ceW peesMe GlheVe nesves }ielee nw~
Ú: cee$ee ceW efveyeæ Ùen lee} efvecve ™he mes yepeleer nw :

1 2 3 4 5 6
ss ss sYe Yebs sYeb ss

Yebs ss sYe Yebs sYeb ss

Yebs sie      Ì[Oe YeYeb sYeb ss

Yebs she      ss Yebs sYeb ss

Yebs she      she       YeYeb sYeb ss

Yebs Yebs sYe      YeYeb sYeb ss

Yebs nie Ì[Oe YeYeb sYeb ss
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lee}-3 :

1 2 3 4 5 6

OeeRs keäÌ[OeeR sOe efles keäÌ[OeeR sOe

OeeRs keäÌ[OeeR sOe efles keäÌ[OeeR sOe

OeeRs iÌ[OeeR sOe efles iÌ[OeeR sOe

OeeRs keäÌ[OeeR sOe ss keäÌ[OeeR sOe

ss keäÌ[OeeR sOe efles keäÌ[OeeR sOe

OeeRs keäÌ[OeeR sOe efles keäÌ[OeeR sOe

lee}-4 :

1 2 3

Yebcn YebYecn eflesle

Yebcn YebYecn eflesle

Yebcn YebYeb Yecn

Yebcn YebYecn eflesle

Yebcn YebYeYeb Yecn

Yebcn YebYeb eflesle

lee}-5 :

1 2 3 4 5 6

Yebs Yecn Yebs Yebs sOes ss

Yebs Yecn Yebs efos ›eâefo s›eâ

Yebs Yecn Yebs YeYeb sOes ss

Yebs Yecn Yebs efos ›eâefo s›eâ

efos ›eâYe Yebs YeYeb sOes ss

Yebs YeYe Yebs efos ›eâefo s›eâ

Yebs Yecn Yebs YeYeb sOes ss

Yebs Yecn Yebs efos ›eâefo s›eâ

lee} (6) : meele cee$e ceW efveyeæ Ùen lee} ‘keâlÙetjer jepeeDeeW’ keâer ‘peeiej’ ceW yepeeF& peeleer nw~

1 2 3 4 5 6 7

Ye s Yeb s Yeb s s

Yeb s Yeb s Ye ced n

Yeb s Yeb s Yeb s s
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eflele s efleled s leer s le

efleled s efleled s efle keâd Ì[

Yeb s Yeb s Yeb ced n

Yeb s Yeb s Yeb ced n

lee} (7) : peye [bieefjÙee keâe Mejerj pÙeeoe keâbheve keâjves }ielee nw lees hen}s mes yepe jner lee} keâes
yeo}keâj Ùen lee} yepeeÙeer peeleer nw~ Fme Oegve ceW oskelee hetCe& ™he mes Dekeleefjle nes peeles nQ Deewj KeÌ[s neskeâj
veeÛeves }ieles nQ~ FmeceW Ùen OÙeeve jKevee nw efkeâ ngÌ[kesâ keâes KeeRÛeves hej ngÌ[kesâ keâe mkej ÛeÌ{ peelee nw efpemes ‘heb’
Meyo mes oMee&Ùee ieÙee nw~ Ì{er}s DeLee&le cebõ mkej keâes ‘Yeb’ Meyo mes oMee&Ùee ieÙee nw~

1 2 3 4 5 6 7

obs leob sob sob sle obs efleš

obs leob sob sefleled sle obs obs

obs leob sob sefleled sle obs efleš

hebs heheb sheb sheb she hebs efheš

Yebs YeYeb sYeb sYeb sYe Yebs efYeš

lee}-8:

1 2 3 4 5 6

eflelOeb sefleled Oebs eflelOeb sefleled Oebs

eflelOeb sefleled Oebs eflelOeb sOeb Oevn

eflelOeb sOeb Oevn eflelOeb sOeb Oevn

OebOe OeOeb Oevle OebOe OeOeb Oevle

OebOe OeOeb Oevn OebOe OeOeb Oevn

sOe OeOeb Oevn OebOe OeOeb Oevn

leble leleb levn leble leleb levn

OebOe OeOeb Oevn OebOe OeOeb Oevn

lee}-9 :

1 2 3 4 5 6

Oeb Oeb Oeb Oevn ›eâ efle

Oeb Oeb Oeb Oevn iÌ[ Oeb

Oeb Oeb Oeb Oevn ›eâ efle

Oeb iÌ[ Oeb Oeb Oe vn

Oeb iÌ[ Oeb Oevn ›eâ efle

Oeb keäÌ[ leled leled leled leled
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leled leled leled leled leled leled

Oeb iÌ[ Oeb Oeb Oe Oeb

Oeb iÌ[ Oeb Oeb Oe vn

lee}-10 :

1 2 3 4 5 6

Oebs Oebs leleds leleds lele Oebs

Oebs Oevn leleds leleds lele Oebs

OebÌ[ Oevn leleds leleds leOe Oebs

OeOe Oevn leleds leleds leOe Oebs

Oebs Oevn Oebs Oebs leOe Oebs

OeOe Oevn Oebs Oebs leOe Oebs

leOe Oebs leleds leleds lele Oebs

OeOe Oebs leleds leleds          leOe Oebs

lee}-11 :

1 2 3 4 5 6 7

Oeie Ì[Oeb sefle šOeb ss efleleds ss

Oeie Ì[Oeb sefle šOeb ss efleleds ss

Oeie Ì[Oeb sOeb sOe ieÌ[ Oebs Oebs

Oeie Ì[Oeb sOeb sOe ss efleleds ss

Oeie Ì[Oeb sOeb ss Oebs Oebs Oebs

Oeie Ì[Oeb sOeb sOeb ss efleleds ss

lee}-12 :

1 2 3 4 5 6

Yeb cn Yeb Yeb Ye cnYe

Yeb cn Yeb Yeb Ye cnYe

Yeb cn Yeb Yeb Ye cnYe

Yeb s s leled leled le

leled s leled leled leled òe

leled s leled leled òe le

leled s Yeb Yeb Ye cnYe

s Yeb s s leled s
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lee}-13 :

1 2 3 4 5 6

OebOeb OebkeäÌ[ OebOeb Oebs ss ss

Oebie OebiÌ[ OebOeb Oebs ss ss

Oebie OebiÌ[ Oebie Oebie OebiÌ[ Oeie

Oebie OebiÌ[ Oebie Oebs ss ss

lee}-14 :

1 2 3 4 5 6

Yebs hehe Yebs hes hehe Yebcn

hes hehe Yebs hes hehe Yebs

Yebcn hehe Yebs ss hehe Yebcn

leleds lele Oebs leleds lele Oebs

Yebs hehe Yebs hes hehe Yebcn

lee}-15 :

1 2 3 4 5 6

Yebs Yehe Yebs Yeced nefOe siÌ[

ss Yehe Yebs Yece nefOe siÌ[

hebs hehe hebs hebs sefle skeäÌ[

Yebs Yehe Yebs Yeced nefOe siÌ[

Yebs Yehe Yebs YeYeb sYeb she

Yebs Yehe Yebs Yeced nefOe siÌ[

lee}-16 :

1 2 3 4 5 6

Yebs Yehe Yebs efokeäÌ[ ooeb so

Yebs Yehe Yebs efokeäÌ[ ooeb keäÌ[o

Yebs Yehe Yebs heheds hehe Yebs

Yebs Yehe Yebs efokeäÌ[ ooeb keäÌ[o

efokeäÌ[ ooeb keäÌ[o efokeäÌ[ ooeb keäÌ[o

Yebs Yehe Yebs YeYeb sYe Yecn
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lee}-17 :

1 2 3 4

hebs           Yeeflekeâ sYe Yecn

hebs Yeeflekeâ sYe Yecn

YebYeb YebYeb YebYeb YebYeb

hebYeb hebYeb hebYeb hebYeb

YeYeb sYeb sYe Yebs

YeYeb sYeb sYe Yebs

hebs Yeeflekeâ sYe Yecn

lee}-18 :

1 2 3 4 5 6

Yeb s Ye ce Ye ce

efOe ce efOe he Ye ce

Yeb s Ye ce Ye ce

he hed efOe he Ye ce

he hed Ye ce Ye ce

efOe ce efOe he Ye ce

lee} (19) :  Ùen lee} Yeer oskeleeDeeW mes mebyebefOele lee} nw efpemes ‘nerle IevÙee}’ keânles nQ~ nerle oskelee
keâes }eskeâ ceW ‘ke=â<Ce’ keâne peelee nw Deewj Ùen }eskeâ oskelee vejbkeâej kesâ meeLeer nQ~ }eskeâ peveceeveme keâe Ùen efkeÕeeme
nw efkeâ pees keâece keâneR efmeæ veneR neslee Gmes Ùen oskelee hetCe& keâjles nQ~ Fvekeâe cebefoj Iej kesâ meyemes Thejer cebefpe}
ceW yeveeÙee peelee nw~ Ú: cee$ee ceW efveyeæ Fme lee} keâe ™he Fme Øekeâej nw-

1 2 3 4 5 6

Yebs Yeefle šYe Yebs Yeefle šYe

Yebs Yeefle šYe Yebs Yeefle šYe

Yebs Yeefle šYe Yebs YeYe leYe

Yebs Yeefle šYe Yebs YeYe leYe

efve<keâ<e& :

«eeceerCe heefjkesMe ceW Deepe Yeer ØelÙeskeâ MegYe keâeÙeeX ceW meke&ØeLece ‘YetefceÙeeB’ (Yetefce kesâ oskelee) leLee Deheves F<š
oske keâe hetpeve ‘ngÌ[keâe’ keeove kesâ meeLe efkeâÙee peelee nw~ nceejer mebmke=âefle ceW ngÌ[kesâ kesâ meeLe efkeâS peeves kee}s Ssmes
Deveskeâ keâeÙe& nQ efpeveceW kesâke} mebieerle ner veneR Deefheleg Meejerefjkeâ Ùeesie keâer cegõeÙeW Yeer heeF& peeleer nQ pees mkeemLÙe
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}eYe nsleg DelÙeefOekeâ Devegkeât} nQ~ Ùeesie leLee }eskeâmebieerle
keâe DeÆgle mebiece nceejer mebmkeâefle keâes Deewj Yeer DeefOekeâ
megÂÌ{ yeveelee nw~ keâeÙeeX kesâ meeLe-meeLe }Ùe ke ieerle keâe
ØeÙeesie Lekeâeve keâes lees efcešelee ner nw meeLe ner nceejs
}eskeâ mebieerle keâes Yeer pevce oslee nw~

}eskeâ keeÅeeW keâes mebjef#ele jKeves ceW }eskeâ keâ}eDeeW
keâe yengle yeÌ[e Ùeesieoeve nw~ mechetCe& mebieerle keâe DeeOeej
}eskeâ hejbhejeÙeW ner nQ~ Deiej Ùen Fmeer lejn Kelce nesleer
jner lees ken meceÙe otj veneR peye nceejs heeme Dehevee
keânves kesâ ef}S heMÛeeleehe kesâ Deefleefjòeâ kegâÚ Yeer Mes<e
veneR jnsiee~ Dele: efke}ghle nesleer nceejer mebmke=âefle kesâ
mebj#eCe kesâ ef}S }eskeâ keeÅeeW ke Fvekeâes yepeeves kee}s
}eskeâ keâ}ekeâejeW keâe mebj#eCe keâjvee DelÙeekeMÙekeâ nw~
Deheveer }eskeâ keâ}eDeeW keâes yeÛeeves kesâ ef}S meYeer
DeefYeYeekekeâeW mes Ùen efkeveceÇ efvekesove nw efkeâ kes Deheves
yeÛÛeeW keâes mebmke=âefle mes peesÌ[ves kesâ ef}S Deheveer #es$eerÙe
yees}er ceW yeele-Ûeerle keâjW Deewj }eskeâ mebyebOeer keâeÙe&›eâceeW,
keâeÙe&Mee}eDeeW, ces}eW ke hekeeX ceW pe™j }s peeÙeW keäÙeeWefkeâ

ØelÙe#e ™he mes osKeer ieÙeer ÛeerpeeW keâe ØeYeeke DeefOekeâ
neslee nw Deewj ken peerkeve Yej Ùeeo jnleer nQ~

efpeme Øekeâej Meem$eerÙe mebieerle ceW ‘YeeleKeC[s mebieerle
meefceefle’ ke ‘ØeÙeeie mebieerle meefceefle’ veecekeâ mebmLeeDeeW
Éeje kÙekemeeefÙekeâ hee"Ÿe›eâce Ûe}eÙee peelee nw Gmeer
Øekeâej }eskeâ mebieerle ceW Yeer DeuhemeceeÙeekeefOe kee}s
hee"Ÿe›eâceeW keâer Meg®Deele keâjveer nesieer efpememes nceejs
heejbheefjkeâ }eskeâ keeÅeeW Deewj }eskeâ ieerleeW keâes meerKeves keâer
hejbheje Deeies yeÌ{ heeSieer~ mebmLeeDeeW kesâ Keg}ves mes
}eskeâ keâ}ekeâjeW keâes Yeer FmeceW jespeieej efce}siee efpememes
Deeves kee}er heerefÌ{ÙeeB Yeer FmeceW Dehevee Yeefke<Ùe le}eMeWieer~
DeekeâeMekeeCeer, otjoMe&ve leLee DevÙe keâeÙe&›eâceeW kesâ ceeOÙece
mes nceejs }eskeâ keâ}ekeâejeW keâes henÛeeve efce}veer ÛeeefnS~
Fvekeâer efkeOeeDeeW keâe Dee@ef[Ùees-efkeef[Ùees efjkeâe@[& meb«eefnle
keâj FvnW mebjef#ele keâjves keâer DeekeMÙekeâlee nw~ Ùen nce
meYeer keâe oeefÙelke Yeer yevelee nw efkeâ nce meYeer Deheves-
Deheves mlej mes Deheveer keâ}eDeeW keâes meerKeW ke Deheveer
mebmke=âefle kesâ mebj#eCe ke mebkeOe&ve nsleg Fmes DeefOekeâ mes
DeefOekeâ ØeÛeeefjle-Øemeeefjle keâjW~

MeesOe-he$e ceW keefCe&le lee}eW keâes megveves nsleg ‘keäÙet Deej keâes[’

‘mebieerle veeškeâ Dekeâeoceer’ kesâ meewpevÙe mes

‘Yeeke jeie lee} veešŸe Dekeâeoceer efheLeewjeieÌ{’ Éeje DeeÙeesefpele
‘}eskeâ keeÅe efvecee&Ce keâeÙe&Mee}e’
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‘Le}kesâoej’ efheLeewjeieÌ{ keâer le}nšer ceW yemes «eece ‘mÙetveer’ kesâ ‘ßeer censMe jece peer’ ‘ngÌ[keâe’ yeveeles ngS

‘Le}kesâoej’ efheLeewjeieÌ{ keâer le}nšer ceW yemes «eece ‘mÙetveer’ kesâ ‘ßeer censMe jece peer’ ‘ngÌ[keâe’ yeveeles ngS
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YeejleerÙe leb$eer keeÅeeW keâer ßesCeer ceW meejbieer keâer Glke=â<šlee Skeb
GheÙeesefielee : Skeâ efkekesÛeve

ceveoerhe keâewj
meneÙekeâ Øeesheâsmej, mebieerle keeÅe efkeYeeie

yeeryeerkesâ [erSkeer keâe@}spe heâe@j efkecesve, Dece=lemej (hebpeeye)

meejbMe :

YeejleerÙe mebieerle kesâ DeOÙeÙeve, efkekesÛeve Skeb efkeM}s<eCe ceW keeÅeeW keâer Yetefcekeâe leLee cenòke Deefveke&ÛeveerÙe nw~
kewefokeâ keâe} mes }skeâj kele&ceeve lekeâ keeÅeeW keâer efkeefYeVe ßesefCeÙeeb mebieerle ceW Skeâ} leLee mebiele ™he ceW Dehevee
Dekeoeve os jner nQ~ ßesefCeÙeeW keâer Fme hejcheje ceW leb$eer keeÅeeW kesâ Devleer&veefnle meejbieer keâer Glke=â<šlee Skeb GheeosÙelee
Øemlegle keeÅe keâer mece=efæ keâer ieeLee keâes kÙeeKÙeeefÙele keâjleer nw~ YeejleerÙe keeove ØeLee ceW meejbieer keâe GÆke ieeÙeve
keâer mebiele ceW DevÙe keeÅeeW kesâ meeLe Dehes#eeke=âle keâef"veeF& Deeves kesâ keâejCe ngDee~ Fmekeâer ßes…lee ceeveke keâb" kesâ
meceeve GlheVe nesves kee}er mkejeke}er nw~ meejbieer mebiele kesâ #es$e ceW lees KÙeele ngF& ner, Fmekesâ keeokeâeW ves keâef"velece
mebIe<e& mes Skeâ} ™he ceW Yeer Fme keeÅe keâes Øeefleef…le mLeeve keâe DeefOekeâejer yeveeÙee~ Fmekeâer heefjefOe ceW mebieerle keâe
}eskeâ Skeb Meem$eerÙe oesveeW he#e Deeles nQ~ meejbieer kesâ YesoeW keâe kewefkeOÙe, Fmekesâ efkeefYeVe IejeveeW keâer Glkeâ<e& hetCe& jerefle,
peneb Fmekeâer keâerefle& DeLekee meebmke=âeflekeâ ieewjke keâe metÛekeâ nw, keneR Fmekesâ keâ}ekeâejeW keâer kewefÕekeâ mlej hej Øeefle…e
ke henÛeeve meejbieer kesâ GVele Øemeej keâes ØeoefMe&le keâjleer nw~

cegKÙe Meyo :

leb$eer keeÅe, meejbieer, mebjÛevee, DeeefkeYee&ke, cenlke, GheeosÙelee, Øemeej, efve<keâ<e&~

keeÅe-mebieerle ves mebieerle kesâ Deemkeeove ceW DevÙe
efkeOeeDeeW kesâ mecekeâ#e Deheveer cenleer menYeeefielee Øekeâš
keâer nw~ Fmekesâ Devleie&le leled, Dekeveæ, Ieve Skeb megef<ej
keeÅeeW keâer keâesefš Deeleer nw, efpemeceW leled DeLekee leb$eer
keeÅe ØeeÛeerve keeÅeeW keâe ØeefleefveefOelke keâjles ngS efkeefMe<š
mLeeve jKeles nQ~ Fmekesâ kÙeglheefòebhejkeâ DeLe& keâes osKeW lees
%eele neslee nw efkeâ ‘leled’ Meyo ‘leveg’ Oeeleg mes efve<heVe
ngDee nw, efpemekeâe DeLe& ‘efkemleej keâjvee’ nw~ ‘‘GCeeefo
met$e ‘leefvece=*dYÙeebkeâÛÛe’ mes ‘leveg’ Oeeleg ceW ‘le’ ØelÙeÙe
}iekeâj ‘leleced’ Meyo yevelee nw, efpemekeâe DeLe& neslee nw-

pees kÙeehle Deewj efkemle=le nes, efpemeceW mkej kÙeehle nes
Deewj Gmekeâe efkemleej efkeâÙee peeS~ Fme kÙeeKÙee mes
‘leleced’ Meyo ‘keerCee’ ‘jekeCenmle’, ‘mesjsIeer’, ‘efkeâVej’
Deeefo Deekeâej ceW efkemle=le Deewj Deheves leejeW Ùee leblegDeeW
ceW kÙeehle mkej keâe efkemleej keâjves kee}s keeÅeeW kesâ ef}S
ÙeLeeLe& ner ØeÙegòeâ neslee nw~’’1 leb$eer meeÌpe kesâ efkemle=le
DeeÙeece ceW meejbieer keâer Okeefve ves Deheveer efkeMes<e henÛeeve
yeveeF&~ mebieerle ceW Fmekesâ DeeefkeYee&ke keâer ÛeÛee& mes hetke&
Fmekeâer mebjÛevee hej Âef<šheele DeekeMÙekeâ nw~ meejbieer
keâer }cyeeF& }ieYeie oes hegâš keâer nesleer nw~ legcyes keâer
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peien Fmekeâe }keâÌ[er mes hesšvegcee Deekeâej yevee neslee
nw, pees Meer<e& mes [ce™ kesâ Deekeâej keâe leLee veerÛes mes
Ûeheše neslee nw, Fmes Keesokeâj Thej mes ÛeceÌ[e ceÌ{
efoÙee peelee nw~ Fmekesâ hesš kesâ yeerÛe ceW IegÌ[Ûe }ieer
nesleer nw, efpemekesâ veerÛes mes Ûeej leeble IegÌ[Ûe hej mes nesles
ngS KegefšÙeeW kesâ Thej peeles nQ~ keeove nsleg keâceeve Deewj
yeeSb neLe keâer Gbieef}ÙeeW kesâ veeKetveeW keâe ØeÙeesie neslee
nw~ veKeeW Éeje leebleeW keâes heerÚs mes Útkeâj mkej GlheVe
efkeâÙee peelee nw~ ‘‘meejbieer ceW lejye keâer iÙeejn KegbefšÙeeb
meeceves cemlekeâ hej jnleer nw leLee oef#eCe heeÕe& ceW lejye
keâer Ûeewyeerme KegbefšÙeeB nesleer nQ~ FveceW mes kegâÚ ceW heerle}
kesâ leLee kegâÚ ceW }esns kesâ leej ÛeÌ{s jnles nQ~ cemlekeâ hej
lejye kesâ leejeW keâer pees KegbefšÙeeB nesleer nw Gvekesâ ef}S ces™
kesâ heeme ner Úesšer-Úesšer oes IegÌ[Ûe jnleer nw, efpeve hej
neskeâj Gòeâ iÙeejn leej veerÛes Deeles nQ~’’2 meejbieer keeove
KeÌ[s neskeâj leLeeb yew"keâj oesveeW cegõeDeeW ceW efkeâÙee peelee
nw~ Meem$eerÙe mebieerle ceW yew"keâ keâer cegõe Skeb }eskeâ
mebieerle ceW KeÌ[s nesves keâer cegõe keâer hejcheje jner nw~
meejbieer kesâ hetke& ™heeW ceW meeefjvoe, efÛekeâeje, keâceebÙeÛee,
yeveece Deeefo keeÅeeW kesâ veece Deeles nQ~ Fmekesâ efkeefkeOe
™he Yeejle keâer De}ie-De}ie mebmke=âefleÙeeW ceW ØeÛeef}le
nQ, ÙeLee- iegpejeleve meejbieer jepemLeeve keâer }bieeDeeW keâer
iesÙe peeefle ceW Øeefmeæ nw~ Oeeveer meejbieer keâe efvene}os kesâ
peesefieÙeeW Éeje keeove neslee nw~ efmevOeer meejbieer }biee
peeefle Éeje ØeÙegòeâ nesleer nw~ De}ebyeg, pewme}cesj ceW heeF&
peeves kee}er cebpeerefveÙee peeefle keâe keeÅe nw~ meeefjvoe keâe
mecyevOe hebpeeye, jepemLeeve, Demece mes nw~ Yeejle mes
Flej veshee}er meejbieer ievoYe& mecegoeÙe mes mecyeefvOele nw~
Fme keeÅe kesâ veece Skeb efvecee&Cekeâlee& kesâ mevoYe& ceW
efkeÉeveeW keâer OeejCeeSb Skeâcele veneR nw~ heefC[le jeceveejeÙeCe
efkeâmeer meceÙe Fmekeâe ØeÛeef}le veece ‘meewjbieer’ yeleeles nQ,
pees yeeo ceW efyeieÌ[keâj ‘meejbieer’ nes ieÙee~ GvneR kesâ
DevÙe celeevegmeej Fme keeÅe keâe Deeefke<keâej jekeCe ves
efkeâÙee Deewj Fmekeâe cet} veece jekeCenlÙee Lee~ Dejefkevo
heeefjKe, Deceerj Kegmejes kesâ meceÙe Fmekeâe veece ‘mepejbie’

yeleeles nQ~ keeÅe kesâ ™he ceW Fmekeâer Glheefòe kesâ yeejs ceW
ceevÙelee nw efkeâ meejbie Keeve veece kesâ keeokeâ, pees keeefÌpeo
De}er Meen kesâ ojyeej ceW Les, ves Fme keeÅe keâe efvecee&Ce
efkeâÙee, GvneR kesâ veece mes Fmes meejbieer keâne peeves }iee~
Fvekesâ Deefleefjòeâ efceÙeeb keâu}t KeeB, neefkeâce yekeâjle ieew
keâes Yeer Fmekeâe efvecee&Cekeâlee& ceevee peelee nw~ Fmekesâ
DeeefkeYee&ke kesâ heefjØes#Ùe ceW Ùeefo ØeeÛeerve «evLeeW keâes osKeW
lees ‘mebieerle cekeâjbo’ ceW ‘mewjvOeÇer’ veecekeâ keerCee keâe
keCe&ve efkeâÙee ieÙee nw, efkeâvleg Gu}sefKele «evLe ceW Fmekeâe
mke™he DeØeehÙe nw~ ‘mebieerle megOeekeâj’ ceW ‘meejbie keerCee’
keâe Gu}sKe efce}lee nw, efkeâvleg Gmekeâer keeove efkeefOe ceW
Øenej, keâe ØeÙeesie yeleeÙee ieÙee nw~ ‘hebef[leejeOÙeeÙeÛeefj$e’,
‘yemeke hegjeCe’ leLee ‘mebieerle jlveekeâj’ ceW meejbie keerCee
keâes keefCe&le efkeâÙee ieÙee nw~ ‘keeÅe ØekeâeMe’ «evLe Yeer leled
keeÅeeW ceW Øemlegle keerCee keâe efÛe$eCe keâjlee nw~ ‘keeÅeeOÙeeÙe’
ceW jekeCenmle keerCee keâe keCe&ve keâjles ngS Devle ceW
yeleeÙee ieÙee nw efkeâ }ewefkeâkeâ ceW Fmes meejbieer veece mes
peevee peelee nw~ ‘mebieerlejepe’ kesâ Devleie&le meejbieer keâe
efkemleej mes Debkeâve ngDee nw~ GheÙe&gòeâ ØeceeCe Fme yeele
kesâ heefjÛeeÙekeâ nQ efkeâ ‘mebieerle jlveekeâj’ DeLee&le 1235
F&. kesâ meceÙe lekeâ meejbieer keâe ØeÛeej nes Ûegkeâe Lee, Ûeens
vÙetvece ™he ceW ner ngDee nes~ cenejeCee kegâcYee kesâ meceÙe
DeLee&led 1450 F&. lekeâ Fme keeÅe ves mkeerkeâeÙe&lee Øeehle
keâj }er Leer, leYeer DeeFve-S-Dekeâyejer Deewj jeie ohe&Ce
kesâ jÛeefÙeleeDeeW ›eâceMeŠ Deyeg} heâÌpe} Deewj ÌHeâkeâer™u}e
ves Deheves «evLeeW ceW Fmekeâe Gu}sKe efkeâÙee nw~ jeie
ohe&Ce ceW heâkeâer™u}e ves meejbieer kesâ meeLe-meeLe Fmekesâ
keeokeâeW kesâ yeejs ceW Yeer yeleeÙee nw~ Gvekesâ Devegmeej
‘‘meejbieer Yeer efnvogmleeve keâe keeÅe Ùeb$e nw, pees yengle
yepeeÙee peelee nw~ Ùen jyeeye mes Úesšer nesleer nw Deewj
F&jeveer keeÅe ‘Depeyekeâ’ mes efce}leer peg}leer nw~ FvneWves
meejbieer keeokeâ Deu}en oeo oeÌ[er kesâ mecyevOe ceW keâne
nw efkeâ Ùen pee}vOej kesâ Deeme-heeme jnves kee}e meejbieer
keeokeâ Lee~ Gmekesâ meceeve meejbieer megveves ceW veneR DeeF&~
efnpejer meved 67 ceW Gmekeâe osnevle ngDee~’’3 keâefleheÙe
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efkeÉeve meejbieer keâes efkeosMeer meeÌpe ceeveves kesâ he#eOej nQ,
pewmes heer.šer. ØeâWÛe Fmes heefMe&Ùeve keeÅe keânles nw hejvleg
Joep Bor ves Deheveer hegmlekeâ ‘The voice of the

Sarangi’ ceW Fmes YeejleerÙe meeÌpe ner ceevee nw, peneb
GvneWves DevÙe heâejmeer efkeÉeveeW kesâ cele keâes jsKeebefkeâle
keâjles ngS keâne nw efkeâ ‘‘They made a clear
distinction between foreign instruments
such as the kamancha or nay and
indigenous instruments such as the

Sarangi or Bansuri’’4 meejbieer kesâ DeeefkeYee&ke ves
ieeÙeve kesâ Meem$eerÙe Skeb }eskeâ he#e ceW mebiele ™he ceW
Deheveer GheeosÙelee keâes lees Dee}esefkeâle efkeâÙee ner, meeLe
ner Skeâ} ™he ceW Yeer Deheves mLeeve keâes megÂÌ{ efkeâÙee~
YeejleerÙe mebieerle kesâ Fefleneme keâe Deke}eskeâve keâjW lees
mhe<š neslee nw efkeâ ceOÙekeâe} keâer ieeÙeve efkeOee ceW
OeÇgheo, Oeceej Mewef}ÙeeW keâe ØeÛe}ve Lee, efpemekeâer mebiele
ceW yeerve keeÅe keâe ØeÙeesie efkeâÙee peelee Lee~ Fmekeâe
ØeÛe}ve Flevee Lee efkeâ OeÇgheo ieeÙekeâer ceW pees ieeÙee peelee
Lee, yeerve keeokeâ mkelev$e ™he mes Yeer Gmekeâe keeove
efkeâÙee keâjles Les~ Mevew: Mevew: ieeÙeve ceW Fve oesveeW keâe
mLeeve KÙee} Deewj "gcejer Mew}er ves }s ef}Ùee~ Deye Fve
oesveeW ieeÙeve Mewef}ÙeeW kesâ meeLe yeerve keâer mebiele ceW
keâef"veeF& nesves }ieer, keäÙeeWefkeâ KÙee} ceW leeveeW keâe Skeâ
Keeme mLeeve Lee Deewj "gcejer ceW efkeefkeOe Øekeâej keâer
cegefke&âÙeeb Deewj Keškesâ ØeÙegòeâ nesles Les~ Fvekesâ ef}S Ssmes
keeÅe keâer pe™jle Leer, pees oesveeW kesâ meeLe yeiewj efkeâmeer
oes<e kesâ mebiele keâj mekesâ~ meejbieer Fmeer oes<e cegòeâ mebiele
meeÌpe kesâ ™he ceW Øekeâš ngF& keäÙeeWefkeâ Ùen keeÅe ie}s keâer
mkejeke}er keâe DevegkeâjCe keâjves ceW meeceLÙe& nw Deewj
FmeceW ceeR[, Keškeâe, iecekeâ, cegkeâer&, leeveW Deeefo keâes
ßes… efkeefOe mes efvekeâe}e pee mekeâlee nw~ Fmeef}S Fmekeâe
ØeÛeej lelkeâe}erve meceÙe ceW DeoddYegle ™he mes ngDee~ [e@Ê
ØekeâeMe ceneef[keâ ieeÙeve ceW Fmekesâ cenòke keâes Dee}esefkeâle
keâjles ef}Keles nQ efkeâ ‘‘meejbieer keeokeâ, ieeÙeve keâer mebiele
keâjles ngS jeie mke™he keâes kÙeòeâ keâjves ceW meneÙelee
keâjlee nw~ kegâÚ ieeÙekeâ keâ}ekeâej yeerÛe-yeerÛe ceW meejbieer

keeokeâeW keâes yepeeves keâe ceewkeâe osles nQ, efpememes keâeÙe&›eâce
keâer Skeâjmelee ve<š neskeâj jesÛekeâlee yeveer jnleer nw~ Fme
Øekeâej mechetCe& keâeÙe&›eâce keâes meheâ} yeveeves ceW meejbieer
keâe cenòkehetCe& Ùeesieoeve nw~’’5 efkeâmeer meeOeg ieeÙekeâ kesâ
meeLe meejbieer keâer mebiele mebieerle keâes DelÙevle ceOegj Deewj
ØeYeekeer yevee osleer nw~ Fme meeÌpe ceW mebiele kesâ ÙeesiÙe
efvekee&n keâer hetCe& #ecelee nw~ Ùen mkeÙeb ceW Skeâ ner Ssmee
keeÅe nw, peneb lejyeeW keâe hen}e mehlekeâ DeÛe} Leeš
ceW, otmeje jeie ceW GheÙegòeâ mkejevegmeej leLee leermeje
mebkeeo mkejeW kesâ DeeßeÙe hej efce}eÙee peelee nw~ Demleg
Ùen YeejleerÙe mebieerle kesâ mLeeÙeer, Deejesn-Dekejesn, mebÛeejer,
keCe&, mebkeeo Deeefo kesâ efveÙeceeW keâe efveke&nve Skeb ØeoMe&ve
keâjves kee}e meeÌpe nw~ DevÙe leb$eer keeÅe, efpeveceW mkej
Glheefòe kesâ ef}S Øenej efkeâÙee peelee nw, ceW mkej DeefOekeâ
osj lekeâ "nj veneR heelee hejvleg iepe mes yepeeves kee}s
Ùev$eeW kesâ meeLe Ssmee veneR neslee~ meejbieer ceW mkej keâer
efvejvlej efmLeefle keâes ie}s kesâ meceeve DeefOekeâ osj kesâ ef}S
jKee pee mekeâlee nw, Ùen Fmekeâe kewefMe°Ÿe nw~

keeÅe mebieerle ceW meejbieer Ssmee keeÅe nw, pees Meem$eerÙe
leLee }eskeâ mebieerle ceW meceeve ™he mes ØeÛeef}le ngDee~
kemlegle: Ùen }eskeâ mebieerle keâe ner keeÅe nw~ }eskeâ mebieerle
ke=âef$ecelee mes jefnle ceveg<Ùe kesâ Devlece&ve keâer DeefYekÙeefòeâ
keâe DelÙevle mej} ceeOÙece nw~ Meem$eerÙe mebieerle kesâ
keâÌ[s efveÙeceeW kesâ mLeeve hej meerOeer, menpe jerefle mes ùoÙe
kesâ YeekeeW keâe Debkeâve keâjvee Fmekeâe iegCe nw, efpemeceW
efkeâmeer #es$e Ùee ieebke keâer efceóer keâer hen}er ke<ee& ceW Yeerieves
kesâ yeeo keâer meer KegMeyet meceeF& nesleer nw~ meejbieer keâe
}eskeâ mebieerle kesâ meeLe mecyevOe hetke& ceW keefCe&le Fmekesâ
YesoeW mes Âef<šieesÛej neslee nw~ meejbieer ves mebiele ™he ceW
Deheveer mLeehevee nsleg efpeleveer keâef"ve Ùee$ee keâer, Glevee
ner keâ"esj ceeie& Skeâ} ™he ceW DeYeer<š Øeefle…e nsleg Yeer
leÙe efkeâÙee~ jepeojyeejeW mes DeeßeÙe keâer meceeefhle kesâ
yeeo ieeÙekeâer kesâ #es$e ceW DekelejCe, Ghejevle Ùen Skeâ}
keeove kesâ heLe hej Ûe}er, efpeme ceeie& kesâ Devegieeceer
kele&ceeve kesâ keâF& ßes… keeokeâ nQ~ Fmekeâe meke&ØeLece ßesÙe
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Gmleeo yegvot Keeb peer keâes peelee nw~ OÙeelekÙe nw efkeâ
FmeceW ieeÙekeâer Deewj ielekeâejer oesveeW keâe mkelev$e keeove
neslee nw~ meejbieer keâe mkelev$e keeove ßeesleeDeeW kesâ ceve
keâes yeeBOe }slee nw~ Gmleeo meguleeve Keeb Éeje ‘‘Michael

J. Fox Theatre, Canada’’6 ceW ngS keâevmeš& ceW
meejbieer hej yepeeF& ‘nerj’ kegâÚ #eCeeW kesâ ef}S meceÙe keâes
jeskeâ keâj ßeesleeDeeW keâes kesâke} DevegYetefle kesâ jme ceW
mejeyeesj keâj osleer nw~

[e@. megjsMe jeÙe ›ele meejbieer keâer iegCekeòee keâes
[e@. yeš&ve Éeje Øemlegle keâmeewšer hej Gleejles ngS ef}Keles
nQ efkeâ ‘‘The seven fold tests of an excellent
musical instrument suggested by
Dr. Barton are successfully applicable to
sarangi. These tests are range and pitch
of the instrument, internal relation of
possible notes, the power and delicacy of
tones producible, charge of intensity of the
sound while they last, quality of sound and
capability of simultaneously producing
more than one note. By any yardstick or

test Sarangi appears outstanding.’’7 Flevee
ner veneR megjsMe jeÙe ›ele veešŸeMeem$e ceW Gu}sefKele
Glke=â<š mebieerle DeefYekÙeefòeâ keâer Øeke=efòeÙeeW keâe keCe&ve
meejbieer kesâ mevoYe& ceW keâjles nQ, pewmes DeefYekÙeefòeâ keâe
ceeOegÙe&, ßeesleeDeeW keâes ceb$ecegiOe keâjves keâer #ecelee ke
keâ}e, YeekeveeDeeW keâer meewvoÙe&hetCe& DeefYekÙebpevee, mkejeW
keâer efkemle=le ëe=bKe}e kesâ Deefleefjòeâ mkejeW keâe meecebpemÙe,
pees efkeâ FmeceW ØeehÙe nw~

meejbieer keeÅe ves efkeefkeOe ™heeW ceW Øeefleef…le neskeâj,
pees KÙeeefle Øeehle keâer, Gmekesâ Øemeej keâe ßesÙe Fmekeâer
efke}#eCe ÙeesiÙelee kesâ meeLe-meeLe mecyeefvOele keâ}ekeâejeW
leLee Gvekesâ IejeveeW keâes Yeer peelee nw~ mebieerle kesâ IejeveeW
keâe cet} }#Ùe efkeâmeer efkeOee efkeMes<e keâer efkeefMe<š heæefle
keâes mebjef#ele keâj Gmes heerÌ{er-oj-heerÌ{er ÙeesiÙe neLeeW ceW
nmleebleefjle keâjvee neslee nw~ Fmekesâ ef}S Iejeves kesâ
mebmLeehekeâeW, Gvekesâ kebMepeeW leLee efMe<ÙeeW keâe Øemlegle #es$e
efkeMes<e ceW efoÙee Ùeesieoeve mebieerle kesâ DevegieeefceÙeeW kesâ

ef}S meowke mejenveerÙe leLee }eYeØeo jnlee nw~ meejbieer
keeÅe Yeer Fme Âef<š mes Dehekeeo veneR nQ~ meesveerhele-
heeveerhele, efou}er, meerkeâj, cegjeoeyeeo, yeveejme, Peppej
Deeefo IejeveeW kesâ meejbieer keeokeâeW kesâ veece efkeMes<e ™he mes
cegKeefjle nesles nw~

meesveerhele-heeveerhele Iejeves kesâ Gmleeo nwoj yeKMe
keâes meejbieer-keeove lekeâveerkeâ kesâ heefj<keâej leLee DeeOegefvekeâ
keeove keâe ØesjCee m$eesle ceevee peelee nw~ Deheveer keeove
#ecelee DeLekee efjÙeeÌpe hej Deštš efkeMJeeme kesâ keâejCe
GvneWves meejbieer keeokeâeW kesâ meeLe nesves kee}s YesoYeeke kesâ
ØeeflejesOe ceW mkeÙeb keâes heeveerhele Iejeves keâe ØeOeeve yeleekeâj
oes efkeKÙeele ieeÙekeâeW kesâ ceOÙe yew"keâj mebiele keâjves keâer
ceebie keâer~ keâne peelee nw efkeâ kesâke} Gvekeâes megveves nsleg
ieeÙekeâeW ves Dehevee ieeve jeskeâ efoÙee Lee~ Gvekeâer ØeLee keâes
Deeies yeÌ{eves kee}s keeokeâeW ceW Gmleeo efceÛe& Keeve,
Gmleeo Deu}eefoÙee Keeve keâe veece Deelee nw~ Fme
Iejeves kesâ DevÙe keâ}ekeâejeW kesâ veece nQ- Deyog} DeÌpeerÌpe
Keeve, nyeerye Keeve, Keeoce ngmewve Keeve, Deeefcej yeKMe,
heâwÙeepe Keeve Deeefo~

Gmleeo Deyog} ieveer Keeve keâes efou}er Iejeves kesâ
mebmLeehekeâ ceevee peelee nw~ Fvekesâ ÛeejeW heg$eeW-cecceve
Keeve, mecceve Keeve, megieÌ[e Keeve Deewj keâe}t Keeve ves
Deheves efhelee mes meejbieer keâer efMe#ee }er~ cecceve Keeve ves
Deheves efhelee keâer efkejemele kesâ Deveg™he meejbieer keâes Skeâ}
keeove ceW KÙeeefle Øeoeve keâer, efpevekeâer hejcheje keâes
Gvekesâ Yeleerpes Gmleeo yegvot Keeve ves De«emeeefjle efkeâÙee~
Gmleeo DeÌpeerce Keeve peÙehegj, meerkeâj kesâ jepeojyeej ceW
meejbieer keeokeâ Les, efpevekesâ keâejCe meerkeâj Iejevee Deefmlelke
ceW DeeÙee~ FvneWves Deheves heg$eeW, Gmleeo ceÌpeero Keeve,
ieg}eye Keeve, jnceeve Keeve, Fceecegöerve keâes efMe#ee oer~
ieg}eye Keeve kesâ heg$e he©eYet<eCe Gmleeo meguleeve Keeve ves
meejbieer keâes veÙee heâ}keâ Øeoeve efkeâÙee~ leye}e keeokeâ
Gmleeo peeefkeâj ngmewve kesâ MeyoeW ceW ‘‘Yeejle kesâ mebieerlekeâejeW
kesâ yeerÛe Ùen ceevee peelee nw efkeâ Gvekeâer meejbieer meÛecegÛe
ieeleer Leer~’’8
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cegjeoeyeeo Iejeves kesâ meejbieer keeokeâ Gmleeo meeyejer
Keeve keâe veece DelÙevle mecceeveveerÙe keâ}ekeâejeW ceW Deelee
nw~ Fvekesâ Deefleefjkeäle Fme Iejeves keâes Gmleeo Iemeerš
Keeve, Gmleeo Deceeve Keeve, nwoj Keeve, Gmleeo heâkeâerj
cegncceo Keeve, Gmleeo vevnW metheâer, Gmleeo nepeer ieg}eye
meeyej keâeojer, Gmleeo efmeöerkeâer Denceo Keeve, Gmleeo
ieg}ece meeefyej Keeve, Gmleeo ieg}ece cegncceo, Gmleeo
keâcee} meeyejer Deeefo ves efke}#eCe henÛeeve oer~ yeveejme
Iejeves kesâ keeokeâeW ceW efmeÙeepeer cenejepe, MebYetveeLe efceßee,
ieeshee} efceßee pewmes cenejefLeÙeeW kesâ veece Deeles nQ~ FveceW
ieeshee} efceßee Devet"er ØeefleYee kesâ heefC[le Les~ jece
veejeÙeCe peer kesâ MeyoeW ceW ‘‘He did not have any
preconceived ideas about the Sarangi and
would do whatever suited him, playing
any note with any finger. He was a very
successful performer and played every-
where with everyone. He had a remarkable
sense of rhythm and was known for
playing fast and complex rhythmical

patterns with his bow.’’9 meejbieer kesâ IejeveeW kesâ
mevoYe& ceW ‘Peppej’ keâe keCe&ve DeefvekeeÙe& nw~ Ùeneb kesâ
DeÌpeerce yeKMe Deheves meceÙe kesâ yesnlejerve keeokeâeW ceW mes
Skeâ Les~ FvneWves Deheves megheg$e Keeefoj yeKMe Deewj Úesšs
YeeF& keâe}s Keeve keâes Dehevee efMe<Ùe yeveeÙee~ DevÙe ceW
jceÌpeeve Keeve, cemeerle Keeve, cegncceo ngmewve Keeve ves
Deheveer efkejemele keâe ØeÛeej Øemeej efkeâÙee~

efve<keâ<e&le: GheÙe&gòeâ mechetCe& efkekesÛeve meejbieer kesâ
efkeefkeOe he#eeW keâes ØekeâeefMele keâjlee ngDee mebieerle ceW
Fmekeâer Goelelee, GheÙeesefielee, cenòke Skeb efkeMes<elee keâes
Øeefleheeefole keâjlee nw~ mebiele kesâ Meem$eerÙe he#e ceW lees

Fmekeâe mLeeve nw ner, hejvleg }eskeâ he#e lees Fmekesâ efyevee
DehetCe& nw, keneR mkeleb$e keeove ceW Fmekeâer ÙeesiÙelee yespeesÌ[
keâner pee mekeâleer nw, efpemekeâe ßesÙe efveefke&keeo ™he mes
meejbieer kesâ keefj… Skeb vekeerve keâ}ekeâejeW keâes peelee nw~
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Abstract :

The relationship between instrumental music and gender identities, particularly as
embodied in the concept of Atodya, illustrates how music simultaneously reflects and
reinforces deep-seated societal norms. This interplay underscores the dual role of
music as both a mirror and an architect of gendered social constructs, shaping and
perpetuating the identities it portrays. This paper explores the intricate relationship
between instrumental music, particularly focusing on Atodya, and its impact on gender
identity formation. Atodya, a distinctive form of instrumental music central to Kumaoni
cultural rituals, epitomizes the convergence of sonic tradition and sacred ceremony,
playing a crucial role in marking sacred events and delineating cultural boundaries.
By undertaking a comprehensive analysis of both historical and contemporary
perspectives on gender and music, the study reveals how Atodya, alongside similar
instrumental traditions, both reflects and reinforces entrenched gender norms. The
examination includes case studies of temple practices in South India and integrates
scholarly perspectives on the gendered dimensions of music. By elucidating the link
between specific musical instruments and gendered attributes, this paper underscores
the necessity of re-evaluating conventional norms to foster more inclusive and
progressive musical practices.

Keywords:

Atodya, Gender Identity, Instrumental Music, Cultural Boundaries, Musicology

Introduction :

In their native Kumaoni, the word
“Atodya” describes a wooden instrument
played slowly to mark the unexpected and
unexplainable as sacred. Drum and shehnai
bands play Atodya at Kumaoni weddings,

striking the downbeat for the groom’s
beer-carrying party, joining the procession
to the mandap, ushering in the formal
rituals. But only the slow, bottom-descended
playing, often called “nad too,” is consi-
dered true Atodya music. The rest they call
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Atodya too, a conflation of two different
properties. All has a utilitarian function,
by use of sound locating the boundaries
between domestic and wild. Only one part
of the larger euphonic sequence, by sound,
bringing to Kumaonis’ attention the impor-
tance and sacredness of kedara melodic
properties such as where the tonic and
dominant tones are located; the interval
between them and the direction of the prin-
cipal melodic movement. Their relations
are experienced as reinforcing, marking,
and expressing social boundaries, a sing-
ing and sounding narrative about being
high caste, Hindu hill people.

This connection between music, power
and identity extends beyond Kumaon. Each
Indian region organizes these properties
in a uniquely configured melodic space,
regionalizing gods and goddesses and
men’s and women’s sensibilities in relation
to them. The art of interpretation charts
relations between language and loka, and
hatha and karma, exploring music/sports
connections at ather’s tombs in cities small
and large and exploring performance loca-
tions, hunting/fishing practices, beliefs in
Himalayan Kingship and music supporting
eco-friendly practices protecting climate
and multiple species. Retelling stories of
goddess Parvati-Shiva’s marriage that took
place in Uttarakhand shaped interactions
between plains and hills and questions
about what wealth/comforts can mean for
any human.

Atodya, instrumental music, is consi-
dered genderless in South India. It is a
virtual certainty that at some time most
men have had a connection of some sort
with this music. Girls almost never do, and
the drums used to accompany this music
are viewed by many as powerful and frigh-

tening. A few case studies of two different
temple traditions provide some insights
into the multiple factors that reinforce
these gender identities. Finally, the clear
straight line between a powerful, personal
god and a preferred relationship with male
drummers is illustrated in the examination
of a seventh-century text which argues
forcefully for the complete exclusion of
women from Atodya. The main argument
is that Atodya cannot lose its association
with ‘unbound energy’, not just because
it is a kind of music which is associated
with and uses intense sound, but also
because it is a music where this unbound
energy is ‘allowed’ to exist without any
controls, something which is not allowed
in women (Ray, 2021; Blanchard, 2020;
Raghu, 2022).

The case studies are of a Melattur
festival in the Thanjavur district and a
Mannargudi temple in the same district.
In the first case, both instrumental
musicians and dancers are reduced to an
unintended and somewhat degrading
secondary place in the service through
men, but Atodya does receive a surprising
amount of textual attention despite clearly
expressing the danger inherent in drum
sounds directly interceding between the
deity and the devotees. In the second case,
not only are the only class of men who
have contact with the deity the hereditary
male instrumental musicians, but the
temple texts prescribe quite precisely
which male members should make any
necessary contact.

Historical Perspectives on Gender and

Music :

When examining the historical
perspectives on gender and music, it is
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important to consider the various ways in
which gender has influenced music over
time. From the early role of women as
musicians and composers in medieval and
Renaissance Europe to the rise of feminist
movements and the impact of gender on
different musical genres, such as rock and
hip-hop, the relationship between gender
and music has been complex and multi-
faceted. Studies by scholars such as
McClary (1991) and Citron (1993) have
shed light on how gender has shaped
musical expression and performance,
while others, like Davies (1999) and Solie
(1985), have examined the social and
cultural implications of gender in music.
Overall, a comprehensive understanding
of the historical perspectives on gender
and music requires a nuanced analysis of
the intersection of gender, music, and
society.

Analyzing Gender Representations in

Instrumental Music :

The intricate role of instrumental
music in the construction and perpetuation
of gender identities demands a nuanced
exploration, particularly through the lens
of Atodya, a concept encapsulating the
sonic and cultural implications of musical
instruments. Unlike vocal music, which
directly conveys gendered meanings through
lyrics, instrumental music operates through
subtler mechanisms, such as the selection
of instruments, the texture of timbre, and
the sociocultural contexts within which
performances occur-all of which are
deeply entwined with entrenched societal
norms (Cook, 2013). The Atodya, or musical
instrument, thus emerges as a critical
medium through which gender identities
are both crafted and reinforced.

Historically, instruments like the violin
or harp have been imbued with feminine
associations, their delicate tonal qualities
resonating with societal ideals of women
as embodiments of modesty and refinement,
confined largely to the private sphere
(Citron, 2000). Conversely, instruments
such as the trumpet and drums have been
traditionally linked to masculinity, their
robust and forceful sounds reflecting
characteristics culturally ascribed to men,
such as strength, authority and public
assertiveness (Herndon & McLeod, 1981).
This gendered dichotomy is not merely a
by product of cultural biases but is systema-
tically reinforced through the educational
practices and performance traditions that
delineate which instruments are deemed
appropriate for which genders (Green,
1997).

The perpetuation of these norms
through instrumental music serves to
entrench and perpetuate gender identities,
creating a cyclical reinforcement of these
roles. For instance, orchestras, long male-
dominated spaces, especially within the
brass and percussion sections, reflect and
perpetuate these gendered associations-
sections that are considered to epitomize
“masculine” attributes due to their loud,
commanding presence (Bourne &
Halperin, 2016). The paucity of women
in these sections not only mirrors societal
gender disparities but also reinforces
them, as these instruments and the roles
associated with them continue to be
perceived as the domain of men. As Green
(1997) elucidates, the intersection of gender
and musical education frequently directs
individuals towards or away from parti-
cular instruments based on entrenched
gender stereotypes.
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While modern efforts toward gender
inclusivity within the musical domain
have begun to challenge these deep-seated
norms, the enduring legacy of gendered
instrumental associations within the
framework of Atodya remains formidable.
The subtle yet pervasive manner in which
instrumental music both shapes and is
shaped by gendered expectations highlights
the enduring power of Atodya as both a
cultural artifact and a social instrument in
the ongoing construction of gender iden-
tities. Thus, the analysis of gender within
the context of instrumental music not only
sheds light on the historical and cultural
dimensions of music but also necessitates
a critical reassessment of how gender
identities are maintained and potentially
redefined through musical practices
(Cook, 2013; Herndon & McLeod, 1981).

Impact of Instrumental Music on

Gender Identity Formation :

The influence of instrumental music
on gender identity formation is intricately
connected to the concept of Atodya, which
encompasses the cultural and sonic signi-
ficance of musical instruments. Instrumental
music serves as a conduit for articulating
and reinforcing gender identities, with
specific instruments historically linked to
gendered traits-flutes and harps to
femininity and trumpets and drums to
masculinity (Citron, 2000; Herndon &
McLeod, 1981). This association is not
merely reflective but actively shaped by
educational and performance practices
that steer individuals towards instruments
aligned with societal gender norms
(Green, 1997).

For instance, the male dominance in
brass and percussion sections reinforces

the perception of these instruments as
masculine, thereby marginalising women
and entrenching gender disparities
(Bourne & Halperin, 2016). The Atodya’s
role extends beyond performance, influen-
cing the broader cultural context in which
music is situated, thus shaping gender
identities through the social meanings
attached to instruments and their perfor-
mance (Cook, 2013). Although recent
efforts aim to challenge these entrenched
norms, the deep-rooted associations
between instruments and gender persist,
underscoring the need for critical
reassessment of these practices.

Conclusion :

The concept of Atodya elucidates the
intricate manner in which instrumental
music is inextricably woven into the fabric
of gendered societal constructs, perpetua-
ting conventional identities through the
cultural attribution of certain instruments
to masculinity or femininity. These
entrenched associations contribute to the
perpetuation of gender disparities, particu-
larly within male-dominated domains such
as orchestral brass and percussion. To
cultivate a more equitable musical milieu,
it is imperative to deconstruct these stereo-
types and foster educational environments
that enable individuals to engage with a
diverse array of instruments. By addressing
these entrenched dynamics, instrumental
music can evolve into a more inclusive and
transformative force in shaping and
redefining gender identities.
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keâLekeâ ve=lÙe kesâ jeÙeieÌ{ Iejeves keâer yebefoMeeW ceW
Øeeke=âeflekeâ meeQoÙe&

[e@. Dee}eskeâ ßeerkeeme
keâLekeâ ve=lekeâ,  veF& efouueer

MeesOe meej :

Øeke=âefle meowke ner ceeveke peerkeve keâer Øesjkeâ jner nw~ ken ncesMee ner ceeveke kesâ Éeje Deheves Øeefle efkeâS ieS
Deveweflekeâ keâeÙeeX hej efkekeâje} ™he OeejCe keâj Gmes YeÙeYeerle Deewj meÛesle keâjleer nw lees keâYeer efkeâmeer #eCe ceceleeceÙeer
DeeBÛe} heâw}ekeâj Gmekeâe hee}ve hees<eCe Deewj efkekeâeme Yeer keâjleer nw~ Øeke=âefle ceeveke peerkeve keâe heÙee&Ùe nw~ Øeke=âefle
ncesMee ner ceeveke keâes peerkeve peerves keâer keâ}e efmeKeeleer nw- pewmes veefoÙeeW mes nce Deeies yeÌ{vee meerKeles nQ, heke&leeW mes
Deheves FjeoeW hej Deš} nesvee, heef#eÙeeW mes nce ieevee meerKeles nQ Deewj ke=#eeW mes ve=lÙe~ nceejs YeejleerÙe Meem$eerÙe
mebieerle ve=lÙe Skeb }eskeâieerleeW leLee ve=lÙeeW ceW heie-heie hej nceW Øeke=âefle kesâ oMe&ve nesles nQ~ Deevebo Deewj Glmeen ner
Øeke=âefle kesâ meeLe ceveg<Ùe kesâ meecebpemÙe keâe heÙee&Ùe nw~

MeesOe meej :
keâLekeâ, jeÙeieÌ{ yewnjevee, Øeke=âefle, meewvoÙe&, ve=lÙe~

Yeejle ceW Øeke=âefle keâes F&Õej kesâ ™he ceW osKee peelee
nw Deewj efkeefYeVe leerpe lÙeesnejeW ceW Gmes De}ie-De}ie
™heeW ceW hetpee peelee nw~ nceejer keâ}eDeeW keâe cegKÙe
DeeOeej Yeer Øeke=âefle jner nw~ nj keâ}ekeâej ves Deheveer
keâ}e-efkeOee ceW Øeke=âefle keâes efkeâmeer-ve-efkeâmeer ™he ceW
meceeefnle efkeâÙee nw~ Ûeens ken }sKeve keâ}e nes, cetefle&
keâ}e nes, efMeuhe keâ}e nes, efÛe$ekeâ}e nes, ve=lÙe keâ}e
nes Ùee efheâj mebieerle keâ}e nes~ meYeer ceW nceW hetCe& ™he mes
Øeke=âefle kesâ oMe&ve DekeMÙe nesles nw~

Øeke=âefle ceeveke peerkeve keâe DeeOeej nw~

Fmeer yeele keâes Debieerkeâej keâjles ngS ÚòeermeieÌ{
jepÙe (kele&ceeve ces) kesâ jeÙeieÌ{ efjÙeemele kesâ jepee
Ûe›eâOej efmebn efpevekeâe pevce meekeve $e+leg keâer meceeefhle
Deewj Yeeõ ceeme ke=â<Ce he#e ÛelegLeer& kesâ efove jeÙeieÌ{
vejsMe jepee Yetheoske efmebn kesâ Iej hej ngDee~ Øeke=âefle efØeÙe

jepee Ûe›eâOej efmebn efpevekeâe pevce ner Gme meceÙe ngDee
peye Øeke=âefle Deheves hetCe& Ùeewkeve hej nesleer nQ Gvekeâe
Øeke=âefle kesâ Øeefle Deekeâef<e&le nesvee mkeeYeeefkekeâ ner Lee~
jesMeve oeles peer ves Yeer Deheveer hegmlekeâ ‘keâLekeâ-DeeefokeâLekeâ
ceW ef}Kee nw efkeâ ve=lÙe keâer ØesjCee ceveg<Ùe ves mebYekele:
Øeke=âefle ceW heeS peeves kee}s heMeg- he#eer, ke=#e-}lee
meeiej, veoer, PejveeW keâer Øeeke=âeflekeâ n}Ûe} mes }er
nesieer~

Fmeer lejn jepee Ûe›eâOej efmebn kesâ pevce kesâ hetke& mes
ner jeÙeieÌ{ efjÙeemele ceW DeveskeâeW yeÌ[s mebieerlekeâejeW ve=lÙekeâejeW
keâe Deevee-peevee }iee jnlee Lee~ jepee Yetheoske efmebn
keâ}e Devegjeieer vejsMe Les Deewj GvneWves Deheves jepe
ojyeej ceW DeveskeâeW ceneved keâ}ekeâejeW keâes DeeßeÙe Øeoeve
efkeâÙee Lee~ peye jepee Ûe›eâOej efmebn keâe pevce ngDee lees
Gvekesâ pevce keâer KegMeer ceW jepee Yetheoske efmebn ves jeÙeieÌ{
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ceW ieCesMe ces}s keâe DeeÙeespeve efkeâÙee pees efkeâ DeYeer lekeâ
Devekejle ™he mes Ûe}e Dee jne nw~ kele&ceeve ceW Ùen
Ûe›eâOej meceejesn kesâ veece mes DeeÙeesefpele nes jne nw

jepee Yetheoske efmebn keâer ce=lÙeg kesâ heMÛeeled jepee
Ûe›eâOej efmebn keâe hee}ve hees<eCe Gvekesâ yeÌ[s YeeF& veškej
efmebn ves efkeâÙee Deewj veškej efmebn keâer ce=lÙeg kesâ heMÛeeled
15 heâjkejer 1924 keâes Ûe›eâOej efmebn jeÙeieÌ{ efjÙeemele
kesâ jepee yeves~ jepee Ûe›eâOej efmebn mebieerle keâer leerveeW
efkeOeeDeeW ieeÙeve, keeove ke ve=lÙe ceW meceeve ™he mes
DeefOekeâej jKeles Les, }sefkeâve keâLekeâ ve=lÙe Gvekeâe efØeÙe
efke<eÙe Lee~ neb}eefkeâ kes mkeÙeb heKeekepe yepeeles Les~
}sefkeâve yeÌ[s-yeÌ[s ieg™DeeW mes %eeveepe&ve GvneWves leervees
efke<eÙeeW keâe ner efkeâÙee Lee~ Ùener keâejCe Lee efkeâ GvneWves
keâLekeâ ve=lÙe keâer Skeâ vekeerve Mew}er efkekeâefmele ke mebjef#ele
keâjves kesâ ef}S Deheveer efjÙeemele ceW Yeejle kesâ yeÌ[s mes
yeÌ[s ve=lÙe ieg®DeeW efpeveces efkeMes<e ™he mes heb. peieVeeLe
Øemeeo, heb. ceesnve}e}, heb. peÙe}e}, DeÛÚve cenejepe,
ieg™ veejeÙeCe Øemeeo, }ÛÚt cenejepe leLee MebYet cenejepe
Deeefo keâes Deecebef$ele keâjkesâ Deheveer jeÙeieÌ{ efjÙeemele kesâ
Ûegefveboe Skeb ØeefleYeeMee}er }eskeâ vele&keâeW keâes- efpemeceW
efkeMes<e ™he mes keâeefle&keâ jece peer, keâuÙeeCe oeme cenble
peer, efheâjleg cenejepe peer, Devegpejece ceeuÙekeâej peer,
yece&ve }e} peer Deeefo Les- keâes keâlLekeâ ve=lÙe kesâ }KeveT
Skeb peÙehegj Mew}er keâer efMe#ee efo}keekeâj keâLekeâ ve=lÙe
kesâ Skeâ veÙes IejeveW, veÙes ieÌ{-jeÙeieÌ{ keâes mLeeefhele keâj
efkeÕe Yej ceW jeÙeie{ IejeveW kesâ keâLekeâ ve=lÙe keâer efkeefMe<š
Mew}er keâe ØeÛeej-Øemeej efkeâÙee-efpemeceW jepee Ûe›eâOej
efmebn jefÛele Øeke=âefle DeeOeeefjle vekeerve yees}es keâe yeenguÙe
Yeer Lee Deewj peÙehegj leLee }KeveT Mew}er kesâ yees}es keâe
ceefCe-keâebÛeve mebÙeesie Yeer~

 jeÙeieÌ{ Iejeves kesâ keâLekeâ ve=lÙe keâer efkeMes<elee nw-
jepee Ûe›eâOej efmebn Éeje ØeCeerle yees} yebefoMeW keâe vele&ve~
[e@. Yeiekeeve oeme ceeefCekeâ ves Deheveer hegmlekeâ ‘‘keâLekeâ
Iejevee jeÙeieÌ{’’ ceW ef}Kee nQ efkeâ- keâ}e kesâ efkekeâeme
Deewj mLeeefhele nesves lekeâ keâer Ùee$ee ceW ØeÙeesieOeefce&lee Deewj

vekeeÛeej keâe cenlkehetCe& Ùeesieoeve neslee nw~ Fmekeâe mee#eele
GoenjCe nw jeÙeieÌ{ vejsMe jepee Ûe›eâOej efmebn Éeje
jefÛele yebefoMeW, efpeveceW GvneWves Deveskeâ veF& keCe&cee}eDeeW
mes yees} yebefoMeeW keâer jÛeveeSb keâer nQ efpemeceW vekeervelee
keâe meceekesMe nw- pewmes PekeâPekeâ, efkeâjCe, ceeef}keâe,
heefjce}, PecePece, efkeÅegle, ocekeâle, Oe}Oe}, efÛeveefkeâš,
heâheâj Deeefo~ jepee meenye keâer jÛeveeDeeW keâe cet}
DeeOeej efÛe$eelcekeâ, OkevÙeelcekeâ, keâekÙeelcekeâ Skeb Yeekeelcekeâ
jne nw~

 jepee meenye ves Øeke=âefle Deewj GmeceW efkeÛejCe
keâjves kee}s Deveskeâ peerke peblegDeeW keâes Yeer Deheveer jÛeveeDeeW
keâe DeeOeej yeveeÙee nw~ pewmes efkeâ}efkeâ}e hejCe- pees
efkeâ}efkeâ}e veecekeâ he#eer keâer ieefleefkeefOeÙeeW keâes efÛeef$ele
keâjleer nw~ Gvekeâer jÛeveeDeeW ceW Øeke=âefle cegKÙe efye<eÙe
ngDee keâjleer Leer~ Gvekesâ Éeje jefÛele «ebLe vele&ve meke&mkece,
lee} leesÙe efveefOe, jeie jlve cebpet<ee, cegjpeheCe& heg<hekeâj
ces Ssmeer keâF& jÛeveeÙeW oer ieF& nw~ pewmes-

o} yeeo} hejCe : o} yeeo} keâe DeLe& nw
yeeo}eW keâe mecetn~ ke<ee& $e+leg ceW pewmes yeeo}eW keâe mecetn
efkeÛejCe keâjles ngS Deheveer iepe&vee mes Deewj efyepeef}ÙeeW
kesâ leÌ[keâves mes Skeâ efkeMes<e Okeefve GlheVe keâj kegâÚ
}esieeW keâes YeÙeYeerle keâjles nw Deewj kegâÚ keâes Deevebo Deewj
Glmeen mes Yej osles nQ~ Fmeer Øekeâej kesâ Yeeke keâes Øekeâš
keâjves kee}s yees}es mes Fme hejCe keâer jÛevee ngF& nw~
DeleŠ Fme yebefoMe keâes o} yeeo} keâne ieÙee nw~ [e@.
Yeiekeeveoeme ceeefCekeâ peer Deheveer hegmlekeâ keâLekeâ Iejevee
jeÙeieÌ{ ceW Fme yebefoMe kesâ efke<eÙe ces ef}Keles nw efkeâ-
Fmekeâe ØeLece yees} ‘veieve’ nw efpemekeâe DeLe& mebYekeleeŠ
ieieve nes mekeâlee nw~ ‘Oesle leOesle leÌ[ve Skeb OeeOee’ pewmes
keCe& yeo}eW keâer iejpe kesâ Øeleerkeâ nQ~

 ieerleebieer meekeveer ceW efkeâme lejn mes meekeve kesâ
cenerves ceW yeeo}eW keâe iepe&ve neslee nw Deewj ke<ee& keâer
hegânejs peye Oejleer keâes Ûetceleer nw lees Oejleer efKe} G"leer
nw~ IegceÌ[yeeo} - FmeceW ke<ee& $e+leg kesâ Deeieceve keâe
peye mebkesâle efce}lee nw leye efkeâme lejn mes Deemeceeve ceW
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keâe}s yeeo}eW kesâ Úesšs-Úesšs mecetn efkeÛejCe keâjles ngS
mes megboj Øeleerle nesles nQ, Ùen o} yeeo} keâer lejn jewõ
veneR yeefukeâ ße=bieej hetCe& jÛevee nw Deewj meekeve kesâ
Deeieceve kesâ meeLe efheÙee efce}ve keâer Ùeeo efo}elee nw~

Ûecekeâ efyepe}er Skeb keâÌ[keâ efyepe}er : Ùes oes
Øeke=âefle ØeOeeve jÛeveeSb nQ~ veece mes ner mhe<š neslee nw
efkeâ Ûecekeâ efyepe}er hejCe ceW efyepe}er kesâ Ûecekeâves Deewj
efjceefPece yeeefjMe keâe efÛe$eCe ngDee nw~ FmeceW efyepe}er kesâ
ef}S efieÌ[efieÌ[ IÌ[eve efieÌ[efieÌ[ IÌ[eve pewmes keCeeX kesâ
ceOÙece mes efyepe}er keâer Úefke Deewj Okeefve keâes jbiecebÛe hej
cebefÛele keâjves keâer keâesefMeMe keâer ieF& nw~ keâÌ[keâ efyepe}er
kesâ veece ceW ner Fmekesâ mke™he kesâ oMe&ve nesles nQ~ keâÌ[keâ
efyepe}er pewmes efkeâ Deefleke=ef<š ceW efyepeef}ÙeeW keâe peesjoej
Ì{bie mes Ûecekeâvee Deewj Gmekeâer Deekeepe mes }esieeW keâes
YeÙeYeerle keâj osvee Fme hejCe keâe cet} GösMÙe nw~
oekeeve}-Fme yebefoMe ceW jepee meenye ves Øeke=âefle kesâ
meeQoÙe& keâe veneR yeefukeâ Gmekesâ efkekeâje} Skeb efkeOkebMekeâ
™he keâe efÛe$eCe efkeâÙee nw~ pebie} ceW Yeer<eCe Deeie }ie
peeves mes efkeâme lejn ÛeejeW Deesj nenekeâej ceÛe peelee nw~
Gmeer ÂMÙe keâes Fme yebefoMe ceW osKee pee mekeâlee nw~

 Ssmeer Deveskeâ Øeeke=âeflekeâ meeQoÙe& mes heefjhetCe& yebefoMeebW
keâer jÛevee jepee Ûe›eâOej efmebn ves keâer Leer~ GvneWves
Øeke=âefle ceW YeÇceCe keâjves kee}s Deveskeâ heMeg-he#eer Skeb
peerke peblegDeeW hej Yeer jÛeveeÙeW keâjkesâ Øeke=âefle Deewj GmeceW

YeÇceCe keâjves kee}s peerke peblegDeeW kesâ meeLe ceveg<Ùe kesâ
yeerÛe Skeâ DeÆgle meecebpeme mLeeefhele keâjles ngS peerkeve
keâes megKeo ke mej} yeveeves keâe Yeer mebosMe efoÙee nw~
GvneWves efvejLe&keâ yees}es keâer Okeefve ke Gvekeâer yeveekeš ceW
Øeke=âefle Deewj GmeceW YeÇceCe keâjves kee}s peerke pebleg Skeb
heMeg he#eer keâer ieefleefkeefOeÙeeW keâe efÛe$eCe keâjles ngS GvnW
meeLe&keâlee Øeoeve keâer nw- efpeveceW celmÙejbieeke}er,
iepeefke}eme, veeiejeie, keâ}jke, ceòeceÙetj Deewj DelÙeefOekeâ
ØeÛeef}le Deewj }eskeâefØeÙe nQ~ Fve yebefoMeeW ves Yeer Deheves-
Deheves veece keâer meeLe&keâlee efmeÌæ keâer nQ~

 jepee Ûe›eâOej efmebn peer ves Øeke=âefle Deewj ceveg<Ùe kesâ
yeerÛe Skeâ mebyebOe mLeeefhele keâjles ngS me=peveMeer}lee kesâ
meeLe DeveskeâeW veF& jÛeveeDeeW keâe me=peve keâj keâLekeâ ve=lÙe
keâes mece=æ efkeâÙee nw~ Gvekesâ Fme Ùeesieoeve keâes keâLekeâ
peiele meowke ner mcejCe keâjlee jnsiee~

meboYe& metÛeer :

1. jeÙeieÌ{ ceW keâLekeâ - hebÊ keâeefle&keâjece~

2. keâLekeâ Iejevee jeÙeieÌ{ - [e@Ê Yeiekeeve oeme ceeefCekeâ
cenble~

3. jepee Ûe›eâOej efmebn keâe keâLekeâ keâes me=peveelcekeâ Ùeesieoeve
(MeesOe he$e) [e@Ê pÙeesefle yekeäMeer~

4. hebÊ jece}e} peer mes ef}Ùee ieÙee mee#eelkeâej ~

5. keâLekeâ DeeefokeâLekeâ - efkeog<eer jesMeve oeles~
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Yee<ee-mebÛeej ceW nmle-cegõeDeeW keâer GheÙeesefielee
efØeÙebkeâe efleiiee [e@Ê efKe}sÕejer hešs}
MeesOe Úe$ee, ve=lÙe efkeYeeie meneÙekeâ DeeÛeeÙee&, ve=lÙe efkeYeeie
mebieerle Skeb cebÛekeâ}e mebkeâeÙe mebieerle Skeb cebÛekeâ}e mebkeâeÙe

keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemee r

meejebMe

ceveg<Ùe kesâ peerkeve ceW Yee<ee keâe cenlkehetCe& mLeeve nw~ Yee<ee ve efmehe&â ceveg<ÙeeW Éeje Deehemeer mebyebOe mLeeefhele
keâjves kesâ ef}S ØeÙeesie efkeâS peeles nQ, yeefukeâ peerke-peblegDeeW keâer Yeer Deheveer Skeâ efkeMes<e Yee<ee nw~ Yee<ee kesâ Éeje
kÙeefòeâ Skeâ otmejs mes mebheke&â mLeeefhele keâjlee nw, Deewj Deheves efkeÛeejeW keâes Øekeâš keâjlee nw~ ceveesYeekeeW leLee efkeÛeejeW
keâes Øemlegle keâjves kesâ ef}S Yee<ee kesâ efkeefYeVe ™he nes mekeâles nQ, pewmes : keeefÛekeâ/ceewefKekeâ, ef}efKele leLee meebkesâeflekeâ
FlÙeeefo~ Yee<ee kesâ Éeje Gme efkeefMe<š mebmke=âefle keâer he=…Yetefce kesâ yeejs ceW helee Ûe}lee nw, efpeme mebmke=âefle ceW efkeefYeVe
keâ}e lelke efveefnle nw~ ceveg<Ùe kesâ efkeÛeej nes, mebmke=âefle nes Ùee DevÙe keâesF& Yeer efke<eÙe, meYeer leLÙeeW keâes kesâke}
yees}Ûee} keâer Yee<ee Éeje ner vener, yeefukeâ efkeefYeVe keâ}eDeeW Éeje Yeer megbojlee Skeb megieef"le ™he mes Øemlegle efkeâÙee
peelee nw~ pees efkeâmeer Yeer mebmke=âefle keâe keâ}elcekeâ ™he neslee nw~ FmeceW efkeâmeer leLÙe, Iešvee Ùee efkeÛeejeW keâes nmle-
cegõeDeeW Éeje Øeleerkeâelcekeâ Skeb megmeefppele {bie mes ve=lÙe, ieerle ke keeÅe Deeefo DevÙe keâ}e Éeje Øemlegle efkeâÙee peelee
nw~ keneR otmejer Deesj meeceevÙe/owefvekeâ peerkeve ceW ØeÙegòeâ Yee<ee-mebÛeej ceW DeebefMekeâ mebkesâle keâe ØeÙeesie efkeâÙee peelee nw,
pewmes : neB, keäÙee ngDee, DeeFS, nšes, keâneB Deeefo DevÙe~ Fme Øekeâej Yee<ee Deewj ve=lÙekeâ}e ceW nmle-mebkesâleeW kesâ
ceOÙe DeblejmebyebOe mhe<š efoKeeF& oslee nw~ efkeefYeVe keâeÙeeX ceW nmleeW keâer Dence Yetefcekeâe nesleer nw, efheâj Ûeens ken keâeÙe&
keâ}e keâe nes, Yee<ee-kÙekenej keâe nes Ùee owefvekeâ keâeÙe& keâe nes~ Fme Øekeâej nmle-mebkesâle ceveg<Ùe kesâ peerkeve keâes
megiecelee Øeoeve keâjleer nw~ Øemlegle }sKe ceW efkeMes<e ™he mes YeejleerÙe Meem$eerÙe ve=lÙe leLee owefvekeâ peerkeve ceW GheÙegòeâ
Yee<ee-mebÛeej ceW nmle-mebkesâleeW keâer GheÙeesefielee Deewj cenòkelee kesâ efke<eÙe ceW ÛeÛee& keâer ieÙeer nw~

yeerpe Meyo :

Meem$eerÙe ve=lÙe, Yee<ee, nmle-cegõe, mebkesâle, Yee<ee-mebÛeej, ve=lÙekeâ}e~
Øemleekevee :

YeejleerÙe mebmke=âefle kesâ efkeefYeVe keâ}e lelkeeW ceW nmle-
ØeÙeesie keâer efkeefkeOe Mewef}ÙeeW Deewj hejchejeDeeW keâe heefjÂMÙe
osKeves keâes efce}lee nw~ nmle kesâ efkeefYeVe ØeÙeesieeW keâe
Gu}sKe meeefnlÙe, Yee<ee-efke%eeve, Øeleerkeâ-efke%eeve kesâ meeLe-
meeLe efkeefYeVe Oeeefce&keâ «ebLeeW ceW Yeer Øeehle neslee nw~ efpeme

Øekeâej nmle-mebkesâle Éeje Yee<ee-kÙekenej keâes DeefOekeâ
Deekeâ<e&keâ {bie mes Øemlegle efkeâÙee peelee nw, Gmeer Øekeâej
ve=lÙe ceW nmle-cegõeDeeW keâe ØeÙeesie Gme keâ}e ceW ØeeCe
[e}ves keâe keâeÙe& keâjleer nw~ pewmes:- ØeeCekeeÙeg ceveg<Ùe kesâ
Mejerj ceW Tpee& Deewj mepeerkelee Øeoeve keâjlee nw, Gmeer
Øekeâej nmle-kÙekenej, Yee<ee leLee ve=lÙe kesâ mke™he keâes
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DeLe& leLee GösMÙe kesâ meeLe Gmekesâ }#Ùe lekeâ hengBÛeeves
ceW ceoo keâjlee nw~ nmle-mebkesâle vee efmehe&â efkeÛeejeW keâes
kÙeòeâ keâjves ceW meneÙekeâ nw, yeefukeâ Ùen mebmke=âefle kesâ
efkeefYeVe hen}gDeeW keâes ÂMÙe-™he ceW Øemlegle keâjves ceW
efkeMes<e Yetefcekeâe efveYeeleer nw~ YeejleerÙe mebmke=âefle ceW efkeefkeOe
keâ}eDeeW pewmes:- Ùeesie, ve=lÙe, veešŸe, leebef$ekeâ-efkeefOe,
Ùe%e-Deveg…eve, hetpee, Ùegækeâ}e Deeefo efkeefYeVe keâ}eDeeW
ceW nmle-cegõeDeeW kesâ efkeefYeVe ØeleerkeâeW keâe ØeÙeesie efkeâÙee
peelee nw~ Fmekesâ De}ekee Yee<ee-mebÛeej ceW nmle-mebkesâle
keâe ØeÙeesie efkeâÙee peelee nw, efpemeceW cegõeDeeW keâe ØeÙeesie
mebmke=âefle kesâ ØeYeekeeW kesâ Deveg™he efkeâÙee peelee nw~ pewmes:-
De}ie-De}ie #es$eeW ceW De}ie-De}ie Yee<ee, Keeve-
heeve, kesMeYet<ee Deeefo efkeefYeVe lejn kesâ }esie efvekeeme
keâjles nQ, Gmeer Øekeâej Yee<ee Skeb ve=lÙe ceW Yeer nmle keâer
efkeefkeOeleeSb osKeves keâes efce}leer nw~ efkeefYeVe #es$eeW keâer
meebmke=âeflekeâ efkeefkeOelee ve=lÙe leLee Yee<ee keâes hetCe& ™he mes
ØeYeeefkele keâjleer nw~

YeejleerÙe ØeeÛeerve «ebLeeW Skeb meeefnlÙe, efÛe$e leLee
cetefle& Deeefo ceW nmle kesâ efke<eÙe ceW efkeMes<e Gu}sKe Øeehle
nesles nQ~ kesoeW ceW Yeer efkeefYeVe Deveg…eefvekeâ nmle-Deeke=âefleÙeeW
keâe keCe&ve efkeâÙee ieÙee nw~ DeeÛeeÙe& Yejlecegefveke=âle
‘veešŸeMeem$e’ ceW ve=lÙekeâ}e mebyebOeer mechetCe& efoMee-efveo&sMeeW
keâe efkemle=le efkekejCe efoÙee ieÙee nw~ Ùen $e+ikeso mes
hee"Ÿe, Ùepegke&so mes DeefYeveÙe, meecekeso mes ieerle leLee
DeLeke&keso mes jme Deeefo keâe meefcceef}le ™he ‘veešŸeMeem$e’
nw~ Fmekesâ Deefleefjòeâ hegjeCeeW ceW Yeer nmle-ØeÙeesieeW kesâ
efke<eÙe ceW efkekejCe Øeehle nesles nQ~ hegjeCeeW ceW nmle-ØeÙeesie
kesâ efke<eÙe keâes efkeefYeVe #es$e pewmes -Øeeke=âeflekeâ, Deveg…eefvekeâ,
leebef$ekeâ leLee ve=lÙe kesâ meeLe Yee<eeF& ™he kesâ Debleie&le
efkemleej mes keCe&ve efkeâÙee ieÙee nw~ efpemeceW ve=lÙe mes
}skeâj jnmÙecegõe leLee Yee<ee kesâ ™he ceW efnvoer keCe&cee}e
kesâ ef}S GheÙegòeâ nmle kesâ efke<eÙe ceW efkekejCe Øeehle nesles
nQ~ ‘efke<CegOecee&sòej hegjeCe ceW ‘ve=òemet$ece’ kesâ Debleie&le
32keW DeOÙeeÙe ceW efnvoer keCe&cee}e kesâ ef}S ØeÙegòeâ
nmle-mebkesâleeW keâe Gu}sKe efkeâÙee ieÙee nw~’1 Fmekesâ Deefleefjòeâ
oskeer-oskeleeDeeW keâer ØeefleceeDeeW/efÛe$eeW ceW Yeer efkeefYeVe nmleeW

keâes OeejCe efkeâS ngS ØeoefMe&le nesles nQ~ ve=òe nes Ùee
veešŸe, oesveeW ceW ner efkeâmeer leLÙe keâes DeefYeveerle keâjves
ef}S nmle keâe ØeÙeesie efveefMÛele ner efkeâÙee peelee nw, Ùen
DeefYeveÙe kesâ DeekeMÙekeâ lelke nw~ Fme meboYe& ceW DeeÛeeÙe&
Yejlecegefve keânles nQ-

‘‘veeefmlekeâefMÛeonmlemleg veešŸesefYeveÙe Øeefle~~’’2

DeLee&led DeefYeveÙe keâer Âef<š mes Ssmee keâesF& veešŸeeLe&
vener nw, efpemekeâes mke™he, efveefMÛelelee Skeb mebhetCe&lee
Øeoeve keâjves nsleg nmleeefYeveÙe keâe ØeÙeesie vee ngDee nes~
Dele: efkeâmeer keâLee Ùee leLÙe keâes DeLe&hetCe& {bie mes Øemlegle
keâjves Deewj Gme DeLe& keâes keâ}elcekeâlee mes Øemlegle keâjves
ceW nmle keâer Dence Yetefcekeâe nw~ nmle kesâ keâ}elcekeâ
ØeÙeesie kesâ efyevee keâ}e ceW DeefYeveÙe-cebÛeve keâjvee mebYeke
vener nw~ nmle-ØeÙeesie DeefYeveÙe keâes mepeerkelee kesâ meeLe
peerkeble mke™he Øeoeve keâjves ceW ceoo keâjleer nw~ Yeejle ceW
mebmke=âefle leLee Yee<ee keâer efkeefkeOeleeDeeW kesâ nesles ngS Yeer kes
Deeheme ceW Skeâ otmejs mes pegÌ[s ngS nQ, Deewj Deeheme ceW
Skeâ otmejs keâes Ye}er-Yeebefle mecePeles nQ~ Yee<ee keâer yeele
keâjW, lees yees}Ûee} keâer Yee<ee keâe ØeÙeesie keâjves kee}s
}esie DeebefMekeâ ™he mes mebkesâleeW keâe ØeÙeesie keâjles nQ~

meeceevÙe peerkeve ceW Yeer owefvekeâ keâeÙeeX keâes keâjles
ngS nce efkeefYeVe nmle-ef›eâÙee keâe ØeÙeesie keâjles nQ~ pewmes:
yee} mekeeBjvee, Yeespeve yeveevee, keâesF& kemleg hekeâÌ[vee Ùee
jKevee, kegâSb mes heeveer Yejvee, Mejerj ceW Kegpe}er keâjvee,
yeerceejer ceW Mejerj efveef<›eâÙe nesvee, cegKe-meppee keâjvee,
mveeve keâjvee, kem$e Oeg}vee Deeefo efkeefYeVe keâeÙe& efkeâS
peeles nQ, efpemeceW kegâÚ-vee-kegâÚ nmle keâe ØeÙeesie lees
neslee ner nw, Fvekeâe ØeYeeke ve=lÙe ceW Yeer osKeves keâes
efce}lee nw~ Dele: nce Ùen keân mekeâles nQ efkeâ Yee<ee ceW
YeejleerÙe mebmke=âefle, owefvekeâ peerkeve kesâ keâeÙeeX leLee Meem$eerÙe
«ebLeeW keâe efce}e-peg}e ØeYeeke osKeves keâes efce}lee nw~

MeesOe-ØeefkeefOe Skeb GösMÙe :

Fme }sKe ceW cegKÙe ™he mes ØeÙeesieelcekeâ leLee
leg}veelcekeâ efkeefOe keâe ØeÙeesie efkeâÙee ieÙee nw~ Meem$eerÙe
ve=lÙe ceW GheÙegòeâ nmle-cegõeDeeW nsleg DeeÛeeÙe& Yejlecegefveke=âle
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‘veešŸeMeem$e’ keâes DeeOeej «ebLe kesâ ™he ceW ef}Ùee ieÙee
nw, Fmekesâ De}ekee DevÙe hegmlekeâeW keâes meneÙekeâ ™he mes
Meeefce} efkeâÙee ieÙee nw~

efpeme Øekeâej ve=lÙe ceW efkeâmeer keâLee keâer mepeerkelee
Skeb mkeYeeefkekeâlee keâes OÙeeve ceW jKeles ngS nmleeefYeveÙe
efkeâÙee peelee nw~ Gmeer Øekeâej Yee<ee-mebÛeej ceW Yeer efkeâmeer
yeele keâes DeefOekeâ ØeYeekeer {bie mes Øekeâš keâjves nsleg
DeebefMekeâ nmle-mebkesâle keâe ØeÙeesie efkeâÙee peelee nw~ Dele:
ve=lÙe Deewj Yee<ee oesveeW ner ™he ceW nmle-mebkesâle Deheveer
cenòkehetCe& Yetefcekeâe efveYeelee nw~ Fme Øekeâej Fme }sKe
keâe GösMÙe nw efkeâ ve=lÙe leLee Yee<ee-mebÛeej ceW ØeÙegòeâ
nmle-cegõeDeeW kesâ ceOÙe meceevelee Keespeves keâe ØeÙeeme
leLee nmle-mebkesâle kesâ cenòke keâes mecePeves ke mecePeeves
keâe ØeÙeeme keâjvee~

YeejleerÙe Meem$eerÙe ve=lÙe :

YeejleerÙe mebmke=âefle efkeefkeOe keâ}eDeeW mes heefjhetCe& nw~
ÙeneB nj Skeâ #es$e keâer Deheveer Skeâ hejbheje, mebmke=âefle
leLee keâ}e keâe ™he osKeves keâes efce}lee nw~ Ùen keâ}e
ner nw, efpememes nceejer YeejleerÙe mebmke=âefle keâer henÛeeve
nesleer nw Deewj Ùen meyemes De}ie efkeMes<e leLee Devet"er nw~
YeejleerÙe keâ}e kesâ Debleie&le efkeefkeOe ™he/Øekeâej Meeefce}
nw, pewmes : mebieerlekeâ}e, ve=lÙekeâ}e, efÛe$ekeâ}e, cetefle&keâ}e
Deeefo DevÙe~ Fve meYeer keâ}eDeeW ceW mes ve=lÙekeâ}e Skeâ
efkeefMe<š keâ}e nw, pees ieerle Skeb keeÅe kesâ menÙeesie Éeje
efkeâmeer leLÙe/Iešvee keâes peerkeble ™he ceW ØeoefMe&le keâjleer
nw~ meYeer ve=lÙekeâ}eDeeW ceW peerkeble DeefYeveÙe keâjves kesâ
ef}S nmle-DeefYeveÙe keâe efkeMes<e ØeÙeesie efkeâÙee peelee nw~
ve=lÙe ceW cegõeDeeW Éeje efkeâmeer Yeer efkeÛeejeW keâes Skeâ
ÂMÙe-mke™he efoÙee peelee nw, efpememes Ùen DeefOekeâ
jesÛekeâ leLee Deekeâ<e&keâ }ieleer nw~ nmle-ØeÙeesie Éeje
ve=lÙe ceW efkeefYeVe DeLeeX keâes menpelee mes efoKeeÙee peelee
nw~ Meem$eerÙe ve=lÙe ceW Oeeefce&keâ Deewj Ssefleneefmekeâ he=…Yetefce
mes mebyebefOele keâLeeDeeW keâe cebÛeve efkeâÙee peelee nw~

YeejleerÙe Meem$eerÙe ve=lÙe keâer Glheefòe efkeMes<e ™he
mes Oeeefce&keâ he=…Yetefce mes pegÌ[er ngF& nw, efpemekeâe ØeceeCe

nceW Oeeefce&keâ «ebLeeW ceW Øeehle neslee nw~ ‘efke<CegOecee&sòej
hegjeCe kesâ Debleie&le 34keW DeOÙeeÙe ceW ve=lÙeeslheefòe keâLee
kesâ efke<eÙe ceW efkemleej mes yeleeÙee ieÙee nw, efpemeceW
Yeiekeeve efke<Ceg Éeje ceOeg-keâwšYe kesâ keOe keâer heewjeefCekeâ
keâLee keâes ve=lÙeeslheefòe keâLee kesâ ™he ceW keefCe&le efkeâÙee
ieÙee nw~’3 YeejleerÙe Meem$eerÙe ve=lÙe ØeeÛeerve cebefojeW ceW
Deveg…eve-hetpeve Deeefo kesâ ef}S oskeleeDeeW kesâ mece#e
Øemlegle efkeâÙee peelee Lee~ ‘Oeeefce&keâ ceevÙeleeDeeW kesâ Devegmeej
Ssmee ceevee peelee nw efkeâ ve=lÙekeâ}e keâer Glheefòe Yeiekeeve
Mebkeâj Éeje ngF& nw, keäÙeeWefkeâ Yeiekeeve Mebkeâj mkeÙeb ‘vešjepe’
DeLee&led ve=lÙe-oske kesâ ™he ceW ceeves peeles nQ~’4 Deepe Ùen
ve=lÙe efkeOee efkeÕeYej ceW Øeefmeæ nw, Meem$eerÙe ve=lÙe kesâ
efMe#eCe nsleg efkeefYeVe ve=lÙe mebmLeeve keâer mLeehevee Yeer keâer
ieÙeer~ Meem$eerÙe ve=lÙe efkeOee keâes Skeâ efke<eÙe kesâ ™he ceW
efkeÅee}ÙeeW leLee efkeÕeefkeÅee}ÙeeW kesâ hee"Ÿe›eâceeW ceW Meeefce}
efkeâÙee ieÙee nw~

YeejleerÙe Meem$eerÙe ve=lÙe kesâ cebÛeve nsleg efkeMes<e ™he
mes DeeÛeeÙe& Yejlecegefveke=âle ‘veešŸeMeem$e’ kesâ Debleie&le
efveefnle efkeefYeVe ve=lÙe lelkeeW keâe DeOÙeÙeve/DevegmejCe
efkeâÙee peelee nw~ veešŸeMeem$e kesâ Debleie&le ve=lÙe ceW GheÙegòeâ
efkeefYeVe nmle kesâ ØekeâejeW keâes efkemleej mes keefCe&le efkeâÙee
ieÙee nw~ meYeer YeejleerÙe Meem$eerÙe ve=lÙe efkeOeeSb, veešŸeMeem$e
ceW keefCe&le FvneR nmle cegõeDeeW Éeje DeefYeveÙe keâes ÂMÙe
™he ceW Øemlegle keâjleer nw~ Fmekesâ meeLe ner kegâÚ DevÙe
«ebLeeW keâes Yeer cet} ™he mes ve=lÙe ØeefMe#eCe/DeOÙeÙeve kesâ
ef}S ØeÙeesie efkeâÙee peelee nw~ pewmes:- DeefYeveÙeohe&Ce,
nmle}#eCeoerefhekeâe, DeefYeveÙeÛebefõkeâe, nmlecegòeâeke}er Deeefo
«ebLeeW keâes Yeer Meeefce} efkeâÙee peelee nw~ YeejleerÙe Meem$eerÙe
ve=lÙe ceW nmle keâes megboj leLee Deekeâ<e&keâ {bie mes Deeke=âefle
yeveekeâj Øemlegle efkeâÙee nw, pees YeejleerÙe mebmke=âefle kesâ
he=…Yetefce keâes efveKeejves ceW menÙeesie Øeoeve keâjleer nw~

owefvekeâ peerkeve ceW GheÙegòeâ Yee<ee-mebÛeej :

ceveg<Ùe Deheves efkeÛeejeW keâes Øekeâš keâjves nsleg Yee<ee-
mebÛeej keâjlee nw~ efpemeceW ken keeefÛekeâ/ceewefKekeâ, ef}efKele
leLee mebkesâle Deeefo Yee<ee-™heeW keâe ØeÙeesie keâjlee nw~
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Fme }sKe ceW efkeMes<e ™he mes keeefÛekeâ ceW nmle-mebkesâle kesâ
ØeÙeesie kesâ efke<eÙe ceW ÛeÛee& keâer ieF& nw~ Yee<ee-mebÛeej kesâ
Fve efkeefkeOe ™heeW ceW mes keeefÛekeâ/ceewefKekeâ Yee<ee ™he kesâ
meeLe DeebefMekeâ ™he mes mebkesâleeW keâe ØeÙeesie efkeâÙee peelee
nw~ ‘DeeÛeeÙe& efkeâMeesjeroeme keepehesÙeer Ùen keânles nw, efkeâ
efkeefYeVe DeLeeX ceW meebkesâeflekeâ Meyo mecetn ner Yee<ee nw,
efpemekesâ Éeje nce Deheves efkeÛeej Ùee ceveesYeeke otmejeW kesâ
Øeefle yengle mej}lee mes Øekeâš keâjles nQ~’5 mebkesâleeW kesâ
ØeÙeesie nsleg efkeâmeer efkeMes<e Yee<ee ™he keâer DeekeMÙekeâlee
vener nesleer, yeefukeâ Ùen efkeâmeer Yeer Yee<ee ™he kesâ meeLe
nmle-mebkesâle keâe ØeÙeesie efkeâÙee peelee nw~

YeejleerÙe heefjÂMÙe ceW nce osKe mekeâles nQ efkeâ
keeefÛekeâ Yee<ee kesâ DeveskeâeW ™he nw, efpemeceW efkeefYeVe
nmle-mebkesâleeW keâe ØeÙeesie neslee ner nw~ GoenjCe kesâ
ef}S, keäÙee ngDee?, keâneB?, neB, vener Deeefo efkeefYeVe
keeefÛekeâ ™heeW kesâ meeLe mebkesâleeW keâe ØeÙeesie DeveeÙeeme ner
nes peelee nw~ Yee<ee-mebÛeej keâjles meceÙe nmle-mebkesâleeW
keâe ØeÙeesie keâye Deewj keâwmes nes peelee nw, Ùen yees}ves
kee}s (keòeâe) keâes Yeer helee vener Ûe}lee~ keäÙeeWefkeâ MeeÙeo
Ùen ceeveke-peerkeve ceW mkeeYeeefkekeâ ™he mes GheefmLele
jnlee nw~ nce Ùen GoenjCe osKe mekeâles nQ, efkeâ ‘ceeveke
peerkeveÛe›eâ ceW peye ken Skeâ efMeMeg ™he ceW neslee nw, leye
GmeceW Yee<ee mebyebOeer De#ejeW Ùee MeyoeW keâe %eeve vener
neslee~ Gme meceÙe ken Deheveer DeekeMÙekeâleeDeeW keâes
efkeefYeVe mebkesâleeW Éeje kÙeòeâ keâjlee nw, efpemes Gmekeâer ceeB
Ùee DevÙe mebyebOeer-peve mecePekeâj Gmekeâer DeekeMÙekeâlee
keâer hetefle& keâjles nQ~ Fme meboYe& ceW Yee<ee efkeMes<e%e }sefšheâ
(Letif) keânles nQ efkeâ yeÛÛeeW kesâ neke-Yeeke keâer ef›eâÙee
keâes mechetCe& Mejerj keâer Yee<ee kesâ ™he ceW ceevee peelee
nw~’6  Fme Øekeâej nce keân mekeâles nQ efkeâ ceeveke peerkeve
ceW Meg®Deele mes ner Deebefiekeâ Yeeke GheefmLele jnlee nQ,
keeefÛekeâ leLee ef}efKele Yee<ee keâe efkekeâeme Oeerjs-Oeerjs neslee
nw~ Fmekesâ yeeo peye keeefÛekeâ keâe mebhetCe&lee mes ØeÙeesie
keâjlee nw, leye Yeer keâYeer-keâYeer nmle-mebkesâle keâe ØeÙeesie
keâjlee nw~ keeefÛekeâ kesâ meeLe mebkesâle keâe ØeÙeesie efkeâmeer

yeele keâes mkeeYeeefkekeâ {bie mes Øemlegle keâjves ceW menÙeesie
Øeoeve keâjlee nw~

‘Øees0 efo}erhe efmebn Deheveer hegmlekeâ ‘Yee<ee keâe
mebmeej’ ceW Yee<ee kesâ efke<eÙe ceW Ùen keânles nQ efkeâ mecØes<eCe
kesâke} Yee<ee keâe ner cet} }#Ùe vener nw, yeefukeâ DevÙe
keâF& Yee<eslej Gheeoeve (Non-linguitic element)
Yeer ceeveke keâer mecØes<eCe ef›eâÙee ceW menÙeesie keâjles nQ~
pewmes : Gbie}er efoKeevee, neLe efn}evee, YekeW ÛeÌ{evee,
ie}e KeBKeejvee, Ietjvee Deeefo Yeeef<ekeâ kÙekenej keâe
efnmmee lees vener nw, hej kegâÚ mebØesef<ele/Yee<ee-mebÛeej lees
DekeMÙe ner keâjles nQ~ Yee<ee-kÙekenej kesâ meceÙe nceejs
Debie-mebÛee}ve Deewj neke-Yeeke mes Yeer kegâÚ Deefleefjòeâ
mebØesef<ele neslee nw~ Ùener kepen nw efkeâ Deepe Yee<ee-
mecØes<eCe kesâ oeÙejs ceW keekeâd DeeOeeefjle (Vocal) Deewj
keekesâlej (Non Vocal) mecØes<eCe hej Yeer keâeheâer keâece
efkeâÙee pee jne nw~’7

ve=lÙe Deewj Yee<ee ceW nmle-mebkesâle kesâ ØeeÙeesefiekeâ
DeLe& leLee efmeæeble :

ve=lÙe nes Ùee Yee<ee, nmle-mebkesâleeW keâes oMee&ves kesâ
ef}S kegâÚ efmeæeble nesles nQ, efpemekesâ oeÙejs ceW jnkeâj ner
nmle keâes Øekeâš efkeâÙee peelee nw~ Yee<ee mebÛeej ceW mebkesâle
keâe ØeÙeesie DeebefMekeâ neslee nw~ kesâke} DeekeMÙekeâleevegmeej
keâYeer-keâYeer mebkesâle keâe ØeÙeesie efkeâÙee peelee nw~ Yee<ee-
mebÛeej ceW mebkesâle nsleg keâesF& efveÙece Ùee meercee efveOee&efjle
vener nesleer nw~ keneR otmejer Deesj ve=lÙe ceW nmle-ØeÙeesie keâe
oeÙeje efveOee&efjle lees vener nw, hejbleg ÙeneB keeefÛekeâ keâe
ØeÙeesie efve<esOe nw~ keâLee keâe cebÛeve hetCe& ™he mes nmleeefYeveÙe
Éeje efkeâÙee peelee nw, DeLee&led DeefYeveÙe-cebÛeve ceW DeefYeveslee
kesâ Fo&-efieo&, Thej-veerÛes, oeÙeW-yeeSb ceW mkeleb$e ™he mes
nmle-cegõeDeeW keâe ØeÙeesie efkeâÙee peelee nw~ Dele: FmeceW
mechetCe& ™he mes Skeâ hetke&keâefLele Ûeefj$e keâe cebÛeve efkeâÙee
peelee nw~

ve=lÙe ceW ØeÙegòeâ nmle-cegõeDeeW kesâ ef}S kesâke} Skeâ
efveefMÛele efveÙece neslee nw, efkeâ efkeâmeer nmle keâes efkeâme
Øekeâej yeveevee nw? efkeâlevee ceesÌ[vee nw? Ùee efkeâlevee
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Kees}vee nw? hejbleg Yee<ee-mebÛeej ceW nmle-Deeke=âefle yeveeves
nsleg efveÙece efveOee&efjle vener nw, efkeâmeer Yeer Meyo kesâ meeLe
keâYeer Yeer keâesF& Yeer GheÙegòeâ mebkesâle keâe ØeÙeesie efkeâÙee pee
mekeâlee nw~ ve=lÙe nes Ùee Yee<ee, oesveeW ceW ner efkeâmeer leLÙe
keâes oMee&ves kesâ ef}S nmle-cegõeDeeW keâe ØeÙeesie }ieYeie
meceeve ner neslee nw, kesâke} Fvekesâ Deeke=âefleÙeeW Ùee yeveekeš
ceW DeebefMekeâ Deblej neslee nw~ Yee<ee ceW mkeYeeefkekeâ leLee
Øeeke=âeflekeâ nmle-mebkesâle keâe ØeÙeesie efkeâÙee peelee nw, Fmekesâ
efkehejerle ve=lÙe ceW Fvner nmleeW keâer yeveekeš ceW meeQoÙe&lee
keâes OÙeeve ceW jKeles ngS keâ}elcekeâ nmle-ØeÙeesie efkeâÙee
peelee nw~

ve=lÙe leLee Yee<ee ceW meYeer nmle keâe kegâÚ vee kegâÚ
DeLe& lees jnlee ner nw~ efkeâmeer kemleg efkeMes<e kesâ DeeOeej
hej ner nmle-Deeke=âefle keâes yeveeÙee peelee nw~ pewmes : ke<ee&
kesâ ef}S ke<ee& nesles ngS efoKeeves keâe mebkesâle, metÙe& kesâ
ef}S DeefOekeâ ieceer& leLee hemeervee Deeves keâe mebkesâle, Iej
kesâ ef}S Iej keâer Deeke=âefle efoKeeves keâe mebkesâle, heg<he keâes
oMee&ves kesâ ef}S heg<he efKe}ves keâe mebkesâle Deeefo DevÙe~

nmle-mebkesâleeW kesâ efkeefYeVe ™he :

1) ve=lÙe ceW nmle kesâ efkeefYeVe ™he :

YeejleerÙe Meem$eerÙe ve=lÙe efkeMes<e ™he mes DeeÛeeÙe&
Yejlecegefveke=âle ‘veešŸeMeem$e’ keâe DevegmejCe keâjles nQ~
efpemeceW ve=lÙe mebyebOeer meYeer lelkeeW keâe efkemleej mes keCe&ve
efkeâÙee ieÙee nw~ FmeceW DemebÙegle nmle Ûeewyeerme (24)
leLee mebÙegle nmle lesjn (13) yeleeÙee ieÙee nw~ FvneR
nmleeW keâe ØeÙeesie ve=lÙe ceW efkeâmeer DeLe& keâes mecePeeves kesâ
ef}S ØeÙeesie efkeâÙee peelee nw~ Fve DemebÙegle leLee mebÙegle
nmle kesâ efkeefYeVe efkeefveÙeesie/Øekeâej nw, pees efkeefYeVe DeLeeX
kesâ DeeOeej hej ØeÙegòeâ efkeâS peeles nQ~ YeejleerÙe Meem$eerÙe
ve=lÙe ceW cegKÙe ™he mes oes Øekeâej kesâ nmle keâe ØeÙeesie
efkeâÙee peelee nw -

i. DemebÙegle nmle (Single Hand Gesture):
Ùen nmle Skeâ neLe kesâ Éeje efoKeeS peeves kee}s mebkesâleeW
kesâ ef}S ØeÙegòeâ efkeâS peeles nQ, DeLee&led Skeâ neLe kesâ

Éeje efoKeeS peeves kee}s nmle-mebkesâleeW keâes DemebÙegle
nmle keânles nQ~ DemebÙegle nmle keâe M}eskeâ kegâÚ Fme
Øekeâej nw-

‘heleekeâefm$eheleekeâMÛe leLee kew keâle&jercegKe:~
DeOe&Ûevões ¢eje}MÛe MegkeâlegC[mleLewke Ûe ~~4~~

cegef<šMÛe efMeKejeKÙeMÛe keâefhelLe: KeškeâecegKe:~
metÛÙeemÙe: he©ekeâesMeMÛe leLee kew mehe&Meer<e&keâ:~~5~~

ce=ieMeer<e&: hejes%esÙeesnmleeefYeveÙeÙeesòeâ=efYe:~
keâe”g}keâesÓ}he©eMÛe Ûelegjes YeÇcejmleLee~~6~~

nbmeemÙees nbmehe#eMÛe mevobMees cegkegâ}mleLee~
TCe&veeYemleeceÇÛet[MÛelegefkeËMeeflejerefjlee:~~7~~’8

ii. mebÙegle nmle (Double Hand Gesture) :

oesveeW neLeeW Éeje efoKeeS peeves kee}s nmle-mebkesâle
keâes mebÙegle nmle keâne peelee nw~ mebÙegle nmle keâe M}eskeâ
kegâÚ Fme Øekeâej nw -

‘Debpeef}MÛe keâheesleMÛe keâke&âš mkeefmlekeâmleLee ~~8~~

 KeškeâekeOe&ceeveMÛe ¢elmebiees efve<eOemleLee~
oes}: heg<hehegšMÛewke leLee cekeâj Ske Ûe ~~09~~

 iepeovleesÓkeefnlLeMÛe: keOe&ceevemleLewke Ûe~
Sles leg mebÙeglee nmlee ceÙee Øeesòeâem$eÙeesoMe ~~10~~’9

Fve nmleeW kesâ ØekeâejeW keâes keâ}elcekeâ {bie mes ve=lÙe
ceW GheÙeesie efkeâÙee peelee nw, pees keâ}e kesâ meewvoÙe& keâes
keâF& iegvee yeÌ{e osleer nw~ ve=lÙe ceW nmle-ØeÙeesie keâLeeDeeW
kesâ DeefYeveÙe-cebÛeve keâes Deekeâ<e&keâ yevee osleer nw~

2) Yee<ee-mebÛeej ceW nmle kesâ efkeefYeVe ™he :

Meejerefjkeâ ™he mes efkeefYeVe nmle-mebkesâleeW Éeje efkeÛeejeW
keâes kÙeòeâ keâjvee, Yee<ee keâne peelee nw~ FmeceW nmle keâer
efkeefYeVe Øekeâej mes Deekeâej-Øekeâej leLee Deeke=âefle yeveekeâj
oMee&Ùee peelee nw~ Øeke=âefle ceW GheefmLele meYeer lelkeeW keâes
Fbefiele keâjves kesâ ef}S efkeefYeVe nmleeW keâe ØeÙeesie efkeâÙee
peelee nw, pewmes : hesÌ[-heewOes, peerke-pevleg, heât}-heòeer,
veoer, metÙe&, Ûebõcee, DeekeâeMe, Oejleer, keeÙeg, ke<ee& Deewj
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owefvekeâ peerkeve kesâ efkeefYeVe keâeÙeeX Deeefo DevÙe meYeer
lelke~ keeefÛekeâ kesâ meeLe mebkesâle keâe ØeÙeesie DeveeÙeme ner
nes peelee nw~ kÙeefòeâ efkeâmeer keekeäÙe kesâ kegâÚ MeyoeW mes
mebyebefOele nmle-mebkesâleeW keâe ØeÙeesie lees keâjlee nw~ efpemeceW
meeceevÙe ™he mes ØeÙegòeâ mebkesâleeW keâe ØeYeeke ve=lÙekeâ}e
leLee Yee<ee-mebÛeej hej lees heÌ[lee ner nw~ pewmee efkeâ Thej
yeleeÙee ieÙee nw, ve=lÙekeâ}e ceW DeefYeveÙe cebÛeve ceW nmle-
cegõe keâe ØeÙeesie DeefvekeeÙe& nw~ FvneR meye kesâ Devegmeej
keeefÛekeâ kesâ meeLe Yeer keâYeer-keâYeer Devepeeves ceW ner nmle
keâe ØeÙeesie efkeâÙee peelee nw~ pewmes: keäÙee ngDee? keâneB
nw? ÙeneB DeeDees, ®keâes, DeeFS, Ûeghe nes peeDees, keneB
osKeeW, yeme keâjes, Ùes osKees, nš peeDees Deeefo efkeefYeVe
MeyoeW mes mebyebefOele nmle keâe ØeÙeesie efkeâÙee peelee nw~
Yee<ee ceW ØeÙegòeâ nmle-mebkesâle keâes keâF& keieeX ceW yeeBše pee
mekeâlee nw, pewmes -

1) keäÙee ngDee ?

2) keâneB nw ?

3) ®keâes Ùee ®efkeâS~

4) keneB osKeeW~

5) yeme keâjes~

6) DeefYekeeove/ØeCeece nsleg~

7) Keeves keâe mebkesâle~

8) yeg}eves keâe mebkesâle~

9) ØeMve hetÚves kesâ ef}S~

10) megbojlee kesâ ef}S~

11) meye "erkeâ nw~

12) Mecee&vee~

13) Ùes osKees Ùee FOej osKees~

14) ›eâesefOele nesvee~

15) mecehe&Ce~

16) DeeMeerkee&o osves keâer cegõe~

17) efÛeblee oMee&vee~

18) hejepeÙe keâe mebkesâle

19) keâ®Cee Ùee jesvee~

20) efkeâmeer kemleg keâer Deesj Fbefiele keâjvee~

21) LehheÌ[ ceejvee~

22) ceQ/legce oMee&ves kesâ ef}S~

23) Meerle/"b[ Ùee ieceer& keâes oMee&vee~

24) FlÙeeefo DevÙe~

Fve meYeer nmle-mebkesâleeW keâe ØeYeeke Yee<ee-mebÛeej
leLee ve=lÙe ceW osKeves keâes efce}lee nw~ Dele: keâ}e Deewj
Yee<ee oesveeW ner ™heeW ceW ØeÙegòeâ nmle-mebkesâle keâe ØeYeeke
mhe<š ™he mes heefj}ef#ele neslee nw~

Meem$eerÙe ve=lÙe leLee owefvekeâ Yee<ee-mebÛeej ceW ØeÙegòeâ
nesves kee}s kegâÚ nmle mebyebOeer efÛe$e :
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nmle-mebkesâleeW keâe cenòke leLee GheÙeesefielee :

ceeveke peerkeve ceW Skeâ Yee<ee ner lees nw, efpemekesâ
Éeje ken Deheves ceveesYeekeeW keâes otmejeW kesâ mece#e kÙeòeâ
keâj mekeâlee nw~ ceveg<Ùe Deheveer nj pe™jle keâes hetje
keâjves leLee megKe Deewj og:Ke, meYeer Øekeâej keâer yeeleeW
leLee kÙeLeeDeeW keâes Yee<ee kesâ Éeje ner Øekeâš keâjlee nw~
Ùeefo Yee<ee ner vee nes lees keâesF& Yeer kÙeefòeâ efkeâmeer kesâ
ceveesYeekeeW Skeb DeekeMÙekeâleeDeeW keâes vener mecePe heeSiee
Deewj vee ner GveceW efkeâmeer Yeer Øekeâej keâe mvesn, Øesce Deewj
heeefjkeeefjkeâ mebyebOe nes heeSiee~ Ùen Yee<ee ner nw, pees
meYeer keâes Deeheme ceW peesÌ[s jKeleer nw~ nce Deheveer
mebmke=âefle leLee hejbheje keâes Yeer Yee<ee kesâ ceeOÙece mes ner
otmejeW lekeâ hengbÛeeles nQ~ pewmes:- ve=lÙekeâ}e ceW efkeefYeVe
nmle kesâ ØeÙeesie Éeje Deheveer mebmke=âefle keâer kewefMe<šÙelee
leLee ßes…lee keâes keâ}elcekeâ {bie mes Øemlegle keâjles nQ~
Fmeer lejn Yee<ee Yeer Skeâ Ssmee ceeOÙece nw, pees ceve kesâ
efkeÛeejeW keâes MeyoeW Éeje kÙeòeâ keâjves ceW meneÙekeâ nw~
ve=lÙe nes Ùee Yee<ee oesveeW ner ™he ceW nmle mebkesâleeW keâe
yengle DeefOekeâ cenòke nw~ nmle mebkesâle, ve=lÙe leLee Yee<ee
oesveeW keâes ner hetCe&lee Øeoeve keâjleer nw~ DeefYeveÙeohe&Ce
«ebLe kesâ Debleie&le ve=lÙe kesâ ØemlegleerkeâjCe ceW nmle-ØeÙeesie
kesâ efke<eÙe ceW Ùen M}eskeâ Gu}sKeveerÙe nw -

‘Ùelees nmlemlelees Âef<šÙe&lees Âef<šmlelees ceve:~
Ùelees cevemlelees Yeekees Ùelees Yeekemlelees jme:~~’10

DeLee&led vele&keâ leLee vele&keâer keâes DeefYeveÙe kesâ meceÙe

Ùen OÙeeve jKevee DeekeMÙekeâ nw efkeâ efpeme efoMee ceW
nmle-mebkesâle efkeâÙee peeS, Gmeer Deesj Âef<šheele nesveer
ÛeeefnÙes~ efpeme Deesj Âef<šheele nes, Gmeer Deesj ceve Yeer
kesâbefõle nesvee ÛeeefnS, peneB ceve kesâbe fõle nes, keneR
YeekeeefYekÙeefòeâ keâer Glheefòe nes, leLee peneB YeekeeefYekÙeefòeâ
GlheVe nes peeS, keneR jme keâer efve<heefòe nesleer nw~ Fme
Øekeâej ve=lÙe ceW nmle-mebkesâle keâer Yetefcekeâe efkeefMe<š nw,
pees DeefYeveÙe keâes mepeerkelee kesâ meeLe-meeLe DeLe&hetCe& Skeb
jmeceÙe yeveeves keâe keâeÙe& keâjleer nw~ YeejleerÙe ve=lÙekeâ}e
ceW nmle, ØeeCekeeÙeg keâe keâeÙe& keâjleer nw, Gmeer Øekeâej
ceveg<Ùe kesâ peerkeve ceW Yee<ee-mebÛeej meceepe ceW Dehevee
mLeeve yeveeS jKeves ceW ceoo keâjleer nw~ ØeeÛeerve keâe} ceW
Yeer mebkesâle keâe ØeÙeesie kesâke} Skeâ Yee<ee-™he ceW ner
vener, yeefukeâ Ùen ØeeÛeerve }eskeâkeâLeeDeeW keâes efkeefYeVe
mebkesâleeW Éeje keâneveer kesâ cebÛeve nsleg efkeâÙee peelee Lee~
Dele: YeejleerÙe mebmke=âefle Skeb hejbheje ceW nmle-mebkesâleeW keâe
mLeeve cenòkehetCe&, Deleg}veerÙe, ßes… leLee mekee&sòece nw~

ve=lÙe leLee Yee<ee ceW mebkesâle Éeje efkeâmeer kemleg
efkeMes<e keâer Deeke=âefle Skeb mke™he keâes meeQoÙee&lcekeâ,
}ekeCÙelee leLee DemeeOeejCe ™he ceW Øemlegle efkeâÙee pee
mekeâlee nw~ pees efkeâmeer Yeer leLÙe keâes DeefOekeâ ®efÛekeâj
{bie mes ØeoefMe&le keâjlee nw~ Yee<ee efkeMes<e ™he mes meceepe
kesâ efvecee&Ce ceW menÙeesie Øeoeve keâjleer nw~ ‘Yee<ee keâer
meeceeefpekeâ GheÙeesefielee/cenòkelee Ùen nw efkeâ ken mecØes<eCe
keâe ceeOÙece nw~ efpemekesâ Éeje ken meceepe kesâ meomÙeeW
(}esieeW) keâes Skeâ otmejs mes peesÌ[s jKeleer nw, efpememes kes
Skeâ otmejs keâe menÙeesie keâj heeles nQ~’11 Dele: Yee<ee,
meceepe kesâ efvecee&Ce leLee ceveg<Ùe kesâ ceOÙe hejmhej mebyebOe
yeveeves nsleg DeekeMÙekeâ lelke nw~ ‘Yee<ee keâer meeceeefpekeâ
cenòkelee kesâ efke<eÙe ceW Yee<eeefke%eeve kesâ efkeÉeve memÙetj
keânles nQ efkeâ Yee<ee, meeceeefpekeâ DeLe& keâe meyemes me#ece
GhekeâjCe nw~ meeceeefpekeâ DeLe&, meeceeefpekeâ ØeleerkeâeW ceW
efveefnle nw~ Fmekesâ De}ekee meeceeefpekeâ kÙeeheej ceW Yee<ee
keâer yeÌ[er Dence Yetefcekeâe nesleer nw~ Ùen kÙeeheej, Yee<ee
ceW ØeÙegòeâ ØeleerkeâeW Éeje ner mecheVe neslee nw~’12 nmle-
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mebkesâle efyevee MeyoeW kesâ Yeer YeekeeW keâes menpelee mes kÙeòeâ
keâjves ceW ceooieej nw~ Ùen efkeefYeVe keâ}e lelkeeW kesâ
ØemlegleerkeâjCe keâes DeefOekeâ ienjeF& Deewj mhe<šlee Øeoeve
keâjleer nw~

‘hejbhejeiele Yee<ee efke%eeve ves pesmÛeme& Deewj yee@[er
}Qikespe keâes Yee<ee ve ceeveles ngS FvnW Yee<ee kew%eeefvekeâ
DeOÙeÙeve keâer heefjefOe mes yeenj keâj efoÙee Lee, }sefkeâve
DeeOegefvekeâ Yee<ee-efke%eeve ves FvnW Yee<eeF& mecØes<eCe keâe
cenòkehetCe& efnmmee ceevee keäÙeeWefkeâ Fvekesâ mebÙeespeve mes
Yeeef<ekeâ kÙekenej mkeeYeeefkekeâ lees yevelee ner nw, meeLe ner
GmeceW jbpekeâlee Yeer Deeleer nw~’13 Dele: Yee<ee ceW nmle-
mebkesâle kesâ ØeÙeesie Éeje meeceeefpekeâ he=…Yetefce keâes megÂÌ{
yeveeÙee pee mekeâlee nw~ FvneR mebkesâleeW kesâ ceeOÙece mes
meeceeefpekeâ heefjkesMe ceW Deehemeer YeeF&Ûeeje, Øesce Deewj
keâF& yeej celeYeso, Ie=Cee, És<e GlheVe nesles nQ~ Fme
Øekeâej Yee<ee-mebÛeej ceW GefÛele/mener mebkesâleeW kesâ ØeÙeesie
mes yeeleÛeerle keâes DeefOekeâ ØeYeekeMee}er yeveeÙee pee mekeâlee
nw, leeefkeâ keâesF& És<e ve GlheVe nes~ Gmeer Øekeâej Ùeefo
ve=lÙe ceW DeefYeveÙe nsleg nmle keâe mener {bie mes ØeÙeesie ve
efkeâÙee peeS Ùee efkeâmeer keâLee keâes mecePeeves ceW DemeceLe&
nes~ leye oMe&keâ Gme efkeMes<e Øemlegefle keâe Deevebo vener }s
heeSiee~ Dele: Yee<ee nes Ùee ve=lÙe oesveeW ™heeW ceW mener
lejerkesâ mes nmle-ØeÙeesie keâjves keâe %eeve nesvee DeekeMÙekeâ
nw~ GefÛele DeLe&hetCe& nmle-mebkesâle Éeje efkeâmeer efkeefMe<š
Yee<ee Ùee keâ}e keâer GheÙeesefielee ceW ke=efæ nesleer nw~

efve<keâ<e& :

nceejer YeejleerÙe mebmke=âefle DelÙevle efke}#eCe leLee
Devet"er nw~ Yee<ee nes Ùee keâ}e, Ùes oesveeW ner keâneR-ve-
keâneR Skeâ otmejs kesâ ef}S keâeÙe& keâjleer nw~ Yee<ee ner ken
ceeOÙece nw, efpemekesâ Éeje nce Deheveer mebmke=âefle keâer
yeejerefkeâÙeeW keâes kÙeòeâ keâj mekeâles nQ~ kÙeòeâ keâjves keâe
{bie Ùeefo keâ}elcekeâ nes, lees ken efkeâmeer-ve-efkeâmeer ™he
mes keâ}e keâe mke™he yeve peelee nw~ keâ}e, ken efpemes
nce keâ}elcekeâ {bie mes peerles nQ Deewj otmejeW kesâ mece#e

keâ}elcekeâ {bie mes Øemlegle keâjles nQ~ nmle keâe ØeÙeesie
Yee<ee keâes hetCe&lee Øeoeve keâjlee nw~ Yee<ee ceW nmle-
mebkesâleeW keâe ØeÙeesie Deheves Deehe ceW Devet"e leLee DeefkeÕemeveerÙe
nw~ Yee<ee-mebÛeej ceW YeejleerÙe he=…Yetefce keâe efkeMes<e ØeYeeke
osKeves keâes efce}lee nw, efpemeceW Meem$eerÙe nmle-mebkesâleeW mes
kegâÚ meceeveleeSb leLee #es$eerÙe ØeYeeke keâe efce}epeg}e ™he
ØeoefMe&le neslee nw~ Yee<ee ceW ØeÙegòeâ nesves kee}s mebkesâle
pewmes:- mebKÙee nes Ùee efkeâmeer efoMee keâer Deesj Fbefiele
keâjvee Deeefo DevÙe mebkesâleeW kesâ meceeve ner ve=lÙe ceW Yeer
efkeefYeVe mebkesâleeW keâes ØeÙeesie efkeâÙee peelee nw, ne}ebefkeâ
ve=lÙe ceW Gvekeâe ØeÙeesie meewvoÙe& keâes OÙeeve ceW jKeles ngS
keâ}elcekeâ {bie mes DeefYeveÙe-cebÛeve kesâ meceÙe efkeâÙee
peelee nw~ Yee<ee-kÙekenej leLee keâ}e-cebÛeve ceW nmle-
mebkesâleeW kesâ ØeÙeesie Éeje, Gme efkeMes<e keâeÙe& keâes megbojlee
mes Øekeâš keâjves ceW ceoo keâjleer nw~

Yee<ee leLee ve=lÙe ceW ØeÙegòeâ nmle-mebkesâleeW kesâ meboYe&
ceW nce keân mekeâles nQ efkeâ nmle-mebkesâleeW kesâ ØeÙeesie Ye}s
ner efYeVe-efYeVe #es$eeW ceW efkeâS peeles nQ, hejbleg Fve meYeer
keâe cet} m$eesle YeejleerÙe mebmke=âefle keâer ienjeFÙeeW ceW
efveefnle nw~ Yee<ee ceW ØeÙegòeâ nesves kee}s mebkesâleeW keâes ve=lÙe
ceW DeefYeveÙe kesâ ef}S keâ}elcekeâ {bie mes ØeÙeesie efkeâÙee
pee mekeâlee nw~ keâ}ekeâejeW kesâ ef}S Yee<ee leLee ve=lÙe kesâ
nmleeW kesâ ceOÙe DeblejmebyebOelee nesves mes DeefYeveÙe-cebÛeve
ceW menÙeesie efce} mekeâlee nw, Deewj meeLe ner DeefYeveÙe kesâ
ef}S GheÙegòeâ keâLee keâe DeLe& mecePevee Yeer menpe nes
heeSiee~
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Abstract :

Jayadeva’s Gita Govinda is an exceptional work of Sanskrit Poetry, with one of
the finest poetic dictions that centres around the amorous play between Radha and
Krishna. It portrays ‘Madhura Bhakti’ in a wonderful way that transforms the otherwise
erotic subject matter to an essence of aesthetic and religious experience. In this
renowned work, poet Jayadeva puts forward a course of the stories in the form of
couplets which are grouped in eight to form compositions called ‘Ashtapadis’. The
storyline is based on the leelas of the playful Krishna who engages in amorous love
with the gopis and ultimately with Radha, his divine lover. The storyline symbolizes
the straying of the human soul in the worldly pleasures ultimately returning to its one
true allegiance.

The Ashtanayikas widely depicted in the abhinaya presentations of Kathak Dance
are rich in content with the inclusion of in numerous literary compositions. However,
the compositions of Gita Govind are somehow rare in Kathak presentations till date.
It is required to understand their philosophies to express them through Kathak Dance.
Thus, it can be wonderful to explore with these Ashtapadis in Kathak dance Abhinayas
with context to the Nayikas portrayed in them.

Keywords :

Gita Govinda, Jayadeva, Ashtapadi, AshtaNayika, Kathak.

Jayadeva’s Gita Govinda is an excep-
tional work of Sanskrit Poetry, with one
of the finest poetic dictions that centres
around the amorous play between Radha
and Krishna. It portrays ‘Madhura Bhakti’
in a wonderful way that transforms the other-
wise erotic subject matter to an essence
of aesthetic and religious experience.

Although the subject is Bhakti or

devotion, a distinction is noticeable in the
approach of devotion in the Ashtapadis of
Sri Jayadeva. The poet projects spiritual
devotion through the romantic dalliance
between Radha and Krishna. The work is
presented in a series of extremely brilliant
lyrical compositions expressed in musical
forms in which the divine Krishna and his
consort are greatly humanised.
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Vaishnavism is among the oldest living
religions of India that developed to distin-
ction embodying various philosophies and
theologies through the centuries. Relation
of Vaishnava cult is evident in epics like
Ramayana and Mahabharat being based
on the valour of two Avatars of Vishnu as
Rama & Krishna.

With time, Vaishnavism gave way to
the formation of several sects that adhere
to their own philosophies. The early Bhagavat
Vaishnavism promulgating monistic reli-
gion, state the presence of single supreme
Deity who is extrapolated as the ultimate
reality. The other different sects are
Vasudev-Krishna cult, Gopi-Krishna cult,
the Narayana cult, and the Radha-Krishna
cult.

Around the 12th Century, Vaishnav
movement preached about ‘Bhakti’ or a
strong devotion and love, which has been
prominently marked as the ‘Bhakti Move-
ment ’during later period. It had great
influence on the contemporary literatures.
The works of ‘Bhaktikaleen’ poets like
Meera Bai, Surdas, Nandas, Chaturbhujdas,
Paramanandas, Govindswami, Kumbhandas,
Chitasvami, Krishnadas (Ashtachaap Kavis)
and Jayadeva provide rich elements appro-
priate for the abhinaya presentations in all
Indian classical dances.

Description of Gita Govinda and its

Ashtapadis :

The Gita Govinda is a poetic work i.e.
Kavya Rachana in Sanskrit language that
narrates the tales of the amorous love of
Radha and Krishna and the episodes of
romantic frolics of Krishna with the gopis
of Vrindavan. Before Krishna was some-
one who engaged in amorous dalliances

with the gopis but now has a definite
consort in Radha. The course of the stories
symbolizes the straying of the human soul
in the worldly pleasures ultimately retur-
ning to its one true allegiance.

 The work is structured into twelve
chapters or ‘cantos’ that are further sub-
divided into twenty-four divisions called
Prabandhas. The title of each of the 12
sargas or cantos in the Gita Govinda
carries 12 different names symbolising the
12 different forms of Krishna. They are :

1. Sāmodadāmodaram (Exuberant
Krishna)

2. Akleshakeshavam (Bli thesome
Krishna)

3. Mugdhamadhusūdanam (Winsome
Krishna)

4. Snigdhamadhusūdanam (Tender
Krishna)

5. Sākānksa pundarīkāksham (Passionate
Krishna)

6. Dhrsta vaikuntha (Audacious Krishna)

7. Nāgaranārāyana (Dexterous Krishna)

8. Vilakcyalaksmīpati (Apologetic
Krishna)

9. Mugdhadamukunda (Unpretentious
Krishna)

10. Chaturachaturbhuja (Tactful Krishna)

11. Sānandadāmodaram (Joyful Krishna)

12. Suprītapītāmbara (Exultant Krishna)

The cantos hold eight couplets to form
the compositions called ‘Ashtapadis’. A
storyline is delivered through these Ashta-
padis describing Krishna’s union with
several gopis and ultimately with Radha,
the divine lover of Krishna.
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The Philosophy of Gita Govinda :

The allegory of the union of Jeevatma
and Paramatma (the human and the
supreme) is implicit in Gita Govinda.
Krishna with his profound miraculous acts
particularly referred as leela is
prominently mentioned even in Srimad
Bhadgavata Purana and Bhagavat along
with other Vaishnava texts.

Giving importance to Radha and
holding her superior to Krishna is a unique
concept of Nimbaarka sect of Vaishnavism
as well as of Brahmavaivarta Purana.
Jayadeva has equally given respect and
importance to Radha. In this renowned
work, Gita Govinda he has described the
romantic union ultimately leading to the
exuberant level of spiritual attainment of
bliss.

The love that Jayadeva depicts in
these series of brilliant compositions
reflects the human emotions overwhelmed
with expressions of divine passion for the
union. This is the aesthetic blend of
Sringaar Rasa with the Bhakti and is often
referred as Madhura Bhakti.

The leelas of the playful Krishna, the
loving son of Yashoda and Nandaraj, a
divine lover of Radha and other gopis,
who plays and dances with them on the
banks of river Yamuna is the backdrop of
the whole content of Gita Govinda.

Throughout the series of Ashtapadis,
Jayadeva calls Krishna through varies
names like Keshav, Madhusudan, Murari,
Madhava, etc which represent different
facets of Lord Vishnu’s characters as
Krishna and his conquests.

The whole work enhances the supre-
macy of female characters, especially
Radha as well as the other Gopis. The

female characters of Gita Govinda greatly
resemble the Ashtanayikas described in
various Indian literary texts.

The Ashtanayikas are widely depicted
in the abhinaya presentations of Kathak
Dance. The abhinayas of Kathak are very
rich in content with the inclusion of in
numerous literary and musical composi-
tions. They cover a vast range of traditional,
linguistic, cultural, regional and musical
varieties that allow Kathak to deliver on
so many abhinaya items like, Thumri,
Dadra, Ghazal, Sufi, Bhajan, Kirtan, etc.
Numerous attempts have also been made
to execute abhinayas on western literary
and musical compositions. In this way
Kathak dance can explore many realms of
philosophies with various layers of Abhi-
nayas. This specialty of Kathak has always
allowed the practitioners to incorporate
various types of compositions to their
performances. However, the compositions
of Gita Govind are somehow rare in
Kathak presentations till date.

Thus, it can be wonderful to explore
with these Ashtapadis in dance Abhinayas.
It is required to understand their theme,
wonderful philosophies and then to
express them through Kathak Dance.

The contents and depictions of
Nayikas in Ashtapadis project intense
emotions intricated with devotion and
poetic wonders which can be performed in
Indian classical dances and can be a great
treasure for their Abhinaya collections.

The state of Radha as a Nayika
longing to unite with her Nayaka Krishna
and all the dramatic events that occur
throughout portray a strong sentiment of
love and various emotional stages she
passes through. She is shown to yearn for
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Krishna’s love that transforms her across
her journey in divine love.

With context to some of these
ashtapadis we can mark the Nayikas as
portrayed in the following manner.

In the 3rd Ashtapadi ‘Lalitha Lavanga’,

“lalita-lavanga-latā-parisīlana-komala-
malaya-samīre

madhukara-nikara-karambita-kokila-
kūjita-kuñja-kutīre…”

The Nayika or Radha is portrayed as
Virotkanthita as the Radha longs for her
Nayak Krishna who is impatient in her
longing for Krishna.

In the 6 th Ashtapadi ‘Sakhi

hey’,Radha is shown angst due to the
actions of Krishna as he ignores her and
revels with the gopis.

“sakhi he keśī -mathanam udāram

ramaya mayā saha madana-manoratha-
bhāvitayā sa-vikāram…”

This state can be identified as Khandita,
where the Nayika is resentful about her
Nayak enjoying the company of other
women that keeps him from sharing his
time with the Nayika.The anguish of their
separation creates a longing for Krishna
in Radha and the beautiful times they spent
together. This is a different facet to Khan-
dita Nayika that brings out the underlying
emotion of love for her Nayaka, Krishna
that is the cause of anger.

A similar context that is performed in
Kathak can be found in the thumri “Kaun
Gali Gayo Shyam”. The lyrics state the
absence of Krishna and say, ‘oh which
road/alleyway have you taken’ as the
Nayika wonders why ‘Shyam’ i.e. Krishna
is away from her when she(nayika) is
longing in his desire.

The 8 th Ashtapadi , ‘Nindati

Chandanam’ (Yamuna Teere) :

“yamunā-tīra-vānīra-nikuñje mandam
āsthitam

prāha-prema-bharodbhrāntam mādhavam
rādhikā-sakhī…”

Realising the consequence of his
actions towards Radha, Krishna sits in
melancholy by the banks of Yamuna river
where he is confronted by Radha’s compa-
nion who shares with him Radha’s disdain.
The Sakhi tells him that Radha has
discarded the sandal balm and deems the
moonlight as a waste as she waits for the
arrival of Krishna.

A popular thumri that resembles this
scenario is “Yaad Piya ki Aaye”. It is
widely performed in the field of Kathak
dance. It expresses an amalgamation both
the states Virotkanthita and Khandita of
the Nayika, depicting her longing for the
company of the Nayak and the distress of
separation.

In the 12th Ashtapadi ‘Pashyati Dishi

Dishi’ (Natha Hare), the lucid portrayal
of Radha as Vasaksajja Nayika as she
arranges for the arrival of Krishna. She is
lying on the bed consumed by thoughts
of the pranks of Madhava’s art of love. In
this way she imagines and waits for
Madhava’s arrival for them to unite in the
act of love.

“paśyati diśi diśi rahasi bhavantam

tvad-adhara-madhura-madhūni
pibantam…”

In the 17th ashtapadi, Rajani Janati

(Yaahi Madhava) Radha dives into a
flight of anger when Krishna appears in
the morning. She accuses him of having
cheated once again and points to his attire
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that gives way to her suspicion. Here, Radha
embodies the Khandita Nayika and rejects
all Krishna’s advances for forgiveness.
She accuses and criticizes Krishna with
determination to not take him back.

“yāhi mādhava yāhi keśava mā vada
kaitavavādam |

tām anusara sarasīruha-locana yā tava
harati visādam…”

This Nayika is portrayed widely in
abhinaya of Kathak as well as other dance
forms. A thumri performed in Kathak that
also portrays a similar Nayika is “Kahe
ko Mere Ghar Aye”, composed by Bindadin
Maharaj. It is widely performed in the field
of Kathak.

In the 19 th Ashtapadi, ‘Priye

Charushile’ (Vadasi Yadi) Krishna
smartly attempts to get closer to Radha
once again after rejection and sincerely
expresses his heart. He notices that her
rage is waned and realises Radha does
wish to unite with him despite her anger.

“priye cāruśīle

muñca mayi mānam anidānam…”

We witness the depiction of Kalan-
hantarita Nayika. Radha’s anger fueled her
ego causing her to denounce Krishna’s
approach. However, she is slightly repentant
of that as she still wants Krishna’s company.
Eventually she gives in to Krishna’s will.

Although Gita Govinda appears to be
erotic from worldly perspective in deep
its purpose is to open up the dimensions
of eternal ecstasy and ultimate bliss.

The essence is to liberate the soul from
the worldly illusions and dissolve into the
infinite existence.

The rendition of these Ashtapadis in
accordance with the musical arrangements
of Kathak Dance would produce new
ventures which might be quite appealing
as well as fresh and create wonders when
expressed through the Abhinayas of this
dance form.

The awareness of the Kathak
practitioners in this regard are very much
expected and also to be encouraged.
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jepemLeeve }eskeâieerleeW keâer meeQoÙee&lcekeâ Dece=leOeeje : ceefn}e
}eskeâ keâ}ekeâejeW keâe me=peveelcekeâ ØeYeeke

[e@. DebMeg kecee&
mebieerle efkeYeeie, jepemLeeve efkeÕeefkeÅee}Ùe, peÙehegj

meejebMe :

jepemLeeve kesâ }eskeâieerle Deheveer meebmke=âeflekeâ Oejesnj Deewj Yeekeveelcekeâ ienjeF& kesâ ef}S Øeefmeæ nQ, efpeveceW
ceefn}e }eskeâ keâ}ekeâejeW keâe Ùeesieoeve DeefÉleerÙe nw~ Fme MeesOe }sKe ceW ceefn}e }eskeâ keâ}ekeâejeW kesâ me=peveelcekeâ
ØeYeeke keâe efkeM}s<eCe efkeâÙee ieÙee nw, efpevneWves Deheves keâ}e keâewMe} Deewj YeekehetCe& ieeÙeve mes }eskeâmebieerle keâes Skeâ
veF& efoMee oer nw~ Fve keâ}ekeâejeW ves ve kesâke} ieerleeW kesâ ceeOÙece mes meeceeefpekeâ Deewj meebmke=âeflekeâ cegöeW keâes G"eÙee,
yeefukeâ peerkeve keâer efkeefYeVe YeekeveeDeeW keâes Yeer DeefYekÙeòeâ efkeâÙee nw~ Gvekesâ ieerleeW ceW veejer meeQoÙe&, Øesce, mebÙeesie Deewj
efkeÙeesie kesâ YeekeeW keâe DeefÉleerÙe efÛe$eCe neslee nw~ Ùes keâ}ekeâej Øeeke=âeflekeâ meeQoÙe& keâes Skeâ efkeefMe<š Âef<škeâesCe mes
Øemlegle keâjleer nQ, efpememes Gvekesâ ieerleeW ceW DeefÉleerÙelee yeveer jnleer nw~ Gvekesâ ieerle meceepe ceW meeceeefpekeâ peeie™keâlee,
ceefn}e meMeefòeâkeâjCe Deewj meeceeefpekeâ vÙeeÙe kesâ cegöeW hej OÙeeve kesâbefõle keâjles nQ~

Fme MeesOe he$e ceW jepemLeeve kesâ }eskeâieerleeW ceW ceefn}e }eskeâ keâ}ekeâejeW kesâ me=peveelcekeâ ØeYeeke keâe efkemle=le
efkeM}s<eCe Øemlegle efkeâÙee ieÙee nw~ Ùen DeOÙeÙeve ceefn}e }eskeâ keâ}ekeâejeW kesâ meebmke=âeflekeâ ke meebieereflekeâ Ùeesieoeve
keâes mecePeves Deewj Gvekesâ Éeje }eskeâmebieerle ceW }eS ieS vekeeÛeej Deewj heefjkele&ve keâes Gpeeiej keâjves keâe ØeÙeeme
keâjlee nw~ Fme Øekeâej, Ùen MeesOe he$e jepemLeeve keâer mece=æ meebmke=âeflekeâ Oejesnj Deewj }eskeâmebieerle kesâ mebj#eCe ceW
ceefn}e }eskeâ keâ}ekeâejeW keâer cenlkehetCe& Yetefcekeâe keâes ØeoefMe&le keâjves keâe Skeâ cenlkehetCe& ØeÙeeme nw~

cegKÙe Meyoeke}er :

}eskeâmebieerle, meebmke=âeflekeâ, vekeeÛeej, me=peveelcekeâ, Oejesnj~

heefjÛeÙe : jepemLeeve kesâ }eskeâieerle ve kesâke}
mebieerle keâer Oejesnj nQ, yeefukeâ Ùes meceepe keâer meebmke=âeflekeâ
Deewj meeceeefpekeâ mebjÛevee keâes Yeer Øeefleefyebefyele keâjles nQ~
Fve ieerleeW ceW ceefn}e }eskeâ keâ}ekeâejeW keâe Ùeesieoeve
Devecees} nw, efpevneWves Deheveer keâ}e Deewj me=peveMeer}lee
kesâ ceeOÙece mes meceepe kesâ efkeefkeOe DeeÙeeceeW keâes Gpeeiej
efkeâÙee nw~ Fve ceefn}eDeeW ves Deheves peerkeve kesâ keâ<šeW
Deewj efke<ece heefjefmLeefleÙeeW kesâ yeekepeto }eskeâieerleeW keâes
Skeâ veF& efoMee oer nw, efpemeceW meeQoÙe&, ße=bieej, Øesce,

mebÙeesie, Deewj efkeÙeesie kesâ Yeeke yeKetyeer kÙeòeâ efkeâS ieS
nQ~1 jepemLeeveer }eskeâ mebieerle keâe efke<eÙeevegmeej efkeYeepeve
efkeâÙee pee mekeâlee nw~ mebmkeâej mebyebefOele }eskeâieerle,
oebhelÙe ke «enmLe peerkeve,hekee&slmeke ,oskeer oskeleeDeeW,ceveesjbpeve
mebyebOeer }eskeâieerle, Ssefleneefmekeâ keerj heg®<eeW mebyebefOele
}eskeâieerle, kÙekemeeÙe mebyebOe }eskeâieerle FlÙeeefo~1

ceefn}e }eskeâ keâ}ekeâejeW keâe me=peveelcekeâ ØeYeeke:
ceefn}e }eskeâ keâ}ekeâejeW keâe me=peveelcekeâ ØeYeeke jepemLeeve
kesâ }eskeâieerleeW ceW mhe<š ™he mes osKee pee mekeâlee nw~
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Gvekesâ ieerleeW ceW veejer meeQoÙe&, Øesce Deewj efkeÙeesie kesâ Yeeke
ienjeF& mes kÙeòeâ nesles nQ~ Ùes ieerle ve kesâke} ceveesjbpeve
kesâ ef}S ieeS peeles nQ, yeefukeâ meceepe keâer meebmke=âeflekeâ
Oejesnj keâes heerÌ{er oj heerÌ{er hengbÛeeves keâe keâeÙe& Yeer keâjles
nQ~ Fve ieerleeW ceW veejer peerkeve kesâ efkeefkeOe he#eeW keâes yeÌ[er
mebkesoveMeer}lee mes Øemlegle efkeâÙee ieÙee nw~

meebieereflekeâ Øemlegefle ceW vekeeÛeej : ceefn}e }eskeâ
keâ}ekeâejeW keâe me=peveelcekeâ ØeYeeke jepemLeeve kesâ
}eskeâmebieerle keâes efkeMes<e henÛeeve oslee nw~ Gvekeâer
DeekeeÌpe Deewj Øemlegefle ves meeceeefpekeâ Deewj meebmke=âeflekeâ
cegöeW keâes Gpeeiej keâjves kesâ meeLe-meeLe peerkeve keâer
efkeefkeOe YeekeveeDeeW keâes ienjeF& mes kÙeòeâ efkeâÙee nw~
Gvekesâ ieerleeW ceW ße=bieej keâe DeefÉleerÙe efÛe$eCe neslee
nw, efpemeceW veejer meeQoÙe&, Øesce, mebÙeesie Deewj efkeÙeesie
kesâ Yeeke ienve mebkesoveMeer}lee kesâ meeLe Øemlegle
nesles nQ~

Øeeke=âeflekeâ meeQoÙe& keâe efÛe$eCe : ceefn}e }eskeâ
keâ}ekeâejW Deheves ieerleeW ceW Øeeke=âeflekeâ meeQoÙe& keâes
DeveesKes Âef<škeâesCe mes hesMe keâjleer nQ~ Gvekeâer
Øemlegefle ßeesleeDeeW keâes meefcceef}le keâjleer nw, efpememes
Skeâ meecetefnkeâ meebieereflekeâ DevegYeke yevelee nw~ Gvekeâer
DeveesKeer DeekeeÌpe Deewj ØeefleYee ves mebieerle kesâ ™he
keâes hegveefve&efce&le efkeâÙee nw, pees meerOes efo} keâes Útleer
nw~

meeceeefpekeâ Deewj meebmke=âeflekeâ Øeefleefyebye : ceefn}e
}eskeâ keâ}ekeâejeW keâe me=peveelcekeâ ØeYeeke meeceeefpekeâ
Deewj meebmke=âeflekeâ peerkeve keâes mebieerle kesâ ceeOÙece mes
kÙeòeâ keâjves ceW cenlkehetCe& nw~ Gvekesâ ieerle meceepe
kesâ efkeefYeVe hen}gDeeW keâes Gpeeiej keâjles nQ, pewmes
meeceeefpekeâ peeie™keâlee, ceefn}e meMeefòeâkeâjCe,
Deewj meeceeefpekeâ vÙeeÙe~ Gvekesâ ieerleeW ceW meceeefnle
keâefkeleeSb Deewj efkeâmmes meceepe keâes veF& efoMee osves
keâe keâece keâjles nQ~

mekeâejelcekeâ meeceeefpekeâ heefjkele&ve : ceefn}e
}eskeâ mebieerlekeâejeW kesâ ieerle meceepe ceW mekeâejelcekeâ
heefjkele&ve keâer ØesjCee œeesle yeveles nQ~ Gvekesâ ieerleeW

kesâ mebosMe ßeesleeDeeW keâes ceveesjbpeve kesâ meeLe-meeLe
meesÛeves hej Yeer cepeyetj keâjles nQ~ GoenjCe kesâ leewj
hej, keâF& }eskeâieerleeW ceW ceefn}e meMeefòeâkeâjCe keâe
mebosMe neslee nw, pees ceefn}eDeeW keâes Deheveer leekeâle
Deewj #eceleeDeeW keâes henÛeeveves kesâ ef}S Øesefjle
keâjlee nw~

}eskeâmeeefnlÙe keâer peerkeblelee : ceefn}e }eskeâ
keâ}ekeâejeW kesâ ieerleeW ceW }eskeâkeâLeeDeeW, heewjeefCekeâ
keâneefveÙeeW Deewj Ssefleneefmekeâ IešveeDeeW keâe meceekesMe
neslee nw, efpememes }eskeâmeeefnlÙe peerkeble yevee jnlee
nw~ Gvekesâ ieerle ceveesjbpeve kesâ meeLe-meeLe %eevekeOe&ve
keâe Yeer ceeOÙece nesles nQ, efpememes veF& heerÌ{er Deheveer
meebmke=âeflekeâ Deewj Ssefleneefmekeâ Oejesnj mes heefjefÛele
nesleer nw~

meeceeefpekeâ cegöeW hej ØeYeeke : ceefn}e }eskeâ
keâ}ekeâejeW kesâ ieerle meeceeefpekeâ cegöeW keâes G"ekeâj
meecetefnkeâ meÛeslevelee yeÌ{eles nQ~ kes meceepe ceW
kÙeehle kegâjerefleÙeeW Deewj DemeceeveleeDeeW hej Øenej
keâjleer nQ Deewj meceepe keâes veF& efoMee osves keâe
ØeÙeeme keâjleer nQ~ Gvekesâ ieerleeW ceW veejer Meefòeâ keâe
DeÆgle efÛe$eCe neslee nw, efpememes ceefn}eDeeW ceW
DeelceefkeÕeeme Deewj meenme keâe mebÛeej neslee nw~

}eskeâmebieerle keâe hegveefve&cee&Ce : ceefn}e }eskeâ
keâ}ekeâejeW ves }eskeâmebieerle keâes veF& henÛeeve oer nw~
Gvekeâer keâ}e ves }eskeâmebieerle keâes mebjef#ele Deewj
DeeOegefvekeâ meboYeeX ceW Øeemebefiekeâ yeveeS jKee nw~ kes
heejbheefjkeâ OegveeW kesâ meeLe veF& OegveeW Deewj mebieerle
Mewef}ÙeeW keâe meceekesMe keâjkesâ }eskeâmebieerle keâes mece=æ
yeveeleer nQ~ hejbleg meeLe ceW Keso Yeer nw keâer Fve
keâ}ekeâejeW keâes Iej keâe ner cebÛe efce}lee nw~
kÙeekemeeefÙekeâ cebÛe hej peeves kesâ ef}S FvnW DeYeer
Yeer yengle mebIe<e& keâe meecevee keâjvee heÌ[lee nw~
Deepe kesâ Fme meceÙe yengle keâce ceefn}e }eskeâ
keâ}ekeâejeW keâes Ùen Dekemej Øeehle neslee nw, Fme
he#e keâer Deesj cepeyetleer mes keâeÙe& keâjves keâer ojkeâej
nw~
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Fme Øekeâej, ceefn}e }eskeâ keâ}ekeâejeW keâe me=peveelcekeâ
ØeYeeke ve kesâke} mebieerle yeefukeâ meceepe ceW Yeer cenlkehetCe&
Yetefcekeâe efveYeelee nw~ Gvekesâ ieerle meecetefnkeâ meÛeslevelee
Deewj mekeâejelcekeâ meeceeefpekeâ heefjkele&ve keâe ØesjCee œeesle
yeveles nQ~ Gvekeâer keâ}e Deewj mebieerle ves jepemLeeve kesâ
}eskeâieerleeW keâes veF& henÛeeve oer nw Deewj meceepe ceW veF&
Tpee& keâe mebÛeej efkeâÙee nw~ ceefn}e }eskeâ keâ}ekeâejeW
keâe Ùen Ùeesieoeve Deeves kee}er heerefÌ{ÙeeW kesâ ef}S ØesjCee
keâe œeesle yevee jnsiee, efpememes }eskeâmebieerle Deewj meceepe
oesveeW mece=æ nesles jnWies~

ceefn}e }eskeâ keâ}ekeâejeW keâe me=peveelcekeâ ØeYeeke
jepemLeeve kesâ }eskeâieerleeW ceW mhe<š ™he mes osKee pee
mekeâlee nw~ Gvekesâ ieerleeW ceW veejer meeQoÙe&, Øesce Deewj
efkeÙeesie kesâ Yeeke ienjeF& mes kÙeòeâ nesles nQ~ Ùes ieerle ve
kesâke} ceveesjbpeve kesâ ef}S ieeS peeles nQ, yeefukeâ meceepe
keâer meebmke=âeflekeâ Oejesnj keâes heerÌ{er oj heerÌ{er hengbÛeeves keâe
keâeÙe& Yeer keâjles nQ~ Fve ieerleeW ceW veejer peerkeve kesâ efkeefkeOe
he#eeW keâes yeÌ[er mebkesoveMeer}lee mes Øemlegle efkeâÙee ieÙee
nw~

meeQoÙe& ieerle : meeQoÙe& ieerleeW ceW veejer meeQoÙe& keâe
DeefÉleerÙe efÛe$eCe neslee nw~ Ùes ieerle efkeMes<ekeâj lÙeewnejeW
Deewj Deveg…eveeW kesâ meceÙe ieeS peeles nQ~ pewmes:

IegÌ[}es ieerle : Ùen ieerle efkekeen Deewj lÙeesnejeW kesâ
meceÙe ieeS peeles nQ, pees veejer meeQoÙe& Deewj ße=bieej
keâe keCe&ve keâjles nQ~

kesâ IegÌ[}es ne IegÌ[}es peer IegÌ[}es Ietces}es peer Ietces}es

megneieve yeenjs DeeÙeesIegÌ[}es Ietces}es peer Ietces}es

les} ye}er Ieer Iee}IegÌ[}es Ietces}es peer Ietces}es

IegÌ[}es js yeebOees metle IegÌ[}es Ietces}es peer Ietces}es ×2

megneieve peeÙees hegle IegÌ[}es Ietces}es peer Ietces}es ×2

ieCeieewj : Fme ieerle ceW ieCeieewj hetpeve kesâ meceÙe
veejer meeQoÙe& keâe keCe&ve neslee nw~

Kes}Ce Åees ieCeieewj ieCeieewj,

Yebkej cnebves efvejKeCe Åees ieCeieewj,

Deespeer cnejer, mensuÙeeb peeskes yeeš,

Yebkej cnebves Kes}Ce ÅeeW ieCeieewj,

kesâ efove keâer ieCeieewj,

megvoj Leebves keâleje efove keâes ÛeeBke,

meesUe efove keâer ieCeieewj,

Yebkej cnebves meesUe efove keâes ÛeeBke,

Deespeer cnejer, mensuÙeeb peeskes yeeš,

Yebkej cnebves Kes}Ce ÅeeW ieCeieewj,

Ietcej : Ietcej ve=lÙe keâe Ùen ieerle veejer meeQoÙe&
Deewj ve=lÙe keâer DeefÉleerÙe Úefke Øemlegle keâjlee nw~

Dees cnejer Ietcej Ús veKejeUer Ss ceeB

Ietcej jcekee cnW peemÙeeB

Dees jepejer Ietcej jcekee cnW peemÙeeB

Dees cneves jcelee ves keâepeU efškeâer }eoÙees Ss ceeB

Ietcej jcekee cnW peemÙeeB

Dees jepejer Ietcej jcekee cnW peemÙeeB

Øesce kesâ ieerle : Øesce, mebÙeesie Deewj efkeÙeesie kesâ
YeekeeW mes Yejs ieerleeW ceW veejer keâer YeekeveeDeeW keâe ienve
efÛe$eCe neslee nw~ pewmes:

kesâmeefjÙee yee}ce : Ùen ieerle Øesce Deewj mebÙeesie keâe
Øeleerkeâ nw~

kesâmeefjÙee yee}ce Deekeesveer, heOeejes cnejs osMe peer~

efheÙeeB hÙeejer je {es}e, Deekeesveer, heOeejes cnejs osMe~

DeekeCe peekeCe keân ieÙee, lees keâj ieÙee cees}
DeCesj~

efieCeleeB efieCeleeB efIeme ieF&, cnejs Deebieef}ÙeeB jer
jsKe~~

kesâmeefjÙee yee}ce Deekeesveer, heOeejes cnejs osMe~

meepeve meepeve ceQ keâ™B, lees meepeve peerkepeÌ[er~

meepeve heât} ieg}eye jes, megbIegB Ie[er Ie[er~~

kesâmeefjÙee yee}ce Deekeesveer, heOeejes cnejs osMe~
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{es}e cee™ : FmeceW heâeiegve kesâ meceÙe veejer kesâ
Øesce keâe keCe&ve neslee nw~

(2) heâeieCe DeeÙees jefmeÙee, heâeieefCeÙees jbieeF& oes~

heeref}Ùee ceW ceve jner Ùes nes}er jce jnes Ùes nes}er
heâeieefCeÙees jbieeF& oes~(2)

hehewÙee ieerle : Fme ieerle ceW veejer keâer Øesce Deewj
efkeÙeesie keâer Yeekevee keâes kÙeòeâ efkeâÙee ieÙee nw~

®le DeeF& js hehewÙee Leejs, yees}Ce jer, ®le DeeF&~

pes" ceeme jer }tkee js yeerleer, Deye megjbieer ®le DeeF& js~

®le DeeF& js hehewÙee Leejs yees}Ce jer, ®le DeeF& js?

DemeeÌ{ GleefjÙees, meekeCe }eiÙees keâe}er Ieše efIej
DeeF& js~

keâosÙekeâ Pees}e Ûe}w metefjÙees, Oeerceer-Oeerceer hegjkeeF&
js~

®le DeeF& js hehewÙee Leejer, yees}Ce jer, ®le DeeF&
js?

cees" yeepejer metb Kesle }njkeâw, yeve-yeve nefjÙee}er
ÚeF& js~

efyeÚgÌ[es :

nes efyeÚgÌ[s js Keeeflej heerkej Ûee}er js efyeÚgÌ[es nes
efyeÚgÌ[s js Keeeflej heerkej Ûee}er js efyeÚgÌ[es

ceeÙee jes }esYeer efyeÚgÌ[es keâheÌ[e jes }esYeer efyeÚgÌ[es
Dej ieF&,

cej ieF&, Dejjj jjj Dej ieF&, cej ieF&, Dejjj
jjj

Gleejs meepeve efyeÚgÌ[es ceW oÌ[er Kes}yee ieF& mee
Gleejs meepeve efyeÚgÌ[es ceW oÌ[er Kes}yee ieF& mee

ÛegveÌ[er :

Ûece Ûece Ûecekesâ ÛegveÌ[er efyeCepeeje js

keâesF& LeesÌ[es-2, cnejs meeceeW Peebkeâ js efyeCepeeje js

cnejer lees jbie os ÛegboÌ[er efyeCepeeje js

cnejs meeefnyeeb jes- cnejs efhebkepeer jes

cnejs meeefnyeeb jes jbie os ®cee} js efyeCepeeje js

peesOeeCee mejerKee Menj ceW efyeCepeeje js

keâesF& meesvees lees-2, keâesF& meesvees lees IeÌ[s megveej js

Denes Pejcej yejmes cesn kesâ Yeerpes Ûegbo[er js, kesâ
Yeerpes Ûegbo[er js

Dee" škesâ keâbkeâCees }erÙees js veCeoer efLejkeâ j¢ees
ceejer yeen,keâbkeâCees cees} ef}Ùees~ (3)

ceveesjbpeve kesâ ieerle : meeceeefpekeâ Deewj meebmke=âeflekeâ
ceveesjbpeve kesâ ef}S ieeS peeves kee}s ieerleeW ceW ceefn}e
}eskeâ keâ}ekeâejeW keâer cenlkehetCe& Yetefcekeâe nesleer nw~ pewmes:

FC[tCeer : Fme ieerle ceW veejer kesâ peerkeve keâer
keâef"veeFÙeeW keâe keCe&ve neslee nw~

cnejer mekee }eKe jer }tce

iece ieÙeer FC[tCeer

Deew FC[tCeer js keâejCes

cnejer meemet leevee osÙe

iece ieÙeer FC[teCeer

Dees FC[tCeer js keâejCes

cnejes memegje ™mees peeÙe

iece ieÙeer FC[tCeer

ieesjyevo : FmeceW veejer kesâ ßece Deewj keâ<šeW keâe
keCe&ve efkeâÙee ieÙee nw~

}Ì[}er }tcee Petcee Ss }Ì[}er }tcee Pegcee Ss

Dees cnejes ieesjyevo veKejeUes Deeef}pee cnejes
ieesjyevo veKejeUes

Dees }Ì[}er }tcee Petcee Ss }Ì[}er }tcee Pegcee Ss

Dees cnejes ieesjyevo veKejeUes Deeef}pee cnejes
ieesjyevo veKejeUes

Ss Ss Ss ieeÙeeB Ûejekeleer ieesjyevo iegbefLeÙeeW

lees YeWmeÙeeves Ûejekeleer ceQ heesÙees heesÙees jepe ceQ lees
heesÙees heesÙees jepe
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cnejes ieesjyevo veKejeUes Deeef}pee cnejes ieesjyevo
veKejeUes

Dees }Ì[}er }tcee Petcee Ss }Ì[}er }tcee Pegcee Ss

Dees cnejes ieesjyevo veKejeUes Deeef}pee cnejes
ieesjyevo veKejeUes

peerje ieerle : Ùen ieerle veejer kesâ peerkeve kesâ
efkeefYeVe he#eeW keâe keCe&ve keâjlee nw~

vekeeR.js heefle.ceW peerjes yeeÙees-2

oesF& oesF& heefveÙeeB DeeF& cneje meepeve

cele yeeDees hejCÙee peerjes

Dees peerjes

Dees peerjes peerke jes yewjer js

cele yeeDees cneje hejCÙee peerjes

heeCele keâjleer.je heieuÙee efIemeiÙee-2

keâÌ[}e efIemeiÙee ÛeeBoer je

cele yeeDees cneje hejCÙee peerjes

Dees peerjes peerke jes yesjer js

cele yeeDees cneje hejCÙee peerjes

heefCenejer :

keâ}er js ke}ÙeeCe Gce[er S heefCenejer Ss}es

Úesše[e Úebše jes yejmes cesn yee}e pees

 Deepe hegjeT IetIe}eW S heefCenejer S}es

 ceeršesÌ[er Úebše jes yejmes cesn yee}epeer Deew~(4)

oskeer-oskeleeDeeW kesâ ieerle : Oeeefce&keâ Deewj heewjeefCekeâ
keâLeeDeeW hej DeeOeeefjle ieerleeW ceW veejer keâer Oeeefce&keâ
DeemLee Deewj meebmke=âeflekeâ cetuÙeeW keâe ØeoMe&ve neslee nw~
pewmes:

yesceelee ieerle : FmeceW veejer keâer Oeeefce&keâ DeemLee
keâe keCe&ve neslee nw~

keâF&Ùee Yeg}er yesceelee cnejer ef}KeCee Ùes, ef}KeCee
heÌ{Cee, ef}Kevee Ùes, ef}KeCee heÌ{Cee, ef}Kevee Ùes,
keâwÙee Yeg}er yesceelee cnejer ef}KeCee Ùes~~

yeÌ[ heerhe} kesâ heeve ve ef}efKeÙee, veeiej yes} kesâ
heâ} vee Ùes, keâwÙee Yeg}er yesceelee cnejer ef}KeCee Ùes~~

lespeepeer ieerle : Fme ieerle ceW veejer keâer Yeefòeâ
Deewj Oeeefce&keâlee keâes kÙeòeâ efkeâÙee ieÙee nw~

}er}ve IeesÌ[er meeskeveer lespee

Les nes }er}ve je Demekeej

cneje lespee peer cenejepe

}er}ve IeesÌ[er je Demekeej

cneje lespee peer cenejepe

®Ce Pegve IegIeefjÙee yeepes

keâef[Ùee Leejer }er}ve keâe ns yeepes

pece}e Leeje peeiejCe lespee

Yeb[eje ceeefn ns peesle

DeekeâÌ[ keâe[keâ ceW }eies

Yeb[eje cneje lespee je }eies

}er}ve IeesÌ[er je Demekeej

}er}ve IeesÌ[er je Demekeej

cneje lespee peer cenejepe

®Ce Pegve IegIeefjÙee yeepes

keâef[Ùee Leejer }er}ve keâe ns yeepes

keerj heg™<eeW kesâ ieerle: FmeceW veejer ves ieerleeW kesâ
ceeOÙece mes }eskeâveeÙekeâeW kesâ Oeeefce&keâ Deewj meebmke=âeflekeâ
cetuÙeeW keâe efÛe$eCe efkeâÙee nw~ keerj heg®<eeW kesâ MeewÙe&
ieerle

efÛeòeewÌ[e jeCee js ceskeeÌ[e jeCee js

lees heeefn Dekeâyej meen cebieekes

Ûeekeâjer js, jeCee jepemeer Yeekeve jer

Dee[e [tbiej Deefle IeCee js, Dee[eÌ IeCee he}eme,

efke<ece heeš Dee[eÌ IeCee, Dee[erÌ veoerÙe heveeme

nes jeCee jepemeer nes, ceskeeÌ[e cenerheefle nes,
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efÛeòeewÌ[e ieÌ{heefle nes ,jepee ospees ieÌ{heefle Deeves
meerKe~

cneje keerj efMejesceefCe osMe cnejs hÙeejes }eies peer,

TbÛee TbÛee ceieje Thej TbÛeer ieÌ{ efÛeòeewÌ[~ (5)

njpeme ieerle :

ceQ keejer peeTb js, yeef}nejer peeTb js,

cnejs meleieg® DeebieCe DeeÙee,

ceQ keejer peeTb js,

cneje oelee DeebieCe DeeÙee,

ceQ keejer peeTb js?

cneje meleieg® DeebieCe DeeÙee,

ceQ iebiee ieesceleer veneÙee,

js ceejer efvece&} nes ieÙeer keâeÙee,

cew keejer peeTb js,

cneje oelee DeebieCe DeeÙee,

ceQ keejer peeTb js?

Meeoer kesâ ieerle : Meeoer-efkekeen kesâ meceÙe ieeS
peeves kee}s ieerleeW ceW ceefn}e }eskeâ keâ}ekeâejeW keâe efkeMes<e
Ùeesieoeve neslee nw~ pewmes:

yeVee-yeVeer ieerle : Fme ieerle ceW Meeoer kesâ meceÙe
veejer keâer YeekeveeDeeW keâe keCe&ve neslee nw~

megneie yejmes yeVeer lesjs Debievekee-2

oeoer kesâ Deebieve megneie yeVeer ceebies

Decej jns yeVeer lesjes efmebogjkee

megneie yejmes yeVeer lesjs Debievekee-2

Yetkee kesâ Deebieve megneie yeVeer ceebies

Decej jns yeVeer lesjes keâbievekee

megneie yejmes yeVeer lesjs Debievekee-2

YeeYeer kesâ Deebieve megneie yeVeer ceebies

Decej jns yeVeer lesjer ÛegveefjÙee

leesjCe ieerle : FmeceW veejer kesâ meeQoÙe& Deewj ße=bieej
keâe keCe&ve efkeâÙee ieÙee nw~

meemet efvejKe-efvejKe pebkeeF& S, heÚs os}er Dees}cee~

cnejes nerjes mejerKees pebkeeF& DeeÙees heekebCee~

keâekeâe efvejKe-efvejKe pebkeeF& S heÚs os}er Dees}cee~

cnejes mejme mejerKees pebkeeF& S heÚs os}er Dees}cee~

ceeceer efvejKe-efvejKe pebkeeF& S heÚs os}er Dees}cee~

cnejes nerjes mejerKees pebkeeF& DeeÙees heebkeCee~

yeOeekee ieerle : Fme ieerle ceW veejer keâer KegMeer
Deewj Gcebie keâe efÛe$eCe efkeâÙee ieÙee nw~

ceOegkeve jes S DeeByees ceesefjÙee Dees leeshe jÙeesSmeejer
ceejkeeÌ[ menuÙeeme

Deeyees ceesefjÙee yeng efjceefPece cen}e Tlejer,

Deeleer keâj mees}e efpeCeieej,meemet peer hetÚÙees Ss
yent,

Leejs ienCees cneves henCe oerKeeke~

cneje megmejes peer ieÌ{je jepekeer meemetpeer cneje
jleve Yeb[ej~ (6)

keâeceCe ieerle :

yeveÌ[er Ûe}er Deehejer ceeÙeÌ[ js heeme, osDees cnejer
ceeÙeÌ[ Decej megneie~

Deesjeb ves oskeeb yeeF& hetÌ[er ns yevOeeÙe, Leeves keâbkej
yeeF& Lee} YejeÙe~

Leeves keâbkej yeeF& Decej mekeeie~

hetef[Ùeeb jes yeebOÙees ceebÙe {g}-{g} peeÙe Lee}
YeÙee&s~

Pekeâ Pees}e KeeÙe, yeg}eÙees yeveÌ[er js Decej mekeeie

yeveÌ[er Ûee}er Deehejer keâekeäÙeeb js heeme,

Deewjeb ves oskeeb yeeF& hetÌ[er ns yevOeeÙe Leeves keâbkej
yeeF& Lee} YejeÙe~
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Ûeekeâ ieerle :

Deepe cnejes yeeoef}Ùees jeCÙee keâjes efmeCeieej~ hetle
metjpe peer je yeerje yeeF& meesoje keâe~

Leebkeâe ner yejpÙee meeÙeye efyevee jnkee~ Deepe cnejes
ceeoef}Ùees jeCÙeeb keâjes efmeCeieej~

hetle Yebkej}e} mee keâe yeerj yeeF& veCeo} keâe~
hetle... pÙeeb keâe yeerje yeeF&... keâe~

meieeF& ieerle :

keâes" mes DeeÙee nw veejs}, keâes" me DeeÙee Ùes~

cneje veke} yeVee je, efye[e}e peer yeVee peer~

pevekeâhegj me DeeÙee nw veejs}, pevekeâhegj mes DeeÙee
peer~

nbme nbme PesuÙee peer veejs}, yeVee kesâ meemeje mes
DeeÙee peer~

yeVee jer oeoer hetÚw yeele,

keâmees js }eiÙees peer, cnejw yeVee mew meemejes peer

yeVee jer YeeYeer hetÚs yeele

efkeveeÙekeâ ieerle :

ieÌ{ jCele Yebkej mes Deekees efyeboeÙekeâ, DeeÙe hekeemÙees
meer}e yeÌ[ le}w peer~

hetÚle-hetÚle veiej hekeemÙees, Iej Ùes yeleeDees }e[}er-
je (}e[}e-je) yeeyee keâe~

TbÛeer meer cewÌ{er }e} efkeâbkeeÌ[er, kesâ} Peyegkeâ yeebkeâw
yeejves~

De}er Ùes ie}er cele peeDees efyeboeÙekeâ,

megoesÙe Dees pees meeceer mee} ceW~

peeves peeFves heeÚe veeef}Ùee oeoemee Tyee ceeb[e
nsšs

 Les Iej peeDees oeoemee DeeheCes yeeF& lees Ûeeef}Ùee
hejosme

mecheš kes leew }kevees veerlej Ye}e hejosme Deeies
peeF&ies heeÚe veeef}Ùee keerje mee TyeeB ceeb[e veerÛes~(7)

efkejn kesâ ieerle: efkeÙeesie Deewj heerÌ[e keâes kÙeòeâ
keâjves kee}s ieerleeW ceW veejer keâer kÙeLee Deewj ogKe keâe
keCe&ve neslee nw~ pewmes:

efnÛekeâer : Fme ieerle ceW veejer keâer efkeÙeesie keâer
Yeekevee keâe efÛe$eCe efkeâÙee ieÙee nw~

cnejes yeeoer}es efÛeleejs cnejes meeefn}es efÛeleejs keâjs
yesjve Deekes efnÛekeâer Deekes efnÛekeâer yesjve Deekes
efnÛekeâer yesjve

(vewvee keâve jes yeepejes Leejer efÛeefÌ[Ùee Ûegie Ûegie
peeÙes Yebkej mee efÛeefÌ[Ùee Ûegie Ûegie peeÙes) cewves
Leeves {es}e cevee efkeâÙees pes 2 Les hejosMee cele
peeS cnejes yeeoer}es efÛeleejs cnejes meeefn}es efÛeleejs
keâjs yesjve Deekes efnÛekeâer Deekes efnÛekeâer yesjve Deekes
efnÛekeâer yesjve

DeesuÙeg ieerle :

DeesuÙeg Deekes {}leesÌ[er ceebPe} jele ×2

heâeieCe cenervee ceW yesiee DeekeÌpees js efÌpeÙees

DeesuÙeg Deekes {}leesÌ[er…

meeÙeye GÌ[s GÌ[s jbie js ieg}e} ×2

Iecekeâe met veeÛes js Leejer ieesj[er js efÌpeÙees

DeesuÙeg Deekes {}leesÌ[er…

megheeCees ieerle :

metleer Leer jbie cen} ceW,

metleer ves DeeÙees js pebpeeU,

meghevee js yewjer Pet"es keäÙeeW DeeÙees js

kegâjpeeb let cnejer yewve[er S, meebYeU cnejer yeele,

{es}e leCes DeesUceeb Yespetb Leejs }ej~

kegâjpeeb S cnejes Yebkej efce}e osveer S~

efve<keâ<e& :

Fme DevegmebOeeve ves ceefn}e }eskeâ keâ}ekeâejeW kesâ
mebieerle kesâ meeQoÙee&lcekeâ Deewj meeceeefpekeâ ØeYeeke keâe
kÙeehekeâ efkeM}s<eCe efkeâÙee nw~ Fve keâ}ekeâejeW keâer mebieereflekeâ
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ØeefleYee Deewj Yeekeveelcekeâ ieeÙeve ves jepemLeeve kesâ
}eskeâmebieerle keâes veF& efoMee oer nw, efpemeceW meeceeefpekeâ
mebosMeeW Deewj meebmke=âeflekeâ cetuÙeeW keâe DeefÉleerÙe Deeoeve-
Øeoeve neslee nw~ Gvekesâ ieerleeW ceW veejer Meefòeâ keâe mekee&sòece
efÛe$eCe meceepe ceW mekeâejelcekeâ heefjkele&ve keâer ØesjCee
œeesle yevelee nw~ ceefn}e }eskeâ keâ}ekeâejeW keâe mebieerle
efmehe&â ceveesjbpeve keâe meeOeve veneR nw, yeefukeâ Ùen Skeâ
meeceeefpekeâ, meebmke=âeflekeâ, Deewj meeefneflÙekeâ DeeOeejefMe}e

nw~ Fve keâ}ekeâejeW kesâ ieerleeW ceW kÙeòeâ mebosMeeW ves meceepe
ceW efkeÛeejeW kesâ yeo}eke keâes Øesefjle efkeâÙee nw Deewj GvnW
mekeâejelcekeâ efoMee ceW }s peeves ceW cenlkehetCe& Yetefcekeâe
efveYeeF& nw~ Dele: Fme DevegmebOeeve keâe meej Ùen nw efkeâ
ceefn}e }eskeâ keâ}ekeâejeW kesâ mebieereflekeâ Ùeesieoeve keâes
mecePevee Deewj Gvekeâer cenlkehetCe&lee keâes henÛeevevee, meceepe
ceW meceevelee Deewj mece=efæ keâer efoMee ceW cenlkehetCe& keâoce
nes mekeâlee nw~
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meboYe& metÛeer :
1. [e@. mkeCe&}lee De«ekee}, jepemLeeve kesâ }eskeâieerle

Yeeie-1, he=… mebKÙee 48-50, Fbef[Ùeve Øesme ef}efcešs[,
ØeÙeeiejepe~

2. meee fnlÙe mebmLeeve, heâeF} mebKÙee- 325, ieerle
mebKÙee-17, he=… mebKÙee 37~

3. meee fnlÙe mebmLeeve, heâeF} mebKÙee- 318, ieerle
mebKÙee-21, he=… mebKÙee 15~

4. meee fnlÙe mebmLeeve, heâeF} mebKÙee- 325, ieerle
mebKÙee-17, he=… mebKÙee 37~

5. [e@. megMeer}e Meòeâekele, jepemLeeveer }eskeâieerle mece=æ
hejbheje, Deeefš&efmškeâ vejsMeve, Keb[-11, 2020, he=…

mebKÙee 19-30~

6. iebiee Øemeeo keâce"eve, jepemLeeveer }eskeâieerle Yeeie-1,
he=… mebKÙee 131~

7. "e. jece efmebn ke DevÙe, jepemLeeve kesâ }eskeâieerle, he=…
mebKÙee-51~

8. [e@. mkeCe&}lee De«ekee}, jepemLeeve kesâ }eskeâieerle
Yeeie-1, Fbef[Ùeve Øesme ef}efcešs[, ØeÙeeiejepe~

9. [e@. DebMeg kecee&, jepemLeeveer }eskeâ mebieerle keâer Ùee$ee :
he©eYet<eCe ßeer keâesce} keâes"ejer kesâ efkeMes<e meboYe& ceW, ßeer
efkeveeÙekeâ heefy}kesâMeve, he=… mebKÙee-125~

10. DevÙe meYeer ieerle }eskeâ ØeÛeef}le nQ~
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jeceveiej keâer jece}er}e
[e@. ieefjcee šC[ve

iesmš heâwkeâušer, YejleveešŸece ve=lÙe, ve=lÙe efkeYeeie,
YeeleKeC[s mebmke=âefle efkeÕeefkeÅee}Ùe, }KeveT

jece}er}e : }er}e keâe DeLe& nw Kes}, ›eâer[e,
efkeveeso, Deevevo, ceveesjbpeve Deeefo~ ken Kes} efpemeceW
ØeYeg ßeer jece keâer keâLee keâes Øemlegle efkeâÙee peeS ken nw
‘jece}er}e’~ jece keâLee keâes ØeÛeef}le keâjves kesâ GösMÙe
mes Fme }eskeâveešŸe hejcheje keâe GoÙe ngDee keäÙeeWefkeâ Ùen
meke&meeOeejCe lekeâ jece keâer peerkeve ieeLee keâes mej}lee ke
menpelee mes hengBÛeeves keâe Glke=â<š ceeOÙece nw~ Yeejle kesâ
Gòej Yeeie ceW jece}er}e }eskeâveešŸe hejcheje keâe ØeÛe}ve
}ieYeie 19keeR Meleeyoer mes DeejcYe ngDee~ jece}er}e
keâes Ùetvesmkeâes Éeje ke<e& 2005 ceW ceevekelee keâer Decetle&
efkejemele kesâ ™he ceW KÙeeefle Øeehle ngF&~ peve meeceevÙe kesâ
ef}S jece}er}e cee$e Skeâ }eskeâveešŸe hejcheje ner veneR
nw Deefheleg Skeâ Oeeefce&keâ Deveg…eve nw efpemekesâ ceeOÙece mes
kes ØeYeg ßeer jece mes mee#eelkeâej keâj heeles nQ~

[e@0 keâefhe}e keelmÙeeÙeve kesâ Devegmeej jece keâLee
keâe ØeejefcYekeâ ™he 1000 ke<e& F&mee hetke& Ùee 800 ke<e&
F&mee hetke& lekeâ ceW efce}lee nw Fme DeeOeej hej Ùes mhe<š
neslee nw efkeâ jece keâLee keâe ØeÛe}ve Yeejle ceW yengle
meceÙe mes nw~ Gòej Yeejle ceW oMenje heke& kesâ meceÙe
ieeBke, Menj, keâpyeeW Deeefo ceW efkeefkeOe jece}er}e meefceefleÙeeW
Éeje cewoeveeW ceW ßeer jece keâer ieewjke ieeLee keâe ieeve
jece}er}e kesâ ™he ceW Øemlegle efkeâÙee peelee nw~ keâF& peien
lees jece}er}e Øemlegefle nsleg jece}er}e cewoeve Yeer yeveeS
ieS nQ~ Gòej Yeejle ceW efou}er, keejeCemeer, ØeÙeeiejepe,
ceLegje, DeÙeesOÙee, DeuceesÌ[e, melevee, ceOegyeveer, efkeefoMee,

peye}hegj, peÙehegj, Yejlehegj Deeefo keâer jece}er}eSb ØecegKe
nQ~ jece}er}e }eskeâveešŸe cet} ™he mes oMenjs kesâ
meceÙe Øemlegle efkeâÙee peelee nw efpemekeâer meceÙe DekeefOe 7
efoveeW mes }s keâj 31 efove lekeâ nesleer nw~ jece}er}e ceW
ßeer jece kesâ peerkeve kesâ ØecegKe ØemebieeW keâes Peebkeâer, cetkeâeefYeveÙe,
ieerefle veešŸe Ùee veešŸe kesâ ™he ceW Øemlegle efkeâÙee peelee
nw~ cet}leÙee Yeejle ceW ØeÛeef}le meYeer jece}er}eDeeW keâe
cebÛeve ieesmkeeceer leg}meeroeme ke=âle jeceÛeefjleceeveme hej
DeeOeeefjle neslee nw~

jeceveiej keâer jece}er}e :

Fefleneme : keejeCemeer mes iebiee heej hetkeer& leš hej
yemee nw Menj jeceveiej pees Skeâ meceÙe keâeMeerjepe keâer
jepeOeeveer ngDee keâjlee Lee~ cenef<e& kesokÙeeme keâer Yetefce
keâns peeves kee}s jeceveiej keâer jece}er}e yengle ner DeÆgle,
DeefÉleerÙe Skeb De}ewefkeâkeâ nesleer nw~ jece}er}e kesâ meceÙe
hetje Menj ner ßeer jece keâer Yeefòeâ ceW mejeyeesj nes peelee
nw~ ÙeneB jece}er}e efkeâmeer Skeâ cebÛe hej veneR nesleer
yeefukeâ hetje Menj }er}e keâe cebÛe neslee nw DeLee&led
MenjYej ceW Ietce-Ietcekeâj }er}e keâe cebÛeve efkeâÙee peelee
nw efpemekesâ ef}S efkeefkeOe mLeeve efveefMÛele nQ~ Yeeõheo
Megkeä} he#e Ûelego&Meer mes DeejcYe neskeâj DeeefÕeve Megkeä}
hetefCe&cee lekeâ jece}er}e keâe cebÛeve efkeâÙee peelee nw~
ØeeÛeerve keâe} mes efpeme #es$e keâes efpeme Øemebie kesâ ef}S
efveOee&efjle efkeâÙee ieÙee Deepe Yeer Gmeer #es$e ceW ken Øemebie
DeefYeveerle neslee nw~ Flevee ner veneR Gme #es$e keâe veecekeâjCe
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Yeer keneB Øemlegle efkeâS peeves kee}s Øemebie kesâ veece hej jKe
efoÙee ieÙee nw pewmes- }bkeâe, DeÙeesOÙee, pevekeâhegj, hebÛekešer
Deeefo~

ØeejbYe keâe} mes meYeer keâeMeer vejsMe jece Yeòeâ jns
nQ Skeb jece}er}e keâes mebjef#ele jKeves Deewj efkekeâeme
Øeoeve keâjves ceW keâeMeer vejsMeeW keâe yengcetuÙe Ùeesieoeve
jne nw~ 18keeR-19keeR Meleeyoer kesâ keâe} ceW jepee
ye}keble efmebn ves efÛe$ekeâtš, pevekeâhegj Skeb DeÙeesOÙee kesâ
jeceeveboer meeOegDeeW mes DeÛÚs mecyevOe jKeves kesâ ef}S
jece}er}e keâes meMeòeâ ceeOÙece yeveeÙee~ hejvleg Deepe
jeceveiej keâer jece}er}e keâe pees mke™he osKeves efce}lee
nw Gmekeâer veeRke jepee Gefole veejeÙeCe efmebn (1796-
1835) ves jKeer Leer~ FvnW jeceveiej keâer jece}er}e keâe
mebmLeehekeâ keâne pee mekeâlee nw~ jeceveiej ceW jece}er}e
kesâ DeejcYe mes mecyebefOele kegâÚ efkeâckeobefleÙeeB Øeehle nesleer
nQ~ Skeâ kesâ Devegmeej jepee nj mee} keejeCemeer efmLele
leg}meerIeeš keâer jece}er}e osKeves peeÙee keâjles Les~ Skeâoe,
Øemlegefle kesâ meceÙe jepekegâceej keâer DemkemLelee kesâ keâejCe
kes yengle Goeme Les lees Gvekeâer Goemeer keâe keâejCe peevekeâj
ßeer jece kesâ mke™he ves Deheveer cee}e Gleej keâj GvnW oer
Deewj Ùegkejepe keâes henveeves keâes keâne~ jepee ves kewmee ner
efkeâÙee Deewj Ùegkejepe mkemLe nesves }ies~ leye mes jeceveiej
ceW jece}er}e keâe DeejcYe ngDee~ Skeâ SvÙe efkeâckeobleer
kesâ Devegmeej jepee keâes jeceveiej mes kegâÚ otj efmLele
Úesše ceerjpeehegj (kele&ceeve keâe yejF&hegj) veecekeâ ieeBke ceW
jece}er}e osKeves kesâ ef}S Deecebef$ele efkeâÙee ieÙee Lee
Gvekesâ hengBÛeves kesâ yeeo ner }er}e DeejcYe nesleer Leer
hejvleg Skeâ yeej jepee keâes hengBÛeves ceW efke}cye nesves kesâ
keâejCe }er}e osKeves mes kebefÛele jnvee heÌ[e efpememes kes
Goeme nes ieS leye jeveer ves GvnW jeceveiej ceW ner
jece}er}e DeejcYe keâjves keâes Øesefjle efkeâÙee Deewj jeceveiej
ceW jece}er}e keâe DeejcYe ngDee~

cenejepe ves jeceeÙeCe keâe ØeÛeej Øemeej keâjves kesâ
ef}S oes ceeie& DeheveeS, ØeLece jece}er}e kesâ ™he ceW
jeceeÙeCe keâer Øemlegefle pees peve meeOeejCe keâes mecePe Dee

mekesâ leLee jepee ves ieesmkeeceer leg}meeroeme Éeje jefÛele
jeceÛeefjleceeveme keâe ceefCe ceeefCekeäÙe peefÌ[le efkeMee}
meefÛe$e mebmkeâjCe ‘efÛe$e jeceeÙeCe’ lewÙeej keâjeÙee pees keâer
Deepe Yeer jepecen} ceW megjef#ele nw~

jeceveiej ceW jece}er}e kesâ DeejcYe keâer meceÙe
DekeefOe mes mecyebefOele efkeefkeOe cele Øeehle nesles nQ~ heb0
jeceveejeÙeCe heeC[sÙe peer kesâ celeevegmeej 1806 ceW
jeceveiej ceW jece}er}e keâe DeejcYe jepee Gefole veejeÙeCe
efmebn kesâ keâe} ceW ngDee~ pescme efØebmehe Deewj efyeMehe nsyej
kesâ celeevegmeej 1820 lekeâ jece}er}e hetCe&™he mes mLeeefhele
nes Ûegkeâer Leer~ [e@. peÙe ØekeâeMe hee"keâ kesâ Devegmeej
jeceveiej ceW jece}er}e keâe DeejcYe jepee Gefole veejeÙeCe
efmebn Éeje 1822-1830 ceW Yeefòeâ Yeeke kesâ keâejCe
keâjeÙee ieÙee~

jepee Gefole veejeÙeCe efmebn kesâ Éeje jeceÛeefjleceeveme
hej DeeOeeefjle jece}er}e keâe DeejcYe efkeâÙee ieÙee leLee
Gvekesâ heg$e jepee F&Õejer Øemeeo veejeÙeCe efmebn Éeje
jece}er}e Øemlegefle kesâ ef}S Yetefce keâe ÛeÙeve efkeâÙee ieÙee
meeLe ner Fvekesâ Éeje mebkeeo keâes heefj<ke=âle ™he Øeoeve
efkeâÙee ieÙee efpemeceW jepeieg® keâe<šefpe£e mkeeceer, DeeOegefvekeâ
efnboer meeefnlÙe kesâ efheleecen YeejleWog njerMÛebõ, jerkeeb
vejsMe jIegjepe efmebn Deeefo keâe efkeMes<e Ùeesieoeve jne~
Fvekesâ keâe} ceW ‘jeceeÙeCe heefjÛeÙee& heefjefMe<š ØekeâeMe’
veecekeâ šerkeâe lewÙeej keâer ieF& efpeme hej jece}er}e DeeOeeefjle
nesleer Leer~ kele&ceeve ceW jece}er}e keâe DeeOeej 1962 ceW
ØekeâeefMele šerkeâe ‘jepemebmkeâjCe’ nw~

Fleves ke<eeX mes Devekejle Ûe}er Dee jner jece}er}e
hejcheje ceW ke<e& 2020 Skeb 2021 ceW jepee Deveble
veejeÙeCe efmebn kesâ keâe} ceW keâesjesvee ceneceejer kesâ keâejCe
"njeke Dee ieÙee Lee~ hegveŠ ke<e& 2022 mes Ùen hejcheje
Deheves mke®he ceW ØeoefMe&le keâer peeves }ieer~

keâeMeer keâer jece}er}e leerve Mewef}ÙeeW ceW efoKeleer nQ-
Peebkeâer }er}e, leg}meer }er}e Deewj Ieefšle }er}e efpeveceW
Ieefšle }er}e keâe Skeâ cee$e GoenjCe nw jeceveiej keâer



106
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

jece}er}e~ [e@. YeevegMebkeâj cesnlee kesâ celeevegmeej ÙeneB
keâer }er}e ceW hee$e Deheveer Yetefcekeâe keâes peerles nQ GvnW
efÛeblee veneR nesleer efkeâ GvnW keâewve osKe jne nw keâewve megve
jne nw Fmeef}S Ùen Ieefšle }er}e nesleer nw~

hee$e : jece}er}e kesâ meYeer hee$e heg®<eeW kesâ Éeje
efvekee&n efkeâÙes peeles nQ~ meYeer hee$e yeÇeÿeCe keie& kesâ nesles
nQ~ hee$e oes Øekeâej kesâ nesles nQ- mke™he leLee DevÙe~
mke™he DeLee&led Yeiekeeve kesâ Dekeleej leLee DevÙe hee$e
kebMeevegiele nesles nQ Ùes heerÌ{er oj heerÌ{er Skeâ ner hee$e
efveYeeles Dee jns nQ pewmes jekeCe cenjepe, yeÇÿee, oMejLe
Deeefo~ heÃe mke™he (jece, }#ceCe, Yejle, Me$egIve Skeb
meerlee) kesâ ™he ceW heeBÛe yee}keâeW keâe ÛeÙeve Yeeõheo
Megkeä} he#e Ûelego&Meer mes oes ceen hetke& ieCesMe hetpeve kesâ
meeLe cenejepe Éeje efkeâÙee peelee nw~ Ùen ÛeÙeve yee}keâeW
kesâ ™he, DeeÙeg, keâb" Okeefve Deeefo kesâ DeeOeej hej efkeâÙee
peelee nw~ heÃe mke™heeW keâer DeeÙeg Ûeewon ke<e& mes DeefOekeâ
keâer veneR nesveer ÛeeefnS~ ÛeÙeve kesâ Ghejeble mke™heeW keâer
hetpee nesleer nw Deewj kes kÙeeme peer kesâ efveo&sMeve ceW mebkeeo
Deeefo keâer efMe#ee Øeehle keâjles nQ~ kÙeeme peer jece}er}e
ceW cegKÙe Yetefcekeâe keâe efveke&nve keâjles nQ kes hee$eeW keâe
DeYÙeeme keâjeles nQ, heerefÌ{ÙeeW mes Øeehle mebkeeo heesefLeÙeeW
keâes mebYee}les nQ, hee$eeW keâes Øemlegefle kesâ meceÙe mebkeeo
heerÚs mes DevegyeesefOele keâjles nQ, hee$eeW keâer ™hemeppee-
kesMeYet<ee keâe OÙeeve Yeer kÙeeme peer ner jKeles nQ~ mechetCe&
Øemlegefle ceW oes kÙeeme peer nesles nQ- Skeâ mke™heeW kesâ leLee
otmejs DevÙe hee$eeW kesâ kÙeeme peer~

Fvekesâ Deefleefjòeâ jece}er}e kesâ DevÙe hee$e nQ
jeceeÙeCeer, Ùen kegâ} yeejn }esieeW keâe o} neslee nw pees
heKeekepe Deewj cebpeerje yepeeles ngS jeceÛeefjleceeveme keâe
hee" keâjles nQ~

hee$eeW keâer kesMeYet<ee : jece}er}e kesâ hee$eeW keâe
DeeneÙe& yengle ner meeOeejCe mee neslee nw~ jece, }#ceCe,
Me$egIve Deewj Yejle heer}s jbie keâer yeb[er DeeOeer Oeesleer ke
GòejerÙe hesnsveles nQ~ meerlee ieg}eyeer jbie keâer meeÌ[er henveleer
nQ~ kes meYeer ie}s ceW yengle meer cee}eSb, yeent ceW yeepetyebo

leLee efmej hej cegkegâš OeejCe keâjles nQ~ ÛeejeW YeeFÙeeW
Éeje veekeâ ceW yeg}ekeâ Deewj meerlee veLe henveleer nQ~ ÛeejeW
YeeFÙeeW kesâ neLe hewjeW hej Ûevove keâe }sheve efkeâÙee peelee
nw~ heÃe mke™heeW kesâ cemlekeâ hej jbieeW keâer jsKeeSb yeveeF&
peeleer nQ efpevekesâ ceOÙe ceW kew<Ceke ef$ehegC[^ neslee nw meeLe
ner cegKe hej Úesšs heg<heeW keâer Deeke=âefle yeveer nesleer nQ
efpevnW Ûecekeâer}er efyebefoÙeeW mes mepeeÙee peelee nw~ mke™heeW
keâer kesMeYet<ee ceW ØemebieeW kesâ Devegmeej yengle Deblej veneR
efce}lee nw~ keve ieceve mes }skeâj jece jekeCe Ùegæ kesâ
ØemebieeW ceW cee$e jece ke }#ceCe kesâ cegkegâš ceW Skeâ keâe}er
heóer yebOeer jnleer nw~

cegkegâš OeejCe keâjves kesâ Ghejevle heÃe mke™heeW keâes
yeÇeÿeCe peve Deheves keâvOeeW hej yew"e keâj }er}e mLe}
lekeâ }s peeles nQ~ jece}er}e ceW yengle mes hee$e pewmes
nvegceeve, jekeCe, ve}, veer}, Debieo, peecekeble, meYeer
j#eeefmeÙeeB cegKeesšs }ieeles nQ~ je#eme jepe jekeCe keâe
cegKeewše keâheÌ[s keâe neslee nw efpemeceW pejer keâe keâece efkeâÙee
neslee nw Skeb kesMeYet<ee ceW meheâso kegâlee& Deewj }e} Oeesleer
OeejCe keâjles nQ~ Gvekeâer oesveeW yeepegDeeW hej ome-ome
neLe Yeer }ieeS peeles nQ~ meYeer je#eme je#eefmeÙeeW kesâ
cegKeewšs Yeer keâheÌ[s kesâ nesles nQ~ nvegceeve, ve}, veer},
peecekeble Debieo kesâ cegKeewšs heerle} Ùee }keâÌ[er kesâ yeves
nesles nQ~ nvegceeve keâe cegKeewše yeÌ[e Deewj }e} jbie keâe
neslee nw, ve}-veer} kesâ cegKeewšs veer}s jbie kesâ nesles nQ,
peecekeble keâe cegKeewše keâe}s jbie keâe Skeb Debieo keâe
cegKeewše megvenjs jbie keâe neslee nw~ Ùes meYeer hee$e Deheves
cegKeewšs kesâ jbie kesâ meceeve jbie kee}e peecee-hewpeecee
henveles nQ~ meYeer keevej hee$e hetbÚ }ieeles nQ Deewj neLe ceW
ieoe OeejCe keâjles nQ~ DevÙe meYeer heg®<e hee$e }e} Ùee
nje kegâlee& hewpeecee henveles nQ Deewj efmej hej mece}e
DeLee&led heieÌ[er henveles nQ~ meYeer m$eer hee$e efmej mes
DeeBÛe} ef}S ngS meeÌ[er henveles nQ~ oesveeW kÙeeme peer
meÌHeâso Oeesleer-kegâlee& ke heieÌ[er OeejCe keâjles nQ Deewj
jeceeÙeCeer o} kesâ Éeje meÌHeâso Oeesleer-kegâlee& ke yemebleer jbie
keâer heieefÌ[ÙeeB OeejCe keâer peeleer nQ~
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oMe&keâieCe : jeceveiej keâer jece}er}e Devet"er nw~
keânles nQ }er}e kesâ efoveeW ceW ÙeneB ØeYeg ßeer jece keâe keeme
neslee nw efpememes meYeer oMe&keâ Skeb veiejkeemeer Glmeeefnle
jnles nQ Skeb ØeYeg keâer Yeefòeâ ceW }erve efoKeles nQ lees keneR
}er}e keâer meceeefhle hej meyekesâ ceve ØeYeg kesâ ieceve kesâ
meeLe õefkele nes G"les nQ~ jeceveiej keâer jece}er}e ceW
ØelÙeskeâ ke<e& }eKeeW ßeæe}g mke™heeW kesâ oMe&ve nsleg
oMe&keâ ™he ceW Deeles nQ~ }er}e kesâ oMe&keâ oes Øekeâej kesâ
nesles nQ- vesceer Deewj Øesceer~ vesceer DeLee&led kes oMe&keâ pees
Øeefleefove efveÙece mes }er}e ceW Deeles neW Deewj jeceeÙeCeer
o} kesâ meeLe jeceÛeefjleceeveme keâe hee" keâjles nQ leLee
Øesceer DeLee&led kes oMe&keâ pees Deheves efØeÙe ØemebieeW keâes
osKeves }er}e ceW peeles nQ~ }er}e ceW GheefmLele Ùes oMe&keâ
Yeer }er}e kesâ hee$e ner keân}eles nQ, kes jece efkekeen kesâ
meceÙe yeejeleer yeve peeles nQ, jece keve ieceve kesâ meceÙe
jece kesâ meeLe peeles nQ Deewj jece jepÙeeefYe<eskeâ kesâ meceÙe
Øepeepeve yeve DeÙeesOÙeekeeefmeÙeeW meer KegefMeÙeeB ceveeles nQ~
oMe&keâeW Éeje ØelÙeskeâ Øemebie kesâ yeeo ‘efmeÙee heefle jeceÛebõ
keâer peÙe’ keâe GodIees<e efkeâÙee peelee nw~

mechetCe& }er}e ceW keâeMeer vejsMe keâer GheefmLeefle
cenòkehetCe& mLeeve jKeleer nw~ kes }er}e ceW keâeMeer hegjeefOeheefle
efMeke Mebkeâj kesâ ØeefleefveefOe kesâ ™he ceW efkejepeceeve nesles
nQ~ keâeMeer vejsMe neLeer hej yew" keâj }er}e keâe jmeemkeeove
keâjles nQ Skeb Gvekesâ heefjkeejpeve LeesÌ[er otjer hej ceesšj
keâej ceW yew" keâj }er}e osKeles nQ~ Ssmee keâne peelee nw
efkeâ jekeCe Skeâ jepee Lee efpemekeâer hejepeÙe Skeâ DevÙe
jepee keâwmes osKe mekeâlee nw Fmeef}S jece-jekeCe Ùegæ keâer
}er}e kesâ efove keâeMeer vejsMe }er}e ceW veneR peeles~
Øemlegefle kesâ ceOÙe ceW }er}e kesâ oMe&keâ keâeMeer hegjeefOeheefle
keâe ØeefleefveefOeòke keâjles keâeMeer vejsMe kesâ mecceeve ceW nj
nj ceneoske keâe GodIees<e Yeer keâjles nQ~

jece}er}e Øemlegefle : efkeÕe efkeKÙeele jeceveiej
keâer jece}er}e keâes jepÙeeßeÙe Øeehle nw~ Fmekeâe cebÛeve
Menj ceW Ietce Ietce keâj efkeâÙee peelee nw Fmeef}S Fmes
ßebKe}e veeškeâ keânles nQ~

jeceveiej keâer Ùen jece}er}e Deepe Yeer Deheves
ØeejefcYekeâ ™he ceW ner Øemlegle keâer peeleer nw~ FmeceW efkeâmeer
Øekeâej kesâ Okeefveefkemleejkeâ Ùeb$e keâe ØeÙeesie veneR efkeâÙee
peelee nw vee ner efkeâmeer efkeMes<e ØekeâeMe kÙekemLee keâe
GheÙeesie neslee nw~ cee$e }e}šsve keâer jewMeveer ceW hee$e
TbÛeer Okeefve ceW "njeke kesâ meeLe keâ<e&CeÙegòeâ mebkeeo
keeÛeve keâjles nQ efpememes meYeer oMe&keâeW lekeâ Gvekesâ mebkeeo
mhe<š ™he mes hengBÛe mekesâb~ jece}er}e ceW efkeâmeer Øekeâej
kesâ DeeOegefvekeâ Ùeb$eeW keâe Yeer GheÙeesie veneR efkeâÙee peelee~
keâeiepe Ùee keâheÌ[s keâes yeebme kesâ {eBÛes hej ceÌ{ keâj
pešeÙeg, mecheeleer, leeÌ[keâe, jekeCe keâer mebjÛeveeDeeW keâes
lewÙeej efkeâÙee peelee nw~

hee$eeW Éeje yees}s peeves kee}s mebkeeo keâer Yee<ee
‘meOegkeäkeâÌ[er’ nesleer nw pees DekeOeer, KeÌ[er yees}er Skeb yeÇpe
yees}er keâer efceefßele Yee<ee nw~ }er}e ØeÙegòeâ mebkeeo ceW
ieÅe-heÅe keâe mebiece efce}lee nw~ jece}er}e ceW ØeÙegòeâ
mebkeeoeW keâe DeeOeej «evLe ieesmkeeceer leg}meeroeme Éeje
jefÛele jeceÛeefjleceeveme nw~ Fmekesâ Deefleefjòeâ peevekeâer
cebie}, keâefkeleeke}er, jece}}e venÚt, jeceÛebefõkeâe leLee
jecemkeÙebkej «ebLeeW mes efkeefkeOe mebkeeoeW keâes heg<š keâjves kesâ
ef}S heo Skeb keâefkeòe ef}S ieS nQ~ meeLe ner meesnj,
mesnje, iee}er ieerle, "gcejer Deeefo }eskeâ hejchejeDeeW
leLee oMe&keâeW ceW ™efÛe yeveeS jKeves kesâ ef}S ÌieÌpe}eW keâes
Yeer meefcceef}le efkeâÙee ieÙee nw~

mechetCe& Øemlegefle hee$eeW kesâ mebkeeo Deewj jeceeÙeCeer
hee" meeLe meeLe Ûe}les nQ~ peye mebkeeo yees}s peeles nQ
leye kÙeeme peer lesÌpe DeekeeÌpe ceW keânles nQ ‘Ûeghe jnes
meekeOeeve’ Deewj meYeer }esie Meebefle kesâ meeLe mebkeeo
keeÛeve megveles nQ Gme meceÙe jeceeÙeCeer Yeer Meeble nes peeles
nQ Deewj mebkeeo kesâ yeeo kÙeeme peer hegveŠ lesÌpe DeekeeÌpe ceW
keânles nQ ‘jece Deemejs YewÙee’ Deewj jeceeÙeCeer Dehevee
hee" DeejcYe keâjles nQ~ jeceÙeeCeer o} kesâ Éeje mebkeeo
kesâ Devegmeej ner jeceÛeefjleceeveme kesâ ØemebieeW keâe hee"
efkeâÙee peelee nw~
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jece}er}e keâe DeejcYe Øemlegefle mes ome efove hetke&
DeLee&led Yeeõheo Megkeä} he#e ieCesMe ÛelegLeer& keâes ieCesMe
hetpeve kesâ meeLe jeceeÙeCeer hee" mes neslee nw~ Ùen hee"
jeceeefÙeCeÙeeW Éeje keâLeekeeÛeve heæefle ceW ns-ne kee}er
veejokeeCeer Mew}er ceW efkeâÙee peelee nw~ jeceeÙeCeer cebpeerje-
heKeekepe keeove kesâ meeLe yee} keâeC[ kesâ ØeLece meele
oesneW keâe hee" keâjles nQ~ Ùen hee" Yeeõheo Megkeä} he#e
$eÙeesoMeer lekeâ Ûe}lee nw efpemeceW yee} keâeC[ kesâ 175keW
oesns keâer hen}er ÛeewheeF& lekeâ kesâ Yeeie keâe ieeÙeve efkeâÙee
peelee nw~ leoghejevle Ûelego&Meer mes jekeCe pevce keâer
Øemlegefle kesâ meeLe }er}e keâe DeejcYe neslee nw~

ØelÙeskeâ efove }er}e Meece 5 yepes mes jeef$e 9 yepes
lekeâ Øemlegle keâer peeleer nw~ cee$e Yejle efce}ehe keâer
Øemlegefle jeef$e 9 yepes ØeejcYe neskeâj ceOÙe jeef$e 12 yepes
lekeâ Ûe}leer nw~ Øemlegefle keâer Fme DekeefOe ceW mebOÙee keâe}
keâe DekekeâeMe Yeer neslee nw efpemeceW jepee mebOÙee hetpeve kesâ
ef}S peeles nQ Deewj oMe&keâ ces}e Ietceles nQ~

Ùen jece}er}e meele DebkeâeW ceW efkeYeeefpele nesleer nw:

1) jekeCe keâes kejoeve Øeeefhle

2) jece keâe pevce

3) Oeveg<eÙe%e Skeb jece efkekeen

4) kevekeeme

5) efÛe$ekeâtš, meerleenjCe Skeb jekeCe keOe

6) jepeieöer

7) keâesš efkeoeF&

Fve DebkeâeW kesâ Debleie&le jeceÛeefjleceeveme kesâ jekeCe-
pevce, jekeCe-kejoeve Øeeefhle, #eerj meeiej-Peebkeâer, jece-
pevce, efkeÕeeefce$e-Deeieceve, leeÌ[keâe-keOe, DeefnuÙee-Gæej,
hegâ}keejer Øemebie, Oeveg<eÙe%e, jeceefkekeen, jepÙeeefYe<eskeâ,
keâwkesâÙeer-keâesheYekeve, keveieceve, efve<eeojepe-YeWš, Yejle
keâe efÛe$ekeâtš ØeÙeeCe, methe&veKee keâCe&-veeme Úsove, Kej-
ot<eCe keOe, peevekeâer njCe, efieæjepe-jekeCe Ùegæ, jece-
efkejn, Meyejer-Øemebie, nvegceeve-meg«eerke efce}ve, yeeef}

keOe, nvegceeve }bkeâe ØemLeeve ke efmevOegheej ieceve, peevekeâer-
oMe&ve, }bkeâe-onve, efkeYeer<eCe efce}ve, mesleg-efvecee&Ce,
efMeke-mLeehevee, jece keâe mesvee kesâ meeLe mecegõ heej
keâjvee, Debieo-jekeCe mebkeeo, }#ceCe Meefòeâ, kegâcYekeâCe&-
keOe, cesIeveeo-keOe, jece-jekeCe Ùegæ, jece-efkepeÙe,
peevekeâer-efce}ve, Yejle efce}ehe, jepÙeeefYe<eskeâ ØemebieeW
keâe ØemlegeflekeâjCe efkeâÙee peelee nw~ ØelÙeskeâ efove keâer
}er}e keâe DeejcYe cegkegâš hetpeve mes neslee nw Skeb meceeheve
mke™heeW keâer Deejleer mes neslee nw~ oMenjs kesâ efove jece-
jekeCe Ùegæ neslee nw efpemeceW jekeCe keâer hejepeÙe kesâ
ØeoMe&ve kesâ yeeo jekeCe keâe hegle}e pe}eÙee peelee nw~
Debeflece Øemebie keâer Øemlegefle kesâ Ghejevle keâesš efkeoeF&
osKeer pee mekeâleer nw pees jeceveiej jece}er}e keâe DeefYeVe
Debie nw~ keâesš efkeoeF& ceW keâeMeervejsMe Éeje mke™heeW keâer
hetpee keâj GvnW pe}heeve keâjeÙee peelee nw~ leoghejeble
jepee Éeje meYeer keâes heeefjßeefcekeâ Øeoeve efkeâÙee peelee nw
Deewj meYeer mke™he neLeer hej mekeej nes keâj jepe heefjkeej
mes efkeoe }sles nQ~ keâesš efkeoeF& kesâ Deie}s efove hegve:
jeceÛeefjleceeveme keâe hee" efkeâÙee peelee nw efpememes Deiej
Øemlegefle ceW kegâÚ Útš ieÙee nes lees Ssmeer $egšer keâes mener
efkeâÙee pee mekesâ~ Fmekesâ Ghejeble jece}er}e keâe meceeheve
neslee nw~ Deewj meYeer oMe&keâ Øehegâefu}le ceve mes ØeYeg ßeer
jece kesâ oMe&ve keâj Deheves IejeW keâes }ewš peeles nQ~
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Folk Preservation and Enrichment

Dr. Vivek Hebbale
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Abstract :

Folk culture, once an integral part of daily life, has gradually become disconnected
from modern society due to technological advancements, urbanization, and
globalization. This article explores the importance of “folk conservation and
development” in today’s rapidly evolving world, emphasizing the role folk traditions
play in preserving cultural identity, fostering community bonds, promoting diversity,
and offering sustainable practices. Folk culture serves as a repository of a community’s
collective memory and values, providing insights into the past and enriching our
present. As modernization threatens the survival of these traditions, the article
advocates for strategies to preserve and enhance folk culture, such as raising
awareness, supporting folk artists, encouraging innovation, documenting traditions,
and integrating folk culture into education. It also highlights the role of technology,
government support, and cultural exchange in safeguarding these traditions for future
generations. The goal is to reintegrate folk culture into contemporary life, ensuring it
remains relevant, vibrant, and accessible. By doing so, we protect the diversity of
human creativity and maintain a vital connection to our cultural heritage, offering a
sense of continuity, identity, and shared humanity in an increasingly fragmented world.

Keywords :

Folk Culture, Cultural Preservation, Community Identity, Sustainable
Development, Cultural Diversity

Folk culture has undergone a signi-
ficant transformation over time, evolving
from an integral part of daily life to a
distinct area of study and preservation. In
the past, folk traditions were seamlessly
woven into the fabric of society, serving
as the living expression of a community’s
beliefs, values and way of life. Today,
however, folk culture faces the challenge
of maintaining its relevance in a rapidly
changing world dominated by technolo-

gical advancements, urbanization, and
globalization. This raises the crucial
question of why “folk conservation and
development” is essential in today’s
context.

Historically, folk culture was not a
separate entity but an intrinsic element of
life itself. Its expressions, from traditional
music and dance to proverbs, folktales,
and rituals, were more than just forms of
entertainment. They were the threads that
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held communities together, provided
moral guidance, and fostered a shared
sense of identity. Folk culture helped convey
societal norms, transmitted wisdom and
reinforced community bonds, ensuring
that traditions, values, and knowledge
were passed down from one generation to
the next.

However, the process of moderni-
zation has led to a gradual disconnect
between folk culture and contemporary
life. The allure of modern lifestyles, driven
by rapid technological change, industria-
lization and the pursuit of economic
growth, has overshadowed traditional
practices. As a result, many aspects of folk
culture have lost their original significance
and are now perceived as relics of the past,
frozen in time and detached from the
rhythms of daily life.

This separation between folk culture
and contemporary society poses a signifi-
cant threat to the preservation of this rich
cultural heritage. If folk culture is to survive
and thrive, it must regain its relevance and
meaning in modern society. This requires
a conscious effort to reintegrate folk tradi-
tions into contemporary life, fostering a
renewed appreciation for their cultural
value and their ability to enrich our under-
standing of the past. By doing so, we can
ensure that these traditions continue to
inform and inspire future generations.

To achieve this, it is essential to address
the factors that have contributed to the
marginalization of folk culture. This includes
promoting awareness of the significance
of folk traditions, encouraging their
incorporation into educational programs,
and supporting the preservation of tradi-
tional crafts and art forms. Moreover, it is
crucial to explore how folk culture can be

adapted to fit into a modern context
without losing its core essence and
authenticity.

The Importance of Folk Conservation

and Development :

Preserving and enhancing folk culture
in a rapidly evolving world presents a
significant challenge, but it is also an
essential endeavor to safeguard our
cultural heritage. While folk culture may
not be as seamlessly integrated into modern
life as it once was, its significance remains
undiminished. Folk traditions, expressions
and values continue to offer valuable
insights into our past, shape our present,
and enrich our understanding of the world
around us.

The importance of folk conservation

and development lies in several key

aspects:

1. Cultural Identity and Continuity :

Folk culture is the repository of a
community’s collective memory and
identity. It serves as a bridge between
generations, ensuring the continuity
of traditions, beliefs, and values that
define a community’s uniqueness. By
preserving folk culture, we protect the
diverse cultural identities that form
the mosaic of human civilization.

2. Strengthening Community Bonds:

Folk traditions foster a sense of belon-
ging and solidarity within communities.
They offer opportunities for social
interaction, collective participation,
and the expression of shared values,
thereby strengthening community
bonds. In an age where social frag-
mentation and isolation are prevalent,
the preservation of folk culture can
play a crucial role in fostering social
cohesion.
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3. Cultural Diversity and Pluralism :

The world’s cultural diversity is
reflected in the myriad folk traditions
that exist across different regions and
communities. These traditions are
expressions of the unique ways in
which people have adapted to their
environments and articulated their
worldviews. Preserving folk culture
helps maintain cultural diversity and
promotes pluralism, enriching our
global heritage.

4. Sustainable Development : Folk
culture embodies sustainable practices
and indigenous knowledge that have
been developed over centuries. Many
folk traditions are based on principles
of environmental sustainability,
resource conservation and harmonious
coexistence with nature. By preserv-
ing these traditions, we can draw
valuable lessons for contemporary
sustainable development initiatives.

Strategies for Preserving and

Enhancing Folk Culture:

To effectively preserve and enhance
folk culture, a multifaceted approach is
required. The following strategies encom-
pass a comprehensive plan that addresses
various aspects of folk conservation and
development:

1. Raising Awareness and Promoting

Appreciation of Folk Culture :

Fostering a deeper understanding of
the importance and relevance of folk
traditions is crucial for ensuring their
continued vitality. This can be achieved
through educational initiatives, public
awareness campaigns and cultural
events that showcase folk performances,
crafts, and practices. By educating
people about the historical, cultural,

and social significance of folk
traditions, we can cultivate a sense of
pride and appreciation for our cultural
heritage.

2. Supporting Folk Artists and

Practitioners : Folk artists and
practitioners are the custodians of
traditional know-ledge and skills.
Providing financial assistance, trai-
ning opportunities and performance
platforms for these individuals is
essential for sustaining their liveli-
hoods and ensuring the transmission
of traditional skills and knowledge to
future generations. Establishing
grants, scholarships, and awards for
folk artists can help recognize their
contributions and encourage them to
continue practicing and teaching their
crafts.

3. Encouraging Innovation and

Adaptation : While preserving the
core essence of folk traditions, it is
important to allow for innovation and
adaptation within acceptable limits.
This can ensure that folk culture
remains relevant and engaging for
contemporary audiences while
retaining its authenticity. For instance,
incorporating modern instruments
into traditional music or using digital
platforms to share folk stories can
help attract younger audiences without
compromising the integrity of the
tradition.

4. Documenting and Archiving Folk
Traditions: Systematic documentation
and archiving of folk traditions,
including songs, dances, stories and
rituals, are crucial for preserving them
for future generations and ensuring
their accessibility for research and
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educational purposes. Establishing
digital archives, recording oral histories
and creating audiovisual materials can
help safeguard these traditions in a
rapidly digitizing world.

5. Establishing Cultural Institutions:

Dedicated cultural institutions, such
as museums, research centers, and
performance venues, can play a
pivotal role in preserving, promoting,
and showcasing folk culture. These
institutions can serve as hubs for
cultural exchange, research, and
education, providing opportunities for
communities to engage with their
cultural heritage and learn from one
another.

6. Integrating Folk Culture into

Education : Incorporating folk
traditions into school curricula and
educational programs can help instill
a sense of cultural identity and
appreciation for folk heritage among
younger generations. By including
folk tales, music, dance, and crafts in
educational activities, schools can
create a more holistic learning
experience that connects students
with their cultural roots.

7. Encouraging Community Engage-

ment and Participation: Active
involvement of local communities in
the preservation and promotion of
folk culture is essential for ensuring
its continued vitality and relevance to
their lives. Community-led initiatives,
such as festivals, workshops and story-
telling sessions, can create opportuni-
ties for individuals to engage with
their traditions and share them with
others. By involving communities in
the process of preservation, we

empower them to take ownership of
their cultural heritage.

8. Promoting Cultural Exchange and

Dialogue : Fostering cultural
exchange and dialogue between
different folk traditions can enrich our
understanding of diverse cultural
expressions and promote cross-
cultural understanding. By creating
platforms for interaction between
different communities, we can
celebrate the richness of human
creativity and learn from each other’s
cultural experiences.

9. Advocating for Government

Support: Recognizing the importance
of folk culture, governments should
provide adequate funding and support
for preservation efforts, including the
establishment of cultural institutions,
training programs, and documentation
projects. Policy interventions that
protect and promote folk traditions
can create an enabling environment
for their survival and development.

10. Leveraging Technology for

Preservation : In today’s digital age,
technology offers immense potential
for the preservation and promotion of
folk culture. Creating online plat-
forms, mobile applications and social
media campaigns can help raise
awareness, share folk traditions, and
engage younger audiences. Virtual
museums, interactive websites, and
augmented reality experiences can
bring folk culture to life, making it
more accessible to people around the
world.

11. Commercialization with Care :

Commercializing folk culture can
provide economic opportunities for
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artists and practitioners, but it must
be done with sensitivity and respect
for authenticity. Efforts to commercia-
lize folk crafts, music or perfor-
mances should involve the active
participation of folk practitioners and
ensure that they benefit from these
ventures. This approach can create
sustainable livelihoods for artists
while ensuring the preservation of
their traditions.

12. Incorporating Folk Culture in

Modern Media : Integrating folk
elements into mainstream media, such
as films, television, music videos, and
advertisements, can help introduce
these traditions to a wider audience.
This not only raises awareness but
also revitalizes folk culture by giving
it a contemporary platform. When
done thoughtfully, this approach can
create a new appreciation for folk
traditions among urban and younger
demographics.

Conclusion :

By implementing these comprehensive
strategies, we can effectively preserve and
enhance folk culture, ensuring that its rich

tapestry of traditions, expressions and
values continues to illuminate our under-
standing of the past, enrich our present,
and guide our future. Folk culture is more
than just a reflection of our heritage; it is
a living, dynamic force that connects us
to our roots and to each other. As we
navigate the complexities of a rapidly
changing world, the preservation and
enrichment of folk culture will provide us
with a sense of identity, continuity, and
shared humanity.
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Abstract :

India has a diverse collection of folklore and folksongs that is reflective of India’s
rich cultural heritage. Regional diversity is also expressed through the local folk culture
and folk music with each region offering unique traditions and artistic forms. West
Bengal also has a significant portion of rural and tribal communities who has their
own rituals, beliefs, religion and festivals. Folk songs are expressions of their daily
lives, beliefs, struggles, and joys. In this paper attempts have been made to highlight
different types of folk songs of Bengal with their origin, basic themes and instruments
used to explore their relation with nature and society. This research will help future
researchers to understand and study the rich tradition of Bengal’s folk song for
documentation of the cultural history of West Bengal. The study highlights the need
for research, analysis and involvement of different NGOs and Corporate Houses (CSR
activities) to preserve and promote these endangered traditional songs of West Bengal.
Increased use of technology and social media can also help to promote and support
singers to receive financial support from corporate houses and to reach large audiences
that will also improve their socio-economic conditions.

Key words :

Folk music, West Bengal, Culture, Baul, Social responsibility

Introduction :

India is the land of diverse traditional
cultures, regional festivals, rituals,
customs and folk arts expressed through
visual arts such as painting, sculpture,
costume, masks and jewellery designing,
folk dance or oral traditions of storytelling.
Folk music is a treasure trove of melodies,
rhythms, and narratives that reflect the rich
cultural tapestry and heritage of the

country. As a genre deeply rooted in
regional traditions and indigenous
cultures, folk music holds a special place
in the hearts of the Indian people and often
portray the stories of common people
which explores their relationship with the
nature, environment, religion, culture and
traditions, spirituality, folklore and society.
Folk music performed by the rural and
tribal communities are usually composed
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and performed by illiterate or semi-literate
people, not influenced by classical or
modern music. Simple rhythms and tunes
are used which may be sung individually
or in groups. Due to influence of globali-
zation, urbanization and education,
children and young generations are not
interested in this rich traditional folk
culture which can result in huge loss and
depletion of our cultural resources, local
history, and heritage. West Bengal is one
such state that has a significant portion of
rural rituals, beliefs, religion and festivals,
but has a rich heritage of folk culture and
music.

After Independence rural people faced
great changes due to effects of moderniza-
tion and urbanization but they held on to
their indigenous roots and identity. Folk
means ‘Lok’ or the people in general and
folk art and culture (‘lok sanskriti) often
reflect stories from the lives of common
man entrenched in their local rural
settings. In other words, folk culture may
be defined as the heritage, customs and
the way of life of a small homogenous
rural community.1 Folk songs are vital part
of India’s ‘lok sanskriti’, through which
rural people and various ethnic and tribal
communities in India propagate their
cultural beliefs and traditions and often
are integral to their identity and sense of
belongingness to a particular community.
Folk songs of Bengal are expressions of
the daily lives, beliefs, struggles and joys
of the rural people of Bengal and often is
integral to their survival as distinct
communities. Therefore, folk songs which
is an essential component of India’s
national and regional cultural heritage, has
to be protected, preserved and promoted
through not just sustained government

measures but corporate support. It will
help in creating better livelihood opportu-
nities and socio-economic development of
such rural communities involved with the
folk arts and culture. Supporting folk
artists and musicians will not only help in
promoting India’s varied cultural heritage,
the religious, mythological and spiritual
traditions of India but can create greater
awareness about environmental sustaina-
bility practices as often the innate themes
of folk music are about nature and
worshipping the Mother Earth, rivers of
India and protection of the natural
environment. The study therefore identi-
fies a representative sample of different
types of folk music prevalent in West
Bengal that has common themes of
religion, spirituality, culture and nature.

Methods and objective of the study :

The methodology adopted is descrip-
tive, analytical and uses West Bengal as a
case study to identify the various types of
folk music originating from the state that
are not only reflective of the local culture
of the state but the overriding themes also
include subjects of importance of protec-
ting our nature and ecosystem. The study
relies on secondary sources like books,
journal and online articles on different
types of folk music in Bengal. To make
the research meaningful and analytical,
personal interviews of the folk singers
(Bauls) of Birbhum district of West Bengal
have also been used as a tool for primary
data collection. In this paper attempts have
been made to highlight different types of
folk songs of Bengal with their origin,
basic themes and instruments used while
these songs are performed to explore the
range of diversity of folk music in the
state.
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For descriptive convenience, I have
divided and categorized West Bengal in
three regions - western part of West
Bengal including the Rarh region, North
Bengal and eastern part of Bengal. All
these regions celebrate their own folk
cultures and have localized traditions of
folk music with individualistic characte-
ristics.2, 3, 4

Bhadu :

Bhadu is a festival to celebrate paddy
harvesting in Bengal. Based on the tale of
Princess Bhadreswari aka Bhadu, later
worshipped as Bhadreswari devi in the
month of Bhadra, Bhadu songs portray her
life story. Bhadu songs are sung by women
and are danced to for celebrating the new
harvest. These songs are sung also in
weddings, fairs and other gatherings. It
originated in Purulia but spread in other
districts of Bengal such as Birbhum,
Bankura, West Burdwan and Jhargram as
groups travelled there singing these songs.
The predominant themes are tales of
farmers, their connection and emotions
with the land, social issues and love. The
instruments used are dhol, madol and
dotara.

Tusu Songs :

Women sing tusu song through the
entire month of Poush in the Bengali
calendar which reflect the joys of harvest,
moments of their humble lives and
communal unity. Women usually sow the
seeds and when the sapling comes out,
they visit different houses and sing (jawa
song) while playing simple drums and is
often accompanied with handclapping or
dance to celebrate the harvest. This has
originated in Birbhum, Bankura (Rarh
region).

Jhumur Songs :

Jhumur is a tribal song and dance art
form reflecting their culture and festivities.
The lyrics of the songs are influenced
by Baishnab Padabali and stories of deities
Radha and Krishna. Jhumur is often also
sung with Chau Nachch originating in
West Burdwan, Purulia and Bankura
districts. The prominent themes are
community life, love and social issues and
makes use of musical instruments like
madal and dhol.

Baul/ Fakir Songs :

Bauls are wandering minstrels of
West Bengal who have originated in
Birbhum districts of West Bengal and in
Bangladesh. The word ‘Baul’ originated
from Sanskrit word ‘Vatula’(mad) or
‘Vyakula’(restless) which is used to describe
someone who is obsessed or mad about
his quest for God in this world. Baul Gaan
also known as Sahajiya (simple life) blends
many religious traditions, Buddhists,
Vaishnava and Sufism (Muslims). They
live in community in the place known as
‘akhra’. They have no formal religion,
they believe in the religion of music,
brotherhood and peace and harmony, total
rejection of class, caste and race. ‘Deha
Tattva’ which means ‘human body and
soul’ is the main theme of these songs.
Hindu converts are known as ‘Bauls’ using
it as their last name (for instance, Purna
Das Baul of West Bengal) and Muslim
converts are known as ‘Fakirs’(famous
Lalon Fakir of Bangladesh). Rabindranath
Tagore, the famous Bengali poet was greatly
influenced by Baul songs. Their songs are
rooted in mysticism and spiritua-lity and
narrate stories of love, devotion and harmony
with nature. The most commonly used
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instruments are ektara, dotara, khamak,
ghungur (ankle bells).

Bauri :

The songs of Bauri community are
also known as ‘Urie gaan’ or ‘Dangale
gaan’ whose rhythm is similar to jhumur
songs and these have originated in the
tribal areas of Birbhum, Purulia and
Bankura district. The prominent themes
in these songs are stories about community
life and social issues like class stratifica-
tion and is sung with musical instruments,
Madal and dhol.

Dasae Song and Dong Song :

It is sung during the Dasae festival of
the Santal tribal community. The songs are
in the form of question and answers or are
in the form of instruction from the Dasae
guru to his disciples. It has originated in
the Rarh and western part of Bengal. The
songs are related to different occasions in
families, cultural events, rituals and custo-
mary traditions related to their daily lives.
The commonly used musical instru-ments
are banam (single string wooden lute),
regra (flat drum), trio (bamboo flute),
kartal, ghanta (Gong) and ankle bells.5

Jatrapala tradition :

These songs are performed as part of
a theatrical drama and helps in the story-
telling and is widely practised in all the
rural areas of West Bengal. It is a form of
folk theatre to entertain masses, with
songs, dance and drama which often have
their distinct regional flavours but most
often portrays stories from mythologies
like the Ramayana, the Mahabharata, the
Puranas, historical legends and folktales
representing the Hindu way of life and
give moralistic, philosophical lessons or
talk about various social and cultural issues.

It is a more dynamic form of presentation
that establishes connection between the
actors and the spectators and the
indigenous nature of these performance
often closely related to religious beliefs
and rituals enjoy popular support as these
appeal to the rural masses who cannot
comprehend or feel associated with the
erudite and aristocratic presentation and
urban subjects of the modern theatre and
dramas. Costume, dance and songs are
integral elements of jatrapala where men
dress like females and enact the roles of
female characters.6 The instruments
commonly played in folk theatre are
harmonium, flute, pakhawaj, dholak,
violin and cymbals.

Pater Gaan :

Patachitra is a tradition of visual story-
telling in the form of folk paintings and
songs, reflecting an oral tradition of
narration. ‘Chitrakar’ or ‘Patua’ paint
stories on subjects predominantly religious
in nature on the scrolls which are gradually
unfurled while they narrate the stories
through singing. They use eco-friendly
colours which are made from leaves,
flowers, plants and other natural elements,
for instance indigo and turmeric. Both
Hindu and Muslim tales are depicted in
the scrolls and are expressed in their
personal lives and culture of the patuas
through celebration of diverse religious
events. The mythological and social
stories express an understanding of
humanity as a religion above all religions.
Majority of the patuas belong to
Midnapore and Birbhum districts but there
exists patua villages in Bardhaman, Nadia,
Murshidabad, South and North 24
Parganas and in Kolkata districts too.7,8.9,10
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Aalkap :

The word Aalkap originated from the
word ‘aal’ meaning humour and Kaap
means a light joke. The songs amuse the
people in a satirical way and is aimed at
criticising social injustices. It is never
accepted by the so-called urban educated
masses. It uses drum, harmonium, tabla,
flute, tambourine/ Khanjani as musical
instruments and has originated in
Murshidabad district.

Gambhira :

In North Bengal, Gambhira and Gajan
Charak festival are popular. It evolved
originally from Malda, Murshidabad
where it is connected to local agricultural
traditions especially mango cultivation
and to the worship of Lord Shiva. The
lyrics of the song are often social commen-
taries and make use of musical instruments
like drums, cymbals and ankle bells.

Kati song :

The Rajbanshi community of North
Bengal perform Kaati songs are centered
on Kaati Puja held in ‘Kartik Sankranti’
festive time. Kaati is the god of fertility
and agriculture. Men are completely
excluded here except the ‘Dhakis’ meaning
the drum players. Married and widowed
women of all ages participate in the song
which are accompanied with dancing. The
group leader is known as ‘Gidali’. The
dancers are called ‘Nachuni’. This has
originated in the Cooch Behar, Jalpaiguri
and Darjeeling districts. The broad themes
are focussed on identity and culture of
Rajbanshis and use Dhak (drums) as the
primary instrument.

Present Situation of the Baul Community:

The study included personal inter-
views of the members of the Baul

community to understand their present
plight, their socio-economic status and
source of livelihood opportunities. All the
members of the Baul community
interviewed are ‘Grihi Baul’, living with
their families in Birbhum district and
spend a domesticated life. The male
members are supported by the female
members in the family who are either
accompanying the males in earning money
through public performances or are
engaged in agricultural activities.

Dukhkhohoron Das Baul (Village
Taltala, Birbhum) has been practising Baul
songs through ‘parampara’ (legacy) for
over 60 years. His entire family performs
Baul songs for daily income and has no
other jobs or holds any land assets. They
receive monthly pension from Government
of India but expressed his dissatisfaction
about the distribution of ‘Baul Card ‘of
West Bengal Government among the Baul
communities. Their main source of income
is generated through performance in
programmes, fairs and festivals. But the
next generation are less interested to take
the family tradition as their sole
profession.

Gautam Das Baul and Jagannath Das
Baul (Subhas Pally, Shantiniketan,
Birbhum) have been singing for about
forty years since their young age. They
believe in old tradition of learning from
the ‘Guru’(Master) through the extensive
teachings. They are regular performers at
different occasions in Delhi, Mumbai and
they have represented India in France
World Festival of Music. They are also
‘Baul Card’ holders and receive monthly
stipends from West Bengal Government
and get also invited to perform frequently
in the programmes through the support of
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the State Government. They have no other
sources of income. But their children are
interested in pursuing different jobs or
start business besides being a Baul singer.
They said that modern composers and
artists are experimenting and blending the
Baul songs with contemporary modern
melodies and rhythms to stay relevant
which are becoming popular among the
local masses but this leads to the loss of
their authentic Baul compositions. They
designate them as ‘Fake Bauls’ who do
not help in protecting the traditional
culture and heritage.

Discussion and Conclusion :

This paper gives an idea about the
varieties of rural folksongs of West Bengal.
Folksongs are expression of the joys and
sorrows of daily life, their struggles and
sufferings in a simple language (local
dialect) that can be related to common
masses. Folk songs also shed light on the
women histories, their participation and
sociocultural aspect of rural Bengal
(Cultural Nationalism). The study also
tried to reflect the benefits and difficulties
faced by the singers (Baul). The study also
highlights the need for research and
analysis to inspire young generations to
promote and protect the rich tradition and
our cultural identity. Apart from the
contribution of government and NGOs,
there is a scope to promote this folk-art
by the involvement of media, social media,
and corporate house as CSR initiatives to
create better livelihood as well as to
promote Bengal’s cultural heritage. These
initiatives will create support for singers
through philanthrocapitalism which will
preserve and protect Bengal’s’ ‘artistic
nationalism’, nationally and globally.
From the analysis of the collected data by

face to face interview of ‘Baul’ commu-
nity, it is also realized that cultural tourism,
promotion of cultural events, fairs and
programmes can create better livelihood
conditions and opportunities for the Baul
community. Philanthrocapitalism can
initiate corporate social responsibility
initiatives in cultural sector to protect the
baul communities, their rich heritage and
will inspire young singers to preserve and
promote Bengal’s artistic folk traditions
in India and abroad .
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Abstract:

Me-dam-Me-Phi is a religious ritual of the Tai-Ahoms of Assam having a history
of almost eight hundred years of celebration. The ritual was started in the early part
of 13th century when Sukapha, a leader of a Tai speaking group of Mongoloid races
entered Assam and established a kingdom here. The festival is related to the worship
of ancestors to gratify and to seek blessings from their forefathers and gods. Most
significantly, the public celebration of the ritual which was found to be organised
regularly in the Ahom rule was braked with the beginning of British rule in Assam.
But post-colonial Assam witnessed the regeneration of the ritual by the Tai-Ahom
community and its celebration as the most sacred and popular socio-religious festival
of the community. The present study argues that the regeneration of the festival is
linked with the construction of Tai-Ahom ethnic identity and culture and while doing
so, the paper highlights the philosophical and ritualistic aspects of the festival.
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Assam, Tai-Ahom, Me-dam-Me-Phe festival, Origin, Regeneration,

Introduction :

The Ahom or Tai-Ahom is a major
ethnic community of Assam, the North-
Eastern part of India. The Ahoms, who
ruled in Assam from 1228 A.D to1826
A.D. are originally a section of‘ Tai
speaking group of the Mongoloid race of
the regions of South East Asia1. Most of
the Ahoms, though converted to Hinduism
in course of time, still followed and
practiced their own culture and religious
rituals along with Hindu culture. Amidst
of the acculturation, the Ahom people faced

an era of socio-political and economic
degradation during the colonial rule (1826
-1947 A.D.), where their cultural practices
were also heavily suffered. Under the
situation, a section of Tai-Ahom people
started a campaign for revival and
revitalisation of language and culture for
asserting their identity along with
constitutional safeguard. Me-Dam-Me-
Phi festival is one such example of
regeneration of culture which had its
history of celebration for many centuries.
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Origin of the Festival :

Me-Dam-Me-Phi is a sacred community
festival of the Tai-Ahoms of Assam related
to their religious belief and traditions. The
tai word ‘Me’ means offerings, ‘Dam’
means ancestors and ‘Phi’ means gods.
And as such, the term Me-Dam-Me-Phi
means offering obligation to the dead
ancestors and gods. On the basis of the
belief that ‘soul living forever’, the Tai-
Ahom people perceive that their ancestors
elevated to the status of god after death to
look after the well-being of their living
descendants on earth. In the process of
elevation, the dead follows a fix hierarchy
indicated by the term dam and Phi. Imme-
diately after his death, a man transforms
to a state of dam or spirit who protects the
family by warding off any misfortune that
may befall them. After the dam stage, he
rises to the phi, the levels of god, wherein
he becomes the defender of the society and
severs off all ties with his family. Tai-
Ahom research scholar P. D. Gogoi writes
that Me-Dam-Me-Phi is ‘a ceremony in
which oblation are offered to the dead and
sacrifices to the gods’2. It is pertinent here
to mention that ancestor worship is not
particular to the Tai-Ahoms only, it is
prevalent amongst the other Tai-people in
mainland Southeast Asia and Southern
China3. According to Tai traditional belief,
when Khun-Lung and Khun-Lai, the two
princes sent down to the earth by Lengdon,
the god of heaven, Jeshing Pha, the goddess
of knowledge advised them to worship all
the gods and ancestors by sacrifices and
offerings to get blessings and to remain
safe. Sukapha, the first Ahom king, being
a Tai people brought and performed the
Me-Dam-Me-Phi ritual and sought
blessing from his forefathers here in
Assam. After his death, Sukapha was

buried in Charaideo and the ritual was
observed by his son who became the king
after him. Therefore, it can be believed
that the antiquity of the Me-Dam-Me-Phi
festival is as old as the great Tai race.

Observation of the Festival during

Ahom Rule :

The ritual of worshiping dam and phi
was orgainsed both in household by an
individual family and public space
especially at burial site of Charaideo by
the king at a particular time in every year.
Besides that, it has been recorded in the
buranjis (Ahom royal chronicles) that
when tough times and situations struck the
country, natural disaster and calamities
occur, severe disease suffered by King, on
the eve of war or after victory or defeat in
battle, the Ahom kings performed the
ritual. It has been found in Ahom chroni-
cles that Ahom kings such as Siu-huim
Mong4, Gadadhar Singha5, Pramatta
Singha6, Rajeswar Singha7 performed the
ritual in the name of the ancestors and
gods. In an instance, it is found that when
King Jaydwaj Singha defeated at the hands
of the Mughals led by Mir Jumla, he
believed that since the festival was not per-
formed, he couldn’t win over the enemies.
His successor Chakradwaj Singh performed
the ritual before Saraighat battle to re-
establish the glory of the Ahoms in the
year 1671. Thus, the ritual was continued
to observe till the end of Ahom rule.

Regeneration of the Festival :

The observation of Me-Dam-Me-Phi
ritual faced a setback with the beginning
of British rule in Assam. There is no record
of this festival being celebrated publicly
during the British rule that states the
tumbling of ‘Ahom culture’ in the period.
It was due to the new socio-economic and
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political environment that developed under
the British rule where the Ahoms, the old
ruling class not only lost their previous
prestige and respect but also degraded to
a position of ‘backward Class’ eligible for
favour and munificence of colonial govern-
ment8. The colonial rule, as the Ahoms
thought, caused ‘utter neglect and decline
of the Tai language and culture’9 that led
to their identity crisis. In this critical juncture
of identity, the members of the community
gradually established different organisa-
tions such as ‘Ahom-Sabha’ (1893), All
Assam Ahom Association (1910), All
Ahom Students’ Federation (1944), the Tai
Historical and Cultural Society of Assam
(1955), All Assam Tai-Students’ Associ-
ation and so on to establish the community
into a rightful place10. From the colonial
time, they demanded constitutional protec-
tion to safeguard their distinct ethnic
identity. It is therefore, Yasmin Saikia
writes that the majority people of Upper
Assam didn’t find it convincing to accept
the ‘discursive suggestion of a free and
mutually recognizable Assamese identity’11.
The connectivity of Assamese identity
discourse with Hinduism articulated by
upper caste Hindu people compelled the
Tai-Ahoms to work out for a separate
religion to be constructed. Parallel to that,
a new trend of regeneration and revita-
lisation of age-old language, social and
religious rituals like Chak lang (marriage
ceremony), Me-Dam-Me-Phi, Saipha,
Umpha, Rikkhon, Phura Lung was started
particularly in post-colonial period.12.

Celebration of the festival in Post-

Colonial Assam :

Me-Dam-Me-Phi is found to be the
major instance of regeneration of cultural
traits by the Tai-Ahom community. The
best part in case of the Me-Dam Me-Phi

festival is that public celebration of the
festival was, though, ceased to held, it was
not completely disappeared as Ahom
priestly class continued the ritual privately
in the Maidams (burial ground) and some
Ahom-populated areas of upper Assam in
a very limited way. Though it is difficult
to trace the first example, public celeb-
ration of the ritual was gradually emerged.
Some examples of public celebration of
the festival in early part of post-colonial
period are at Monikarneswar on the north
bank of the Brahmaputra River in Guwahati
in 1958, at Rudraswar, Guwahati in 1965,
at the premise of Talatal Ghar, the Ahom
Royal Palace in Sivasagar in 1969 and so
on. It was in January, 1984 the festival was
celebrated in Talatal Ghar in a royal,
grand and public manner under the direct
initiative of then Chief Minister of Assam
Hiteswar Saikia13. It can be mentioned
here that present Sivasagar district was the
major capital centre of the Ahoms. In the
present Jorhat district, it is continuously
celebrated from1983 under the initiative
of a Tai-Ahom culture conservation
committee knowan as Taisab. In 1982, a
few prominent personalities of Ahom
community took the initiative to pressure
the government to declare the day of
celebration of Me-dam-Me-Phi as holiday.
It was for their initiative that the 31st January
was declared as holiday for the Ahoms
first and then, as state holiday in Assam
by the government which legitimate the
growing popularity of the festival.

This ancestor worship gradually
became a socio-religious festival with
elaborate arrangements keeping primary
focus on compulsory and ritualistic
offerings. Tai Ahom organisations and
institutions take leading role in celebrating
and popularising the festival and now a
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days, the festival is celebrated in almost
all the Ahom populated areas of Assam.
Unlike the Ahom period as stated earlier,
presently the ritual becomes an annual
festival of the Tai-Ahoms and transforms
from the royal observation to community
observation where along with common
people politicians also take active part and
offer patronisation. The ritual part of the
festival is followed by a community feast
coloured with traditional food of the
Ahoms. Organising academic discussions,
quizzes, competitions of traditional games,
literary competition and performance of
various Tai-cultural programmes in
conjunction with the event becomes a
regular feature of the festival now a days.

The philosophy and ritualistic part of

the festival :

The ritual is performed as the
traditional rules inscribed in kheklai
manuscript by the Mo’long (Ahom priest)
comprising the Mohan, Deodhai and
Bailung clan. The Tai-Ahoms believe that
on the day of celebration, Lendon and all
other gods and ancestors physically
emanated to take the offerings and for
blessings. The Me-Dam-Me-Phi festival,
though ordinally indicates the offering
oblations to gods and ancestors, the real
philosophy behind its celebration is
invoking the spirit of life force in the life
of human to gain social control for
cohesion and vigour in time of national
distress as well as during success and
failure, and peace and prosperity14.

As a part of ritual, Chao-Phi, the
governing gods or natural forefathers and
Dam Chao-Phi, the ancestors above
thirteen generations are worshiped. At
first, the priests construct an octagonal
house (ho-phi) with bamboo sticks and
thatch in the back side of which a white

piece of cloth is hanged. In the house,
platters (maihang) are raised up for
offerings to different gods such as Jeshing
Pha, Jan Chai Hung, Lengdon , Chit Lam
Cham, Mut-Kum Tai-Kum, Chao Phi Dam
, Khao Kham , Ai Leng Din, Ra Khin and
Ba Khin. After arranging and purifying all
the offering articles, the priests invoke Ao
Tang or welcome hymns in Tai language
to bring down the gods on earth and then,
along with the priests all the people
gathered chant the Ai sing lao or the
prayer. It is followed by chanting the Kin
Tang or offering hymns to share the
offerings and then Jon Ming hymns for
seeking blessings. At last, the priests spell
the Boi Tang hymns for bidding exit to
the gods and ancestors. In the ritual, the
major offerings to the gods include raw
rice, rice beer, eggs of hen and duck, fowl
or especially raised hen, betel nut, betel
vine leaf, banana, sugar cane, sweet meat,
milk and so on.

Conclusion :

The continuation of Me-Dam-Me-Phi
ritual for a span of almost eight hundred
years with some irregularities in colonial
period and its celebration as a festival in
post-colonial Assam enhances the
reputation of cultural traits and identity of
the Tai-Ahoms. The regeneration of the
festival has proved what Suprity Phukan
says ‘promote internal solidarity and
external differentiation from other
groups.’15 At the same time, the study
proves that though, there is a connectivity
between regeneration of culture and
ethno-identity construction, culture has its
own flavour and vigour that transforms
from one generation to the next with some
compromises. Regeneration and public
celebration of the festival is duly used by
the community to demand constitutional
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safeguards and also to demand tribal status
for the community. In a memorandum
submitted to the central government, they
write - “we belief that living beings are
subordinate to the dead ones who should
be always paid respectful homages. On
this occasion, we offer prayers in Tai
language to our nine principal deities
including the Lengdon, the supreme one
who was the first progenitor of the tai
peoples who ruled somewhere in Central
China. The tribal priests make offering of
fowls, two jars of Nam-lao of Luk-lao (rice
beer made of sticky rice), eggs, rice, fruits
etc. chanting prayer in Tai language in a
mass of men, women and children. A
community feast follows with pork,
mutton, fish, chicken”16. The celebration
of Me-Dam-Me-Phi all over the State on
31st January in every year not only reveals
the integrity of the Tai-Ahom community
but also highlights the unique cultural
identity of the community. In general
perception, though the festival is an
offering ritual to ancestors by the Tai-
Ahoms, but the participation of people
from multiple castes and communities in
recent years bears the significance of
social and political harmony in the state.
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Abstract :

This paper focuses on Sindhi and Punjabi folk songs as creative outcomes of folk
cultures that have shared a long borderless history. Sindhi and Punjabi folk cultures
share the traumatic effects of Partition and have suffered dislocation, separation and
loss. This work attempts to find signs of cultural continuity in the folk songs of the two
blurring the perceived boundaries of language, state and country. In the process it
attempts to find shared elements and how both the folk cultures treat this shared material
uniquely. The paper begins by looking at folk songs as cultural artefacts and taking a
quick glance at the wide variety of folk songs in both the tradition. It goes on to
discuss selected folk songs under three categories of songs of deities and gurus, songs
of Sufis and songs of tragic love. The paper looks at thematic continuity in Sindhi and
Punjabi songs across these sections and notes uniqueness of each tradition.
Methodology of textual analysis has been used to conduct a close study of selected
folk songs and deduce signs of continuity across traditions.

Keywords :

Folksongs, Folk Culture, Punjabi, Sindhi, Continuity

Introduction :

A song is a complex human activity
that combines music and speech and
creates an emotional experience shared by
the audience, participants and performers.
Folk songs are the living cultural heritage
of India with every region, tribe, caste and
sub-caste having its own unique set of
songs. Devendra Satyarthi identifies two
major elements of a folk song as poetry

and music.1 While a folk song retains its
images, meaning and visualisation even in
the absence of music, it becomes a living
organism of a society only when performed
in its entirety.

Folk songs are also reservoirs of India’s
cultural episteme. A study of Sindhi and
Punjabi folk songs reveals sustaining
strains of continuity that are remains of a
bygone time. In undivided India, regions
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of Sindh and Punjab thrived adjacent to
each other with free flow of life and culture.
Post-Partition, this relationship has become
far more complex. Punjab was divided
into two halves while Sindh went entirely
to the newly-created Pakistan with many
Sindhis forced to move to India. While the
land of Sindh is no more a part of India,
its people and culture are. This paper looks
at the folk practices among Sindhis and
Punjabis of India and traces signs of
continuity from a shared historical past
that have survived into altered realities of
modern-day.

Tracing Continuities in Selected Sindhi

and Punjabi Folk Songs :

The turbulent history of Sindh and the
experiences of its people have been passed
down through the generations via folk
songs. Dr. Narain Bharti has divided
Sindhi folk songs keeping in mind the
different dialects: Sireli, Vicholi, Ladi,
Thari, Kutchi, Lassi. He has also provided
a board categorisation on the types of
Sindhi folk songs such as Lada, Loliyun,
Sakhiyun, Challa, Shabd, Pooja Geet, etc.2

Dr Nabi Bakhsh Baloch provides an even
longer list of over 50 types of Sindhi folk
songs.

Punjabi folk songs too percolate all
social activities and present a cultural
landscape both rich and diverse. Bolli,
tappa, mahiya, dhola or heer are among
the oldest forms of Punjabi folk songs.
Alka Pande places these in six categories:
lifecycle songs, seasonal songs songs of
season as well as occupation songs,
festival songs including devotional songs
and love songs, ballads and children’s
songs.3

Keeping the scope of this paper in
mind, selected folk songs from a cross

section of varieties in both the traditions
have been included to investigate for signs
of continuity and exchange between the
two folk traditions.

1. Songs of Deities and Gurus :

Sindhi devotional songs range from
prayers to a local deity for well-being to
songs seeking divine blessings on specific
occasions. Sindhis traditionally followed
the river cult and worshiped water and river
deities, primary of these being lord Jhulelal
- an incarnation of Vedic water god Varuna
Dev. Jhulelal is also referred to as Khwaja
Khizr or Uderolal and interestingly it is
these names that surface in Punjabi folk
bhajans for river deities showing elements
of continuity and syncreticism. Sindhi
songs sung in the praise of Jhulelal are
known as Panjira and they express a sense
of surrender to the deity as a benign giver.
Such devotional folk songs are sung both
independently and as part of Bhagat
performances which present a mix of song,
dance, and narrative drama forms.

The reference to ‘guru’ or ‘satguru’
appears frequently in devotional Sindhi
folk songs. This can be interpreted as god,
guide, saint, fakir or Guru Nanak whose
teachings and verses hold great sway over
Sindhi folklife and culture. The lyrics of
Rohal Fakir, a famous Sufi saint of Sindh
can be cited in this context, “Guruji Aya
Sharan Tihare, Satgur! Aya Sharan Tihar
(Respected guru I have come to seek your
shelter, Satguru I have come to seek your
shelter.)” A large repertoire of Sindhi
songs devoted to Guru Nanak and celebra-
ting his birth and teachings continue to
be very popular. In these songs he is
referred to as Baba Nanak, is revered as a
divine incarnation and thanked for delive-
ring people from injustice.
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Songs such as “Guru Nanik janam
vathi aayo aa” are prepared for ‘Parbhat
Pheri’ a ritual procession that is carried
out on Nanak Jayanti.4 These songs sung
even today by Sindhi community in India
carry common strain of bhakti and tug at
the threads of folk cultural continuity.
Krishin Rahi cites the evidence of Sindhi
saint poetry in Guru Granth Sahib, to
prove the irrefutable continuity of tradition
between Sindh and Punjab.5

2. Songs of Sufis :

Sufi saints had a huge impact on Sindh
as well as Punjab. They used pre-existing
musical traditions to create space for
themselves and infused new life into folk
songs. An example of this can be seen in
the legend of lord Jhulelal that has mingled
with that of other saints in Sindh. The
popular folk song ‘Damadam Mast
Qalandar’ (often classified as a bhajan or
a devotional song) is testimony to such
syncretic movements.

These first lines of the song “Laal
muhinji pat rakhjaen bhla Jhoole-
laalan…”address Shahbaz Qalandar or
Syed Usman Marwandi – a red-robed Sufi
saint of Sehwan as Jhulelal. On these co-
opted symbols, Michel Boivin writes:
“The term Jhulelal is actually the name of
a Hindu deity Jhulelal, who is worshipped
by the Sindhi Hindus. However, the Sufi
Muslims started using the term Jhulelal
only after the song Dama Dam Mast
Qalandar became famous, in which Lal
Shahbaz Qalandar has been referred to as
Jhulelal Qalandar.”6

Ram Panjwani has explained how
compositions by these Sufis were perfor-
med at market places amidst common
people and were sung alike by a simple
tiller in the field as well as the nobleman

in his home.7 Ali S Asani points out that
Sufi poets used work songs sung by
women and infused them with Islamic
philosophy. He gives the example of
Latif’s songs where the household image
of spinning wheel corresponds to Quranic
portrayal of god as a buyer of souls, and
finer the weave higher it is priced.8

Similarly, Punjabi folk songs infused
with Sufi mystic theme use symbols from
everyday village life. Much like the Sindhi
Sufis, those in Punjab too saw the world
as a spinning yarn and this symbol was
passed on through folk songs.

Eh charkha tun kyon gavaya, kyon tun
khe de wich rulaya (Why have you spoiled
this spinning wheel, why have you let it
lie in the dust?)

Jad da hath tere eh aya, tuun kade na
daya aan kude. (Ever since you have had
it, you have never come to set it up, my
girl)9

Spinning wheel finds extensive
mention in folk songs tied to activities of
trinjan – the place where Punjabi women
would gather to weave, sew, knit, and sing,
and gossip to pass the tedium. In these
songs the charkha either becomes a
reminder of home for married women, or
a symbol of torturous wait and memory
of the beloved.

3. Songs of Tragic Love :

In the hands of Sufi saints elements
of Sufi mysticism entered folk ballads of
Sindh. The simple tale of star-crossed
lovers Sasui and Punhun becomes an
allegorical folk song as Shah Latif
introduces mystic union in it.

When I entered into myself and talked
with my soul,
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there was no mountain in the land and
no desire

for the Kechis. I myself became
Punhun, while I suffered as Sasui.10

Here the two lovers are united trans-
cendentally even when torn apart in the
physical world. Similar mystic experience
is accorded to other love legends of Sindh
and folk ballads too radiate this mysticism.
Suhini’s song about breaking of earthen
pot in the river and search for Mehar
becomes symbolic of a soul, body and the
divine. In Leela-Chanesar, Chanesar is the
divine who is given up by Leela who must
now repent. Marui becomes the epitome
of renunciation and will in the face of
temptation. Prof Ravi Prakash Tekchandani
writes, “…Sindhi folk tales are consec-
rated on a mystic plane by Sufi poets.” He
says that Sufi poets used the folk legends
to exemplify the relationship between
supreme being and individual soul.11

During the performance of these
songs, artistes base their material on their
knowledge of Shah Latif’s lyrics. Since
transmission of such knowledge is oral,
there is no strict adherence to an original,
instead the spiritual sentiment is repro-
duced along with symbols and images
though with a variation in lyrics. For
example, when folk artiste Moosa Para
from Nirona Village of north Bhuj in
Kutch, Gujarat, sings the song “Shartiyun
Aain Ta” he creates rhythm through use
of a refrain and adds lines to provide
context.

Shartiyun aain taan vinyodi vinyo la
(Friends, be on your way)

 Muinjhodi pech Punhal saan
(Friends, I’m bound to Punhu)

Muinjhodi lekh lakhan ta… (Friends,
my destiny is written)12

The song combines different elements
from Latif’s Sasui Surs in Risalo. Simi-
larly, the song “Ain Vendha Laaindha”
sung by Mavji Bhai Jagariya from Mata
Na Madh village of Lakhpat taluka of the
border district of Kutch in Gujarat strings
together the pain of separation in Latif’s
compositions. It uses the recurring metaphor
of mountains and dunes and the voice of
Sasui from Latif’s poetry.

Bhitooni muinjhun haayedi bhenarun
ain Allah (The dunes are my sisters, Allah)

Ho, doongar muinhja ain derade,
Raanal (The mountains my kin)

Muinke vichhodo (judaai) to maare
Allah (Separation is killing me, Allah)

Ain vendha laaindha vinyi deenhade,
Sodhhal (You’ll be gone for days on
end!)13

The singer attributes the song Shah
Latif though, as commonly seen in folk
songs, the lyrics are not rigid and vary
from singer to singer. Here, the Kutch
based singer changes the scene to suit his
audience. The songs based on love folk
tales of Sindh are many and varied with
popular and documented compositions
like that of Latif or those of little known
village artistes with no definitive author-
ship. This loose authorship and free-
wheeling creativity has allowed signs of
continuity to pass down through centuries.
Similarly, popular folk songs like “Mitti
te meer mokal de” based on the Umar-
Marui tale voice the pain of a helpless
Marui’s yearning for homeland. The spiri-
tual Sufi dimension remains a common
factor and the songs can be interpreted as
spiritual allegories. Folk songs from surs
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Sirirag and Samundi (sailor), for example,
are based on the theme of separation as
traders set out for their voyages and have
a spiritual meaning that is instinctively
understood by the singers and listeners as
well.

Where in deserts of Sindh, Sassui
sings “I myself became Punhu”14, far away
in the plains of Punjab Heer expresses
similar annihilation of self through
immensely popular words of Bulleh Shah.

Ranjha Ranjha kardi, hun mein ape
Ranjha hoi (Through repeating “Ranjha,
Ranjha,” I have myself now become
Ranjha.)

Saddo meinu Dhido Ranjha, Heer na
aakhe koi (Call me Dhido Ranjha, let no
one call me Heer)15

The continuity of sentiment across
Sindhi and Punjabi folk songs is stark
here. Much like in the Sindhi folk songs,
here also, women become the vessels of
spiritual allegory. Lajwanti Rama Krishna
writes that like mystics elsewhere, Punjabi
Sufis addressed God as beloved, “But the
Beloved, who in Islamic countries was
both masculine and feminine, here became
masculine.” She cites the example of Persian
poetry where the beloved is both Laila and
Majnu.16 Much like in Sindhi Sufi songs,
in Punjab too, God is symbolised as the
beloved from whom the human soul is
separated due to illusion or maya.

 Folk songs based on the love legends
of Punjab, known as kissa (plural kisse),
also reflect a mix of spiritual and physical
love. In the immensely popular Heer Waris
the lovers are described as meeting in
secret at the home of a barber-woman as
they “passed the night in double-bliss”.
When Ranjha arrives as a yogi in a village,

he is described by young girls as “intoxi-
cating”.17 The women in these kisse are
often berated for falling in love, bringing
shame and compromising their virtue. The
imagery used is of theft, robbery, cheating,
etc.

Tera lutia gia Bhambor, Sassi bekhabri
(Your garden in Bhambor has been
plundered, O ignorant Sassi)

Bekhabri vichch preet lagai (You fell
in love in innocence)

Hosh ait te vichcharya Mahi (When
you came back to your senses, he had
already left)

Kaun liave morh, Sassi bekhabri
(Now who can bring him back, O ignorant
Sassi)18

This song, from Sassi-Punnu kissa,
pities Sassi on her innocence and hints at
loss of honour and maidenhood serving
as a caution for listeners. While Punjabi
folk songs carry the sense of longing and
separation they have an added sense of
full-bodied youthful love with both
spiritual and physical dimensions. The
expression of unfulfilled desires and
indulgence in violation of social norms is
also found in some songs.

Aa ve yara, bai ve yara (Come, my
lover, sit my lover)

Rakhan kant ton pyara (You will be
more loved than a husband)

Kant mere ne kuch na dekhya (My
husband hasn’t seen anything)

Tain ras le ley sara (You’ve reaped
all enjoyment)19

 In the above song, a woman is
inviting her lover whom she promises to
love more than her husband. The reference
is to sexual fulfilment which she says her
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husband is unable to provide. Songs such
as these do not carry the spiritual echo of
Sufism inspired love tunes and represent
an entirely independent segment of folk
songs tied to folklife of Punjab. The love
songs carry a natural exuberance that does
not shy away from appreciation of physical
beauty and lovemaking. The lover, for
example says, “Tenu vekh ke sabar na
awe, year tere ghut bhar lan (Mere sight
of your beauty content me not, O Love, I
wish to quaff you in a gulp)” or “Tere pani
de glass vich mitra ghul jawan khan ban
ke (O friend, let me dissolve like sugar, In
your glass of water)”.20 The songs are an
expression of a robust, physical and youthful
love that is associated with Punjab.

Besides the three categories discussed
above there are also songs of celebration,
such as Ho Jamalo that are equally popular
in both Sindhi and Punjabi folk traditions.
There are also stylistic techniques such as
use of everyday objects like mundri (ring),
or jugni (female narrator) that are used to
voice everyday life of a common man or
woman. Both the traditions also make use
of clapping – tadi (in Punjabi) or tadiyon/
chappariyon (in Sindhi) – as accom-
paniments to folk music. These have been
dealt with at length in the thesis

Conclusion :

The above discussion shows a conti-
nuity of context and subjects with regard
to folk songs in Sindhi and Punjabi folk
traditions. It also shows that the Punjabi
and Sindhi folk traditions have evolved
their respective styles that are distinct from
each other. The two traditions display
consciousness of each other with an organic
exchange of narratives and blurring of
boundaries. Yet none of the two traditions
stand diluted from such an exchange, in

fact both manage to repurpose the exchan-
ged material to suit its own requirements.
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efkeâVeewjer }eskeâieerleeW keâe efkekeâeme
[e@. meefjlee vesieer

Deefmemšsvš Øeesheâsmej, mebieerle efkeYeeie
ieg®kegâ} keâeBieÌ[er mece efkeÕeefkeÅee}Ùe, nefjÉej

meejebMe :

efncee}Ùe Øeke=âefle keâe hee}vee nw~ FbõOeveg<eer meewvoÙe& kesâ Deefleefjòeâ yengle kegâÚ Ssmee nw efpemekeâe mecyevOe nceejer
ØeeÛeerve mebmke=âefle ke Fefleneme ceW jne nw~ efnceeÛe} ØeosMe keâe yeÌ[e Yeeie efncee}Ùe heke&le Yeer Õesle Oeke} ße=bKe}eDeeW
kesâ ceOÙe efmLele nw kewmes lees ØeeÙe: ØelÙeskeâ efnceeÛe}keemeer Øeele:keâe} metÙee&soÙe kesâ meceÙe efkeâmeer TBÛeer Ûeesšer kesâ oMe&ve
keâjlee nw hejvleg Fme heke&le kesâ Yeerlejer YeeieeW kesâ efvekeemeer lees mee#eele Øeke=âefle heg$e nw~ Ùener veneR Fve }esieeW keâer Deheveer
mebmke=âefle keâes hetCe& ™he mes megjef#ele jKee nw~ GvnW cenlkehetCe& mebmke=âefle keâer Oejesnj ceW mes Skeâ Øeefmeæ Deewj cenlkehetCe&
mebmke=âefle keâe #es$e nw~ efkeâVeewj Skeâ pevepeeleerÙe ØeosMe nw~ efkeâVeewj efpe}les keâer Deheveer De}ie henÛeeve nw~ Ùen #es$e
oskeer-oskeleeDeeW meeOeg-mebleeW keâer leheesYetefce jner nw~ mLeeveerÙe yees}er ceW Fmes keâVeewefßeG keânles nQ leLee keneB kesâ efvekeeefmeÙeeW
keâe efkeâVeewj keânles nQ~ efkeâVeewj efncee}Ùe keâer ØeeÛeerve meYÙelee nw Fmeef}S ÙeneB keâe pevepeerkeve Øeke=âefle Skeb mebmke=âefle
kesâ DelÙeefOekeâ efvekeâš nw~ }eskeâ mebieerle keâer hejcheje npeejeW ke<eeX mes Ûe}er Dee jner nw Deewj Deepe YÙe peve-peve kesâ
keâb" ceW efkeÅeceeve nw~ efpeme Øekeâej nj #es$e kesâ }eskeâ mebieerle keâer efkeMes<elee nesleer nw Gmeer Øekeâej efkeâVeewjer }eskeâ mebieerle
keâer Yeer Deheveer De}ie efkeMes<elee nw~

efnceeÛe} ØeosMe Yeejle keâe Tlejer meerceevle ØeosMe nw~

ceW Fmes keâveewefj[ keânles nQ~ keâVeewefj[ keâes efnvoer ceW ‘efkeâVeewj’ leLee keneB kesâ efvekeeefmeÙeeW keâes efkeâVeewjs keânles nQ~
efkeâVeewj efncee}Ùe keâer ØeeÛeerve meYÙelee nw~ Fmeef}S ÙeneB keâe pevepeerkeve Øeke=âefle Skeb mebmke=âefle kesâ DelÙeefOekeâ efvekeâš
nw~ le}eskeâmebieerle keâer hejcheje npeejeW ke<eeX mes Ûe}er Dee jner nw~ efpeme Øekeâej nj #es$e kesâ }eskeâmebieerle keâer efkeMes<elee
nesleer nw Gmeer Øekeâej efkeâVeewjer }eskeâmebieerle keâer Yeer Deheveer De}ie efkeMes<elee nw~

efkeâVeewj efnceeÛe} ØeosÙeMe ceW efmLele Skeâ pevepeeleerÙe ØeosMe nw~ efkeâVeewj efpe}s keâer Deheveer De}ie henÛeeve nw~
Ùen #es$e oskeer-oskeleeDeeW, $e+ef<e-cegefveÙeeW, meeOeg-mebleeW keâer leheesYetefce jner nw~ efkeâVeewj keâes efkeefYeVe veeceeW keâVeewj,
kegâveekej ke keâveveewefj[ keânles nQ keäÙeeWefkeâ Ùen Meyo mLeeve efkeMes<e leLee efvekeeefmeÙeeW kesâ ef}S ØeÙegòeâ efkeâÙee peelee nw~
DeeOegefvekeâ meceÙe ceW Fmes efkeâVeesjs Ùee efkeâVeewj keânles nQ~ efkeâVeewj meYÙelee efncee}Ùe keâer ØeeÛeerve meYÙelee nw~ Fmeef}S
ÙeneB pevepeerkeve Øeke=âefle Skeb mebmke=âefle kesâ DelÙeefOekeâ efvekeâš nw~ efpeme Øekeâej nj #es$e kesâ }eskeâ mebieerle keâer efkeMes<elee
nesleer nw Fmeer Øekeâej efkeâVeewjer }eskeâmebieerle keâer Deheveer De}ie henÛeeve nw~

cegKÙe Meyo :

efkeâVeewj, }eskeâieerle, }eskeâmebieerle, efkeâVeewjer ieerle, mebmke=âefle
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}eskeâieerleeW keâer GVeefle :

Deeefo ceeveke ves meke&ØeLece Øeke=âefle keâes osKee Øeke=âefle
ceW Øepeveve keâer Meefòeâ osKekeâj Gmes megKe Deewj efkeveeMe
keâer Meefòeâ osKekeâj og:Ke ngDee~ oesveeW DekemLeeDeeW ceW
meeblkevee kesâ ef}S keâer ieF& YeekekÙebpevee }eskeâieerle kesâ
™he ceW heefjCele nes ieF&~ meblees<e Deewj }eskeâieerleeW keâes
pevce efoÙee~ Deeefo ceeveke ves Deevevoeslmeke ceW veeÛeles
meceÙe Deheves ceb[}er ceW kegâÚ }Ùeyeæ MeyoeW keâe GÛÛeejCe
efkeâÙee efpemes otmejeW ves Yeer ieekeâj ieerle keâe veece efoÙee~
heefjßece kesâ yeesPe keâes nukeâe keâjves kesâ ef}S Deeefo
ceeveke Éeje pees iegveiegveenš Meg™ ngF& Gmeer mes }eskeâieerleeW
keâe pevce ngDee~ Dele: mhe<š nw efkeâ }eskeâieerleeW keâer
hejcheje ØeeÛeerve keâe} mes Ûe}er Dee jner nw~ keâe}evlej
ceW keâyeerj Oece&oeme Deeefo mevleeW ves Yeer }eskeâieerleeW kesâ
ceeOÙece mes DeLekee }esieerle Mew}er ceW meeefnlÙe peiele keâes
yengcetuÙe efveefOeÙeeb YeWš keâer~

}eskeâieerle keâe DeLe& :

efnvoer meeefnlÙe keâes<e kesâ Devegmeej }eskeâieerle keâe
DeLe& nw- }eskeâ kesâ ØeÛeef}le ieerle, }eskeâ efveefce&le ieerle ke
}eskeâ efke<eÙekeâ ieerle jkeervõ veeLe šwieesj ves }eskeâieerleeW
keâes mebmke=âefle keâe megKeo mebosMe }s peeves kee}er keâ}ce
keâne nw~ cenelcee ieebOeer kesâ MeyoeW ceW }eskeâieerle ner
pevelee keâer Yee<ee nw }eskeâieerle nceejer mebmke=âefle kesâ henjsoej
nQ~

DeelceeefYekÙeefòeâ ceeveke keâe mkeYeeke nw~ Ùen Deekeâeb#ee
Gleveer ner ØeeÛeerve nw efpelevee ceeveke mkeÙeb~ ceeveke ceve
Éeje DevegYetefle kesâ efkeMes<e #eCeeW ceW pees Yeeke }njer Meyo
™he «enCeer keâjleer nw kener }eskeâieerle nw~ ceeveke keâer
Ûeslevee kesâ meeLe Fmekeâe Deštš mecyevOe nw~ iegheâe ceW
peerkeve kÙeleerle keâjves kee}s ceeveke ceW pewmes meYÙelee kesâ
mebmkeâej DeeS Gmemes Deheves YeekeeW keâes hejmhej yeebše~
Øeke=âefle ves keâYeer ken Gmemes YeÙe›eâevle ngDee keâYeer Øeke=âefle
kesâ le}ekeCÙeceÙe ™he ves Gmekesâ leve ceve keâes PekeâPeesj
efoÙee Deewj Gmekesâ ùoÙe mes menpe Yeeke }njer Øemhegâefšle
nesves }ieer Ùener Demhegâš Meyo }eskeâieerle nw~

}eskeâieerle Deheves ceW Skeâ Ssmeer DeÆglehetCe& leLee
ØeYeekeMee}er efkeOee nw efpemekeâes efpemeves efpeme Âef<š mes
osKee~ ken Gmes kewmeer Øeleerle ngF&~ efkeâmeer ves Fmekeâer
leg}vee jeie mebieerle mes keâer lees Gmekeâe OÙeeve Fmekesâ
Deveeefokeâe}erve GÆke keâer Deesj ieÙee, efkeâmeer ves Fve
}eskeâieerleeW ceW efveefnle efke<eÙeeW keâes Deheves efkeÛeejeW keâe
kesâvõ yeveeÙee~

}eskeâieerle nceejs peerkeve efkekeâeme kesâ Fefleneme nQ~
GveceW peerkeve kesâ megKe-og:Ke, efce}ve efkejn, Gleej-
ÛeÌ{eke keâer YeekeveeSb kÙeòeâ ngF& nw~ meeceeefpekeâ efmLeefle
kesâ #eCe-#eCe kesâ Yeeke }eskeâieerleeW ceW yebOes nQ~ FveceW
mej} DevegYetefle Deewj YeekeeW keâer ienjeF& nw~ DevegYetefleÙeeb
keâYeer keelee& ceW kÙeòeâ nesleer nQ keâYeer ieerle ceW Deewj keâYeer
DevÙe keâ}e Ùee efkeOee ceW }eskeâieerleeW ceW nceW peerkeve kesâ
mecemle hen}gDeeW kesâ mkeeYeeefkekeâ efÛe$e Ghe}yOe nesles nQ~
Deepe kesâ kegâC"e, meb$eeme Deewj Iegšj Yejs keeleekejCe ceW
}eskeâieerle cegòeâ hekeve kesâ PeeWkesâ nQ pees ceve ØeeCe keâer
Meerle}lee Deewj meblees<e keâe megKe Øeoeve keâjles nQ~ }eskeâieerle
ken Yeekevee nw efpemeceW Yeeries ngS #eCeeW keâer menpe
Deke=âef$ece DeefYekÙeefòeâ nesleer nw~

}eskeâieerle }eskeâkeso nw, meerefcele DeLeeX ceW Ùen
Fefleneme Yetiees} nw~ }eskeâieerleeW ceW peerkeve kesâ efkeefkeOe
meboYeeX kesâ keCe&ve Ghe}yeOe nesles nQ~ }eskeâ keâe n<e&-
efke<eeo jerefle-efjkeepe, hejchejeSb Skeb ØeLeeSb meYeer kegâÚ
}eskeâieerleeW ceW osKee pee mekeâlee nw~ kÙeefòeâiele heeefjkeeefjkeâ
Skeb meeceeefpekeâ mecyevOe keâer peefš}lee DeeoMe& Deewj
ÙeLeeLe& keâer Yeer DeefYekÙeefòeâ }eskeâieerleeW ceW nesleer nw~

}eskeâieerleeW keâe cenòke :

meebmke=âeflekeâ Âef<š mes efkeÕe kesâ meYeer je<š^eW ceW
DeejcYe mes ner }eskeâieerleeW keâe cenlke jne nw~ }eskeâieerle
Øeeke=âeflekeâ kemlegle: }eskeâ efve:me=le ieeve nw, efpeveceW }eskeâ
keâe mecemle peerkeve kÙeòeâ ngDee nw~ Fve }eskeâieerleeW keâe
efÛe$e heâ}keâ FvõOeveg<eer nw pees ef#eeflepe kesâ Skeâ Úesj mes
G"keâj otmejs hej meceehle neslee nw~ Gmekesâ efkeleeve ceW
jbieejbie efÛe$e nw~ efMeMeg kesâ ØeLece ›eâbove mes }skeâj peerkeve
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kesâ Debeflece IeÌ[er lekeâ kesâ Yeeke efÛe$e }eskeâieerleeW ceW efce}les
nQ~ GveceW kemlegle: }eskeâ peerkeve kesâ meÛÛes ùoÙe keâer
Pe}keâ nw~ YeeF& mes efyeÚgÌ[er yenve keâer keâ®CeeceÙe keâ®Ce
keâLee, efm$eÙeeW kesâ DeeYet<eCe, Øesce meewle kesâ, meeme veveo
kesâ DelÙeeÛeejeW mes heerefÌ[le m$eer keâer ceveeskÙeLee efkeâmeeve
keâer iejeryeer, keerjeW keâer ieeLee leLee efkejn kesâ Deke=âef$ece
Yeeke Fve ieerleeW ceW Yejs nw~ Fvekesâ Deefleefjòeâ Fve ieerleeW ceW
peerkeve keâe melÙe Skeb MeeÕele ™he Yeer efkeÅeceeve nw~

}eskeâieerleeW keâer hejcheje yengle ØeeÛeerve nw~ ceeveke
ùoÙe keâe Yeeke efke}eme Deheveer Glke=â<š efmLeefle ceW
}Ùeelcekeâ Deejesn-Dekejesn ceW peye Yee<eeyeæ neskeâj Øekeeefnle
nesves }iee lees Meyeo Meeefm$eÙeeW ves Gmes ieerle keâne~ Fmeer
ieerle hejcheje keâer Skeâ Oeeje peye Deheveer yeesef}ÙeeW ceW
}eskeâ keeCeer keâes Øekeeefnle keâjves }ieer lees Gmes }eskeâ
ieerle kesâ veece mes %eeefhele efkeâÙee ieÙee~ }eskeâ ieerle Meyo
menpe ner ieeÙeve keâe Yeeke meeceves Deelee nw DeLee&led
Gmekeâe mecyevOe meerOee mebieerle mes pegÌ[lee nw~ }eskeâieerleeW
keâe me=peve meecetefnkeâ Ûeslevee Éeje mkeeYeeefkekeâ jerefle mes
neslee nw~ ken efkeâmeer efveefMÛele efveÙeefv$ele mebieerleeledcekeâ
DeLekee meeefneflÙekeâ Øeef›eâÙee keâe heefjCeece veneR nw~ Kesle,
veoer, heneÌ[, cewoeve, Iej meYeer Gmekesâ efvecee&Ce mej}
nQ~ n} Ûe}eles ngS heMeg Ûejeles ngS, Ûekeäkeâer heermeles
ngS, yele&ve ceebpeles ngS ØelÙeskeâ keâeÙe& kÙekenej kesâ meceÙe
Fve ieerleeW keâe Gûce ngDee nw~ }eskeâieerleeW keâes nj osMe
Skeb nj Yee<ee ceW cenlke efce}e nw~ Ùeefo efkeâmeer osMe
peeefle keâer keemleefkekeâ mebmke=âefle keâe %eeve Øeehle keâjvee nes
lees ken }eskeâieerleeW ceW efce} mekeâlee nw~ efpeme Øekeâej
meeefnlÙe meceepe keâe ohe&Ce neslee nw Gmeer Yeebefle }eskeâieerle
mebmke=âefle kesâ meÛÛes cetle& ™he nQ~

}eskeâieerle keâer heefjYee<ee :

heewkee&lÙe Ùee YeejleerÙe efkeÉeveeW kesâ Âef<škeâesCe- YeejleerÙe
efkeÉeveeW ves YeejleerÙe mebmke=âefle ke }eskeâieerleeW keâe DeOÙeÙeve
keâjles ngS lelmecyevOeer ienve efkeÛeej kÙeòeâ efkeâS nQ~
efkeefYeVe ØeevleeW kesâ }eskeâieerleeW keâe mLeeve Yeso keâer Âef<š
mes mke™he ke ieeÙeve heæefle efYeVe nes mekeâleer nw, }sefkeâve

Gvekesâ Deevleefjkeâ lelke ke cenlke lees meke&kÙeeheer keâns pee
mekeâles nQ~ keâefleheÙe heefjYee<eeSb efvecveef}efKele nQ-

ßeer jecevejsMe ef$ehee"er keânles nQ efkeâ- ‘«eeceieerle
Øeke=âefle kesâ Gûej nQ, FveceW De}bkeâej veneR kesâke} jme
nw~ Úvo veneR kesâke} }Ùe nw~ «eeceerCe ceveg<ÙeeW kesâ m$eer
heg®<e }Ùe nw~ «eeceerCe ceveg<Ùe kesâ m$eer heg®<eeW kesâ ceOÙe
ceW ùoÙe veecekeâ mLeeve hej yew"keâj Øeke=âefle ieeve keâjleer
nw~ Øeke=âefle kesâ kes ner «eece ieerle nQ~’

oskesvõ melÙeeLeer& keânles nQ efkeâ- ‘}eskeâieerle efkeâmeer
mebmke=âefle kesâ cegbn yees}les efÛe$e nQ~’

[e@0 jepesvõ }eskeâieerle kesâ yeejs ceW ef}Keles nQ efkeâ-
‘efvecee&lee ceW efvecee&Ce kesâ Denb ÛewlevÙe mes MetvÙe nesves hej
}eskeâeefYekÙeefòeâ nesleer nw~’

ßeer }#ceerveejeÙeCe megOeebMeg Dehevee cele kÙeòeâ keâjles
ngS keânles nQ efkeâ- ‘«eeceerCe mebYekele: ken peeleerÙe DebMeg
keâefkelke nw pees keâce& Ùee ef›eâÙee kesâ lee} hej jÛee ieÙee
nw~ ieerle keâe GheÙeesie peerkeve kesâ cenlke meceeOeeve kesâ
Deefleefjòeâ ceveesjbpeve Yeer nw~’

ßeerceleer Meebefle DekemLeer keâe cele nw efkeâ- ‘}eskeâpeerkeve
ceW }eskeâOeeje Deveeefokeâe} mes Ûe}er Dee jner nw~ cesjs
Deheves efkeÛeej mes Ùes }eskeâieerle ceeveke ùoÙe keâer leeref›elece
DekemLee keâer ieefle nw, pees mkej Deewj lee} keâer ØeOeevelee
ve oskeâj }Ùe Ùee Oegve (Okeefve) ØeOeeve nesles nQ~’

DeeÛeeÙe& npeejer Øemeeo efÉkesoer keâe ceevevee nw efkeâ-
‘«eeceieerle DeeÙee&slej meYÙelee kesâ keso nQ~’

ßeer kegâvpe efyenejer }e} keâe cele nw efkeâ- ‘}eskeâieerle
}esieeW kesâ Gme peerkeve keâer Øekeenelcekeâ DeefYekÙeefòeâ nw pees
megjcÙe ØekeeneW mes yeenj Ùee DeefOekeâ ™he mes Deeefoce
DekemLee ceW nw~’

ßeer meoeefMeke ke=â<Ce heâÌ[kesâ Fme efke<eÙe ceW keânles nQ
efkeâ- ‘}eskeâieerle efkeÅee oskeer kesâ yeewefækeâ GÅeeve kesâ
ke=âef$ece heât} veneR, kes ceevees Deke=âef$ece efvemeie& kesâ Õeeme
ØeÕeeme nw~ menpeevevo ceW mes GlheVe nesves kee}er ßegefle
ceveesnjlke mes meefÛÛeoevevo ceW efke}erve nes peeves kee}er
DeevevoceÙeer iegheâeSb nQ~’
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keâesce} keâes"ejer keâe ceevevee nw efkeâ- ‘meeceevÙe
}eskeâ peerkeve keâer heeÕe& Yetefce ceW DeefÛevleÙe ™he mes
DeveeÙeeme ner heâtš heÌ[ves kee}s ceveesYeekeeW keâer }Ùeelcekeâ
DeefYekÙeefòeâ }eskeâieerle keân}eleer nw~’

[e@0 lespe veejeÙeCe }e} Meem$eer peer keânles nQ
efkeâ- ‘}eskeâieerle nceejs peerkeve keâer Øekeenelcekeâ DeefYekÙeefòeâ
nw pees megjcÙe ØekeeneW kesâ yeenj Ùee DeefOekeâ ™he mes
Deeefoce DekemLee ceW nw~’

cenelcee ieebOeer peer }eskeâieerle kesâ efke<eÙe ceW keânles nQ
efkeâ- ‘}eskeâieerle mecetÛeer mebmke=âefle kesâ henjsoej nQ~’

kesâÊ yeerÊ oeme keâe cele nw efkeâ- ‘}eskeâieerle Gve
}esieeW kesâ peerkeve keâe mkeleeso$eerCe& Øekeen nw pees Deeefoce
DekemLee ceW peerkeve kÙeleerle keâjles nQ~’

ßeer kegâvove}e} GØesleer keâe ceevevee nw efkeâ-
‘}eskeâmebmke=âefle, }eskeâ efkeÕeeme Skeb }eskeâhejcheje keâer
j#ee Skeb efvekee&n keâjles ngS }eskeâpeerkeve Deheveer jeieelcekeâ
Øeke=efòeÙeeW keâer lelmheâtle& }Ùeelcekeâ DeefYekÙeefòeâ efpeme ceeOÙece
mes keâjlee nw Gmes }eskeâieerle keânles nQ~’

heeMÛeelÙe efkeÉeveeW kesâ Âef<škeâesCe :

heeMÛeelÙe efkeÉeveeW kesâ ceblekÙe Â<škÙe nw-

DeLee&led }eskeâieerle lees mkele: pevcee nw~

DeLee&led Deeefo ceeveke kesâ Gu}emeceÙe mebieerle keâes
ner }eskeâmebieerle keânles nQ~

DeLee&led }eskeâieerle ve ner veÙee nw Deewj ve ner hegjevee
Ùen Skeâ pebie}er ke=#e keâer Yeebefle nw efpemekeâer peÌ[eW ceW
Yetlekeâe} ienvelee mes oheâve nw Deewj Ùen Deheves ceW
}ieeleej veF& MeeKeW, veS heòes Deewj veS heâ} ef}S ngS
nQ~

peerkeve ceW megKe-og:Ke keâer DevegYetefle menpe Deewj
mkeeYeeefkekeâ nw~ Deevevo ceW ceveg<Ùe veeÛe iee G"lee nw~
ØemeVelee kesâ #eCeeW ceW Gmekeâe ùoÙe pees kegâÚ }Ùeelcekeâ
Ì{bie mes iee G"lee nw Ùener ieerle }eskeâ ØeÛeef}le neskeâj
}eskeâieerle yeve peeles nQ~

efkeâVeewjer }eskeâieerle ceW efkeâVeewj keâe mej} ke efveMÛe}
peve-peerkeve cegKeefjle ngDee nw~ keâeÙe*d Ùeeefve efkeâ (veešer)
keâer meecetefnkeâ heo mebÛee}ve keâer Okeefve hej efyevee efkeâmeer
ØeÙelve kesâ ieerle Deheves Deehe Deekeâej }slee jnlee nw~
Ssmes ieerle ØeeÙe: ße=bieej kegâÚ mej} Deewj Øeeke=âeflekeâ mee
efkeâVeewjkeeefmeÙeeW kesâ mkeYeeke pewmee ner meerOee-meeOee mee ner
DeefYekÙeefòeâ Øeehle efkeâS ngS nQ~

Meyo jÛevee Skeb Úbo efkeOeeve kesâ Devegmeej efkeâVeewjer
ieerle DeefÉleerÙe nesles nQ~

efkeâVeewjer }eskeâieerleeW ceW }eskeâkeâefke Øeefmeefæ keâer Dehes#ee
veneR jKelee~ efpeme yeele keâes }esie ÛeÛee& keâe efke<eÙe yevee
}sles nQ leLee efpemeceW meceepe efkeâmeer keâejCekeMe ØeYeeefkele
neslee nw kener Iešvee }eskeâkeâefke keâer jÛevee kesâ DeefOekeâ
GheÙegòeâ jnleer nw~ ieebke kesâ Ùegkekeâ leLee ÙegkeefleÙeeb efkeâmeer
hebefòeâ keâes }skeâj Deheveer Yee<ee ceW ØeÛeef}le Oegve kesâ
DeeOeej hej }eskeâieerle keâe efvecee&Ce keâjles nQ~ Gme ieerle
keâes DeejcYe ceW efkeâmeer ces}s ceW oes-Ûeej DeLekee DeefOekeâ
ÙegkeefleÙeeb ieeleer nQ Deewj megveves kee}s Gmekeâer Oegve leLee
keâLeevekeâ keâes ùoÙeiece keâj }sles nQ~ otmejs ieebke ceW peye
}eskeâieerle ieeÙee peelee nw lees GmeceW keâneR-keâneR ™heeblej
Yeer nesles Ûe}s peeles nQ~ keäÙeeWefkeâ Oegve leLee keâLeevekeâ keâes
ner ieeÙekeâ leLee vele&keâ DeefOekeâ cenlke osles nQ~ Ùener
keâejCe nw efkeâ Skeâ ner ieerle kesâ Deveskeâ ™heevlej efce}
peeles nQ ÙegkeefleÙeeB }eskeâieerle jÛevee ceW hešg nesleer nQ~

efkeâVeewj ceW kegâÚ kÙeefòeâ Ssmes nQ pees mkeÙeb ner
}eskeâieerleeW keâe efvecee&Ce keâjles nQ Deewj Gmes Ùegkeekeie& keâes
megveekeâj leLee ces}eW ceW ieekeâj Gmekeâe MegYeejcYe keâj osles
nQ~ Fme #es$e ceW Øeefmeæ ieerle (Lee™-ieerLe*d) Ùeeefve Mesj
kesâ efMekeâej mecyevOeer ieerle kesâ mecyevOe ceW keâne peelee nw
efkeâ heebieer ieebke kesâ }esieeW ves efkeMes<e ™he mes Fme ieerle keâer
jÛevee keâjves kesâ ef}S Deeceefv$ele efkeâÙee Lee Deewj GvneWves
ceer™ ieebke kesâ Skeâ kÙeefòeâ kesâ Éeje (Mesj keâe efMekeâej) keâjves
hej Fme ieerle keâer jÛevee keâer Leer~ ne**d ceW Skeâ DevÙe
}eskeâkeâefke (ne*dheeefo}e) veece kesâ nQ efpevneWves ne**d
keâer yees}er ceW Deveskeâ }eskeâieerleeW keâe efvecee&Ce efkeâÙee~
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ieerle ves DeeleerÙe heo keâes oesnjeles ngS Deie}s Úvo
kesâ heo-heeo mes peesÌ[ves keâe kener Ì{bie efoKeeF& heÌ[lee nw,
pees Yeespehegjer Deeefo kesâ efkeâleves peve-ieerleeW ceW heeÙee peelee
nQ~ FmeceW mebosn veneR nw efkeâ keâLeevekeâ meeceevÙe nesves keâer
oMee ceW }eskeâieerle oerIee&Ùeg veneR neslee~ hejvleg Ùen yeele
meye Øekeâej kesâ }eskeâieerleeW kesâ mecyevOe ceW Ùegefòeâmebiele
veneR nw~

efkeâVeewj kesâ }eskeâieerle meeceevÙele: keäÙeeW Fleves DeuheeÙeg
nw Ùen ØeMve efkeÛeejCeerÙe nw~ ‘jeng} meebke=âlÙeeveve’
Fmekeâe keâejCe yeleeles ngS ef}Keles nQ efkeâ efkeâVeewjer peveieerle
Fleves DeuheeÙeg keäÙeeW nesles nQ? ieeÙekeâeW keâe ÙeneB keâesF&
efkeMes<e keie& veneR nw~ (hejvleg DeeOegefvekeâ meceÙe ceW ieeÙekeâeW
keâe keie& nw) pekeeveer {}ves mes hen}s ØelÙeskeâ efkeâVeewjer
vele&keâer nw kewmes ner ken ieeefÙekeâe Yeer nw~ Fmeef}S kener
ieerle ieeÙee pee mekeâlee nw kewmes ner ken ieeefÙekeâe Yeer nw~
Fmeef}S kener ieerle ieeÙee pee mekeâlee nw pees vej-veeefjÙeeW
kesâ ùoÙe keâes Deeke=â<š keâj mekeâer~ Fve }eskeâieerleeW kesâ
DeuheeÙeg nesves kesâ efkeefYeVe keâejCe nes mekeâles nQ~ ÙeneB kesâ
}eskeâkeâefke me=peveMeer} nQ~ GvnW veÙes-veÙes efke<eÙeeW hej
ieerle jÛevee efØeÙe }ieleer nw~ pees }eskeâieerle hegjeves nes
peeles nQ Gvekeâe mLeeve veS-ieerle }s }sles nQ, meeceeefpekeâ
IešveeSb }eskeâ keâefkeÙeeW keâes veS-ieerle yeveeves kesâ ef}S
Deeke=â<š keâjleer jnleer nw~ Fme #es$e ceW }ieYeie 2000
ieerle ØeÛeef}le nQ, }eskeâieerleeW kesâ mecyevOe ceW }eskeâceeveme
keâer ™efÛe yeo}leer jnleer nw Deewj }eskeâkeâefke veS ieerle
yeveekeâj ceveesjbpeve kesâ meeOeve {tb{lee jnlee nw keâÙeeWefkeâ
}eskeâieerleeW keâer jÛevee Ùegkekeâ leLee ÙegkeefleÙeeB keâjles nQ~
Dele: efvecee&Ce kesâ heMÛeeled DevÙe mLeeveeW kesâ Ùegkekeâ-
ÙegkeefleÙeeB GvnW MeerIeÇ ner meerKe }sles nQ~ }eskeâieerle Fleves
mej} Yee<ee Deewj }Ùe ceW lewÙeej efkeâÙes peeles nQ efkeâ
Gvekesâ ØeÛeej ceW keâef"veeF& veneR nesleer, hejvleg Gmemes
DeefOekeâ DeÛÚs keâLeevekeâ leLee }eskeâOegve hej yeveeS ieS
ieerle Gvekeâe mLeeve }sles nQ ieerleeW kesâ DeuheeÙeg nesves kesâ

keâe Skeâ keâejCe Ùen Yeer nes mekeâlee nw efkeâ Fve ieerleeW keâer
meeceevÙe yeeleW ÙeLee YeWš keâe Deeoeve-Øeoeve, cebefojeW keâe
efvecee&Ce kem$eeW keâer hemevo leLee kebMe keCe&ve Deeefo meYeer
yeeleW otmejs ieerleeW ceW }s }er peeleer nQ~ kesâke} keâLeevekeâ
keâer vekeerve jnles nQ~ hejvleg Ùen efveefMÛele nw efkeâ meYeer
efkeâVej ieerle DeuheeÙeg veneR nesles~ Ùen yeele De#ejle:
meleÙe nw efkeâ efkeâVej keâC" ceOegj nw~ meeLe ner DelÙevle
mej} Deewj Deke=âef$ece nw~ FmeceW keâesF& Gmleener keâ}eyeepeer
veneR nw~

efkeâVeewjer }eskeâ ieerleeW ceW ØeCeÙe efvekesove Deewj Øescee}ehe
mecyevOeer keâesF& efkeâmeer Øekeâej kesâ keâÌ[s yebOeve ve nesves mes
Gvekesâ ieerle Gvekesâ ùoÙe keâer yeele meerOeer lejn keân efoÙee
keâjles nQ~ GveceW nsj-heâsj Deewj kegâÚ yeveekeâj keânves keâer
iegbpeeFMe veneR jnleer~ Ùes ieerle keâye jÛes ieS, keâewve
mebieerle keâye keâwmes DeÛeevekeâ efkemce=efle kesâ iele& ceW Ûe}s
ieS nQ, keâewve peeves nj ke<e& - veS ieerle pevce }sles neWies
lees kegâÚ Yet} Yeer peeÙee keâjles neWies~ efkeâVeewj kesâ Fve
meYeer ieerleeW keâes ef}efKele ™he Skeb efjkeâe@ef[Ëie keâjkesâ
megjef#ele jKeves keâer DeekeMÙekeâlee nw~

Fme Øekeâej nce Fme efve<keâ<e& hej hengbÛeles nQ efkeâ
}eskeâieerle ØeeÙe: ceveg<Ùe kesâ megKe-og:Ke kesâ #eCeeW kesâ
mee#Ùe jns nQ~ efkeâVeewjer }eskeâieerleeW ceW efkeâVeewj keâer mej}lee
Skeb efveMÛe}lee kesâ oMe&ve nesles nQ~ Fve meeOeejCe ieerleeW
keâe GösMÙe Yeer DevÙe ØeosMe kesâ }eskeâieerleeW keâer Yeebefle
Glke=â<š mebieerle keâe ØeoMe&ve keâjves keâer Dehes#ee YeekeeefYekÙeefòeâ
keâjvee ner nw~ ÙeneB kesâ }eskeâieerleeW keâer ØecegKe efkeMes<eleeSb
mej} Oegve, }eskeâkeâLeeDeeW keâe keCe&ve peerkeve keâer IešveeDeeW
mes Øesefjle meeefnlÙe leLee ve=lÙe keâer mebiele Fve ieerleeW keâes
Deewj Yeer efkeefMe<š yeveelee nw~ kele&ceeve meceÙe ceW Mevew:
Mevew: }ghle nes pee jns efkeâVeewjer }eskeâmebieerle keâes mebj#eCe
keâer DeekeMÙekeâlee nw efpemekesâ ef}S ØeÙeeme DeejcYe efkeâS
pee Ûegkesâ nQ efpememes efkeâVeewjer }eskeâmebieerle efkeâVeewj ØeosMe
keâer mebmke=âefle Skeb meYÙelee keâes De#egCCe yeveeS jKeves ceW
DeYetlehetke& menÙeesie oslee jns~
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meboYe& metÛeer :

1. "ekegâj efkeÅeeÛevo, efkeâVej mes yevee efkeâVeewj ‘}sKe’ heef$ekeâe
meescemeer efnceeÛe} keâ}e mebmke=âefle Yee<ee Dekeâeoceer, meved
1995

2. ef$ehee"er vejsMe : keâefkelee keâewceoer, Yeeie-5, «eece ieerleeW
keâe ØekeâjCe heefjÛeÙe meved 1924-25, he=Ê mebÊ 1,2

3. Mecee& heg<hee, }eskeâieerleeW ceW veeo meewvoÙe&, melÙece heefy}kesâMeve
neTme, veF& efou}er, 2006, he=Ê mebÊ 42

4. meebke=âlÙeeveve jeng}, efkeâVej osMe ceW, efkeâleeye cen}
F}eneyeeo, meved 2006, he=Ê mebÊ 318

5. vesieer, [e@Ê efkeÅeemeeiej, Ûeeme[ Ûew$ees} ‘}sKe’ meescemeer
heef$ekeâe Debkeâ-2 hetCeeËkeâ 104 efnceeÛe} keâ}e mebmke=âefle
Yee<ee Dekeâeoceer, DeØew}-petve 2002

6. vesieer, [e@Ê meefjlee, efkeâVeewj keâer efkeefYeVe }eskeâYee<eeDeeW ceW
ieeS peeves kee}s }eskeâieerleeW keâe meebieereflekeâ efkekesÛeve,
veweflekeâ ØekeâeMeve, GÊ ØeÊ, 2020, he=Ê mebÊ 44-47
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}eskeâ mebmke=âefle keâer mebkeenkeâ }eskeâieeLeeSB
[e@Ê DepeÙe kegâceej

SmeesefmeSš Øeesheâsmej, efnvoer
ceneceeÙee jepekeâerÙe ceneefkeÅee}Ùe, keâewMeecyeer

meejeMe :

efkeâmeer Yeer osMe keâer mebmke=âeflekeâ keâes peevevee-mecePevee nes lees Gme osMe keâer }eskeâieeLeeDeeW keâe Deke}eskeâve keâjvee
ÛeeefnS~ keäÙeeWefkeâ }eskeâieeLeeDeeW ceW Gme osMe keâer hejcheje, mebmke=âefle Deewj heefjkesMe keâe Debkeâve DeefvekeeÙe& ™he mes
neslee nw~ }eskeâ mebmke=âefle keâe ØeewÌ{ ™he }eskeâ meefnlÙe nw~ GmeceW mecemle pevemecegoeÙeeW keâe meceeiece neslee nw~ }eskeâ
kesâke} kele&ceeve veneR nw ken megotj Deleerle kesâ Úesj mes Yeefke<Ùe lekeâ keâer efvejvlejlee keâes Yeer mecesšs ngS nw~ GmeceW
Øeke=âefle kesâ meeLe-meeLe Deefoce peerkeve keâes mebpeesÙes jKee nw~ }eskeâieLeeDeeW ceW mLeeveerÙelee keâe jbie ienje neslee nw~ FveceW
Deeme-heeme keâer ØeLeeDeeW Sbke jerefle-efjkeepeeW keâer menpe peevekeâejer Øeehle keâer pee mekeâleer nw~ }eskeâ ieeLeeDeeW keâer
efke<eÙekemleg efkemle=le nesleer nw~ }eskeâieeLeeDeeW ceW mechetCe& }eskeâ meceepe, jerefle-efjkeepe, mecyevOe mebmkeâej, lÙeesnej,
™efÌ{Ùee, hejchejeSB Deeefo keâe efÛe$eCe neslee nw~ }eskeâ mebmke=âefle keâes }eskeâieeLeeSB heesef<ele keâjleer nQ~ GvnW Deheves Goj
ceW meceeefnle efkeâS jnleer nQ~ Deheves Ùegie keâer keâer meYÙeleeDeeW Deewj mebmke=âefleÙeeW keâes meceÙe hej Deheveer hejleeW kesâ le}s
oyeelee ngDee meleled yeÌ{lee jnlee nw~ mebmke=âefleÙeeW keâe Ùen oyee-kegâÛe}e Mejerj }eskeâieeLeeDeeW keâer DeveleŠÛeslevee
yevekeâj Skeâ Ùegie mes otmejs Ùegie keâer hejcheje Skeb efkekeâeme keâer metÛevee oslee nw~ }eskeâieeLeeSB ceewefKekeâ hejcheje keâe
efvekee&nve keâjleer ngF& }eskeâ mebmke=âefle keâer mebkeenkeâ nesleer nQ~

yeerpe Meyo :

}eskeâ mebmke=âeflekeâ, hejchejeSB, Debkeâve, meYÙelee, Deke}eskeâve, heer{er, yew}s[, keâpebef}Ùee, efkejemele~

‘‘MegYe efÛevn yeveeÙeDeeW, yeveeÙeDees jefÛe-jefÛe neLee~
leeefkeâ meveo jns heer{er oj heer{er }eskeâieeLee~~’’

}eskeâ meeefnlÙe pevepeerkeve mes peg[er kesno }eskeâefØeÙe
efkeOee keâes }eskeâ ieeLee keâne peelee nw~ Fmekeâe Meeefyokeâ
DeLe&Š }cyeeieerlee nw~ Fmekeâe Deb«espeer ceW yew}s[ keâne
peelee nw~ ‘‘}eskeâieeLeeDeeW ceW }eskeâkeâLeeDeeW keâe heÅe
™he jnlee nw~ peye keâesF& keâLee heÅe ™he ceW ef}Ke oer
peeleer nw lees ieeLee yeve peeleer nw~’’1 Ùes ieeLeeSB efkeâmeer
kÙeefòeâ efkeMes<e keâer Åeeslekeâ veneR nesleer Deefheleg Deheves

keâ}skej ceW mechetCe& #es$e keâes meceeefnle efkeâÙes nesleer nw~
FveceW heerÌ{er oj heerÌ{er ceeveke peerkeve keâe iewjkeieeve
meceeefnle neslee nw~ Deewj DevÙe keâF& cenlkehetCe& iegCe
meceeefnle nesles nQ~

ieeBke ceW Deepe Yeer peye meYeer }esie Deheves keâece mes
Lekesâ njs peye Deheves Iej Meece keâes Deeles nQ lees Gvekeâes
ceveesjbpeve keâer pe™jle nesleer nw~ ken Deheveer Lekeâeve keâes
efceševes kesâ ef}S Fvner }eskeâieeLeeDeeW keâer MejCe ceW
peelee nw Deewj kegâÚ ieerle iegveiegveeves }ielee nw~ Ùes
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}eskeâieeLeeÙeW Dekeämej ieeBke ceW efkeâmeer Ûewhee} ceW meYeer
}esie Skeâ meeLe yew" keâj keâesF& Skeâ kÙeefòeâ }eskeâ
ieeLeeDeeW keâes megveelee keâjlee nw~ yeekeâer meYeer }esie OÙeeve
ceive neskeâj Gmes megveles nQ~ megveeves kee}e kÙeefòeâ Fleveer
jesÛekeâlee kesâ meeLe megveelee nw efkeâ m$eesleeDeeW ceW efpe%eemee
Deewj keâewlegn} GlheVe nesleer nw~ efpememes }eskeâ ieeLeeDeeW
keâes megveves keâe Deevebo ye{ peelee nw~ efkeMes<e ™he mes
meoer& kesâ efoveeW ceW }eskeâieeLeeDeeW megveves-megveeves keâe ›eâce
leer›e nes peelee nw~

}eskeâieeLeeDeeW kesâ ceeOÙeece mes Ssmee meceepe nceejs
mece#e GYej keâj Deelee nw~ efpemeceW mebmke=âefle, hejcheje
keâes efvekee&nve keâjves keâer Dekeâtle }e}mee nesleer nw~ Oeeefce&keâ
leLee veweflekeâ Yeekevee lees }eskeâ meceepe keâe keâe ØeeCe nw~
‘‘}eskeâ meeefnlÙe }eskeâ mebmke=âefle keâes efvecee&Ce keâjves keâe
Yeer Gòej oeefÙelke keenve keâjlee nw Deewj Gmekeâe efvekee&n
Yeer kener keâjlee mekeâlee nw~ ÙeÅeefhe ™efÛe, }nj Deewj
keâuhevee cee$e kesâ ef}S }eskeâ meeefnlÙe ceW keâesF& mLeeve
veneR nQ~ efheâj Yeer }eskeâ meefnlÙe efpeme lejn mes }esieeW ceW
Ieg}-efce} peelee nQ, GmeceW keâuhevee keâe Yeer DeYeeke
veneR Deewj ve yegefÉ lelke keâer Dekens}vee~’’2 YeejleerÙe
}eskeâieeLeeDeeW keâer DeefYekÙeefòeâ keâer hejcheje ØeeÛeerve keâe}
mes heeÙeer peeleer nQ~ Ùeefo nce ieewj mes osKesieW lees nceW
kewefokeâ Ùegie ceW MegYe DekemejeW hej ieeÙes peeves kee}s ieerleeW
kesâ ™he ceW }eskeâieeLeeSB GheefmLele nQ~

ØelÙeskeâ Glmeke Skeb Ùe%e kesâ DeejYe ceW oskeieeLee,
keerjieeLee leLee DevÙe ieeLeeDeeW keâe ieeÙeve Skeb ßekeCe
neslee Lee~ ÛetCe& keâce& mebmkeâej leLee ieYe&keleer efm$eÙeeW kesâ
cebie} Øemeke kesâ ef}S Yeer efYeVe-efYeVe keâLee ieerle ieeÙes
peeles Les~ efpevnW ‘hegmebkeve; keâne peelee Lee~ Fme Øekeâej
}eskeâieeLeeSB YeejleerÙe ceeveg<e kesâ ØeejcYe mes ner Gmekesâ
peerkeve-cejCe mes peg[er nF& nQ~ ‘‘hegjeCeW ceW megkeCe& keâer
ieeLee keâõ Skeb efkeveerlee keâer ieeLee Fmekesâ GoenjCe nQ
hegjeCe Meko hegjeYee<eeCe DeLekee hegjeveerÙeles mes yevee nw~
DeleŠ Deheves Meeefyokeâ DeLe& ceW hegjeCe ØeeÛeervekeâe} keâer
kemlegDeeW DeLekee keâLeeDeeW ceW keso, hegjeCe, Fefleneme,

DeeKÙeeve leLee yeÇeÿeCe leLee «evLeeW ceW Ùe$e-le$e }eskeâ
ieeLeeDeeW keâe Fefleneme Øeehle neslee nw~’’3

ye=pe #es$e ceW pevce kesâ Dekemej hej ØeeÙe: ieerle ieeÙes
peeles nQ~ }eskeâ peerkeve ceW heg$e-heg$eer kesâ pevce kesâ Dekemej
hej efkeMes<e ØemeVelee keâe MegYe Dekemej Deelee nQ lees
ceelee-efhelee keâes KegMeer keâe keâesF& "erkeâevee vener jnlee nQ~
ken }eskeâieLeeDeeW kesâ Éeje Deheves mebleeve kesâ Yeefke<Ùe keâer
MegYekeâeceveeSB osles ngS Deheveer mebleeve kesâ Deeieeceer Yeefke<Ùe
keâer keâecevee keâjles nw~ Swmeer ner }eskeâieeLee nw efkeâ peye
heeke&leer pevce ngDee lees ÙeLeeMeefòeâ oeve-oef#eCee efoÙee
ieÙee efpemekeâe ÙeMe }eskeâ hejcheje ceW kegâÚ Ssmes ieeÙee
peelee nw-

‘‘efmeefke lesjefme peveceeR keâvÙee~
Iej kesâ efyejecnve yeesef} }Ùes~

Ûevove keâer Ûewkeâer [eefj oF&~
Thej efie}ce efyeÚeF oF&~

neLe peesefj yeesuÙeew jepee-
‘‘yewef" peeG efyejcee iÙeeveer’’

heeBÛe cegnj peeves heeBÛe DeMejheâer
pees efyejcee oefÚvee oerveer~~’’4

Øesceelcekeâ }eskeâieeLeeDeeW ces meejbie, Yeiekeleer oskeer
Deewj kegâmecee, nerj-jebPee, keâer }eskeâieeLeeSB peie peefnj
nQ~ Fmeer Øekeâej keerj }eskeâieeLeeDeeW ceW Deeune, njoew}
keâer keâLee efkeMes<ee ™he mes Øeefmeæ nw~ jesceebÛe keâer
}eskeâieeLeeSB ceW meesj"er keâer keâLee Deeleer nw~ kegâÚ
}eskeâieeLeeDeeW keâe efkekesÛeve Fme Øekeâej nw, efpevekesâ ceeOÙeece
mes nce }eskeâieeLeeDeeW ceW }eskeâ mebmke=âefle keâes mecePe
mekesâbies-

{es}e-cee™ keâer }eskeâieeLee ceW yee} efkekeen Deewj
m$eer kesâ keâ™Ce efke}ehe keâer keâneveer nw~ efpemeceW hejbchejeiele
Øesce Deewj efkejn keâes yeeKetyeer oMee&Ùee ieÙee nw~ ‘{es}e’
vejkej jepÙe kesâ jepekegâceej nQ Deewj yeÛeheve ceW Gvekeâer
Meeoer efhebie} osMe keâer jepekegâceejer ‘cee™’ mes nes peeleer
nw~ GOej peye cee™ keâer meYeer mensef}ÙeeB Skeâ-Skeâ
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keâjkesâ Deheves memegje} Ûe}er peeleer nQ lees cee™ kesâ Yeer
ceve ceW Deheves efØeÙelece mes efce}ves keâer Glkeâb"e nesleer nw~
lees ken Fme mecemÙee keâe n} Deheveer YeewpeeF& mes hetÚleer
nw leye YeewpeeF& mes keânleer nw-

‘‘ves keâent ieejer oF& js Yeewpeer ves ÛeÌ{ yeleeF& DeeBKe,
mebie mens}er ieewveeW }s Ûe}er cee™ [jer kej nerve~~’’5

YeewpeeF& cee™ keâes meejer yeele keâes yeleeleer nw, Deewj
keânleer keâer Deehe vejkej osMe kesâ jepee {es}e keâe mevosMe
Yespekeâj yeg}e }eW~ efpememes kees Deekeâj Deehekeâes efkeoe
keâje }s peeÙesieW~ cee™ mevosMee Yespeleer nw hej Gmekeâe
keâesF& Gòej veneR efce}lee nQ lees cee™ yesÛewve nes peeleer nw
Deewj ken ›eâceMe: otmeje Skeb leermeje mevosMe keâes ef}Kekeâj
megDee mes Yespeleer nw~ leye Yeer {es}e keâer Deesj mes
Øeefleef›eâÙee veneR nesleer nw lees cee™ keâer yesÛewveer keâer leer›elee
Deewj ye{ peeleer nw~ leye cee™ keâekeâe mes keânleer nw efkeâ
Deehe peeDees Deewj jepee ve} kesâ heg$e DeLee&le cesjs heefle
{es}e keâer Keespe-Keyej }s DeeFÙes Deewj {es}e kesâ ef}S
Skeâ Øesce he$e Yeer ef}Keleer nw-

‘‘Deece hekesâ cengDee ieojeves veeRyet hej jme DeeS,
Deehe meceÙe hej DeeFÙeeW js ve lees efmeheefnÙee cepee

}WÙe~’’6

cee™ ves efkeâleves oo& keâer yeele keâner~ meÛecegÛe Øesce
keâe peerkeve Skeâ Deevebo keâe peerkeve nw~ peye lekeâ Deehemeer
Øesce ve neW lees Øesce efkeâmeer keâece keâe veneR, efheâj Ûeens
keâesF& efkeâlevee Deceerj nes keâesF& heâke&â veneR heÌ[lee nw~
meceÙe jnles meYeer keâe cees} nQ~ meceÙe efvekeâ} peeves hej
Gmekeâe cetuÙe keâce nes peelee nw~ jskee jepee vejkej keâer
Skeâ Deieg}er keâes cegBn ceW }skeâj meesleer nw keäÙeeWefkeâ Gmes
[j efkeâ vejkej keâneR Gmes Úes[ keâj Ûe}e ve peeÙes~
vejkej Yeer efkeâmeer lejn Gmes Úes[keâj Deeies ye{ peelee
nw~ peye jskee keâeW nesme Deelee nw lees hejsMeeve nesleer nw-

‘‘}ewšs lees heesšs jeefveÙeeb keâe Ye}er js Deye Ûeer}
jner hes ceÌ[jeÙe,

 vepejW lees hejieF& oes}e cee} hesjs Deyes, DeeF&
Deškeâ hejs Øeeve~’’7

 yeeo ces jepee keâe jskee mes efce}ve neslee nw Deewj
jepee Gmes Ùen keânkeâj ÚesÌ[ oslee nw efkeâ cew legcnejs meeLe
yeejn ke<e& meesÙee ngDee nw efkeâvleg legceves DeYeer lekeâ keâesF&
mebleeve veneR efoÙee nw~ jskee keâer keâ™efCekeâ keâLee m$eesleeDeeW
keâe ceve ceesn }sleer nQ~ Skeâ m$eer kesâ ef}S efkekeen kesâ
heMÛeele mebleeve ve nesvee efkeâlevee ogKeoeÙeer neslee nw~
Gme m$eer keâes meceepe nsÙe Âef<š mes osKelee nw~ {es}e-
cee™ keâer }eskeâieeLee ceW helveer Deewj Øesefcekeâe kesâ yeerÛe ceW
petPelee Øesceer Deheves keâle&yÙeeW keâe efvekee&nve keâjlee nw~
keânves keâe leelheÙe& Ùen nw efkeâ Øesce Deewj efkeÙeesie Deeefokeâe}
mes Ûe}e Dee jne nw~ veeÙekeâ keâe Deefvlece meceÙe ceW
veeefÙekeâe mes efce}vee Fmeme yeeo keâe Åeeslekeâ nw efkeâ
nceejer YeejleerÙe hejcheje ceW ØelÙeskeâ megneefieve m$eer Ûeenleer
nw efkeâ peye ken ce=lÙeg nes lees Gmekeâe ße=Bieej Gmekeâe heefle
keâjs~ Fme }eskeâieeLee ceW {es}e keâes Deheves kebMe ke=efæ keâer
efÛevlee KeeÙes pee jner nw~ Ùener ne} cee™ keâe nw efkeâ
Ùeefo ken meceÙe jnles Deheves heefle kesâ ÙeneB veneR ieÙeer lees
Gmekesâ heefjkeej keâe keäÙee nesiee? YeejleerÙe hejcheje ceW
heefle-helveer kesâ Deehemeer megKe-og:Ke peerkeve keâer DeeOeejefMe}e
nesleer nw~ }eskeâieeLeeDeeW ceW Fmekeâe efkeefOekele efÛe$eCe
efce}lee nw~

‘Deeune’ yegvos}KeC[ ceW Deepe Yeer Iej-Iej hej
Deeune keâer }eskeâieeLee keâes meekeve kesâ cenerves ceW ieeÙeve
efkeâÙee peelee nw~ Deeune-Go} oes YeeF& Les oesveeW Deheveer
keerjlee kesâ ef}S efkeKÙeele Les~ oesveeW Ùegæ keâjles ngS
keerjieefle keâes Øeehle ngS Les~ Deeun KeC[ ceW cegKÙeleŠ
yeekeve }[eF&ÙeeW keâe efpe›eâ Deelee nw-pewmes ceÌ[ewie{ keâer
}Ì[eF&, vewveeie{ keâer }Ì[eF&, efmejmee keâer }Ì[eF&, ieebpej
keâer }Ì[eF& FlÙeeefo FlÙeeefo~ Ùen }eskeâieeLee efkeâmeer Yeer
kÙeefòeâ ceW keerjlee keâe yeesOe keâjeleer nw~ Úesšer DeeÙeg ceW
Deeun-Go} keâe keâefjÙee mes Deheves yeehe keâe yeo}e
}svee Deewj efheâj cenesyes keâer Deeve-yeeve keâes yeveeÙes jKeves
kesâ ef}S Deeun-Go} keâes Ùeeo efkeâÙee peelee nQ~ Skeâ
peveßegefle nw efkeâ Deeune keâer ce=lÙeg j#ee yebOeve kesâ efove
ngF& Leer, Fmeef}S yegvos}KeC[ ceW jKee yebOeve kesâ Deie}s
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efove keâpebef}Ùee ceveeF& peeleer nw~ efpemeceW yenveW veeiehebÛeceer
kesâ efove peye iegefÌ[Ùee }skeâj ieeBke kesâ yeenj Keef}neve ceW
[e}ves peeleer nQ lees keeheme Deeles meceÙe KesleeW mes efceóer
}skeâj Deeleer nw Deewj GmeceW iesntb yees osleer nQ~ Ùener iesntb
j#ee yebOeve lekeâ ye[s nes peeles nw~ efpemekeâes yenves Deheves
YeeFÙeeW keâes Keesšleer nQ Deewj yeeo ceW efkeâmeer veoer, venjs
ceW GvnW Deefhe&le keâj osleer nQ~ keâne peelee nw efkeâ peye
Deeune veneR jns lees Gvekeâer Ùeeo ceW yenves Ùes keâpebef}Ùee
ceeveleer nQ~ peye yenves Deheves YeeFÙeeW keâes keâpebef}Ùee
Keesšleer nw lees keânleer nQ-

yee{es yee{eW js keâpebef}Ùee js

ye{s ceesjs YeFÙee keâer GefceefjÙee nes

YeeF& jns, YeleerpeeW jns

jns megneieerve YeewpeFÙeeB js~

yee{es yee{eW js keâpesef}Ùee ...............

Yeele KekeeGke vesie ceeBies Yevebpee

osefKe keâer veFnj keâer hekeleer

meerPees ceve peg[eÙe Úeleer

keâepe keâjs heefn}e hengBÛeW ceesjs YeFÙee js

yee{es yee{eW js keâpesef}Ùee ...............

jÛÙeeW keâepe. cees[e-cees[er

}w DeeefnÙees efÛekeâš YeFÙee

veefnb meemeg ceejwÙe leevee nefmenwÙe veveefoÙee

yee{es yee{eW js keâpesef}Ùee.........~’’8

Deeune-Go} kesâ keerjlee kesâ ieerle ieeBkekeeefmeÙeeW kesâ
keâb"nej nes peeles nw~ efpemekeâes kes meceÙe hej Deheves
megefkeOeevegmeej iegveievee keâj Deheves ßece keâe heefjneme
keâjles nw-

‘‘yeeje yejme }ew kegâkegâj peerÙes, Deewj meesje }eQ
efpeÙes efmeÙeej~

yejme De"ejen #e$eer peerÙes Deeies peerÙeW keâes efOekeäkeâej~~’’9

peye Ùegæ nesves }iee lees Gme Ùegæ keâer ieefle keâes
osKeles yevelee nw~ keerj Ùeesæe ogMceve mesvee hej Fme
Øekeâej mes štš heÌ[s nw pewmes lecees}er heeve keâlejlee nw
efkeâmeeve Kesleer keâešlee nw, mejewlee megheejer keâešlee nw,
Gmeer Øekeâej Deeune-Go} ves Ùegæ ceW Me$egDeeW keâes keâeš
efoÙee~ Ùen Ùegæ oghenj lekeâ Ûe}lee jne~ veoer keâe
heeveer }e} nes ieeÙee, Deble ceW efkepeÙe ngF& Deewj efheLeewje
mes ceesÛee& nše ef}Ùee ieÙee~ Deeune-Go} keâer le}keej
kewmeer ner Ûecekeâleer nw Ùegæ pewmes yeeo}eW kesâ yeerÛe efyepe}er-

‘‘heeve lecees}er pewmes keâlejW, pesmes Kesleer }gves efkeâmeeve,
megDee megheejer pewmes keâlejW, lÙeeW o} keâeš keâjes KeefjÙeeve

S"s henj Yej Ûe}er }Ì[eF&, veefoÙeeB yener jkeâle keâer Oeej
oskeer Meejoe oeefnves ngF& ieF&, cegÛee& njes efheLewje keâej

heeveer }e} osKe veefoÙeekesâ, leye TBÛes ÛeÌ{ osKeve }eie
efiepeg}er Ûecekesâ pÙeeW yeeo} ceW lewmeer jve Ûecekesâ

le}keej~’’10

Yeespehegjer }eskeâieeLeeDeeW ceW vewkeâe yebpeeje keâer }eskeâieeLee
yengle Øeefmeæ nw~ }eskeâieeLee keâe efle}biee yeeÚe (yew})
DeoYetle nw~ ken veeefÙekeâe hegâ}mesjer keâes Deheveer yenve
mecePelee nw~ ken Deheveer yenve keâes meYeer DekemejeW hej
efvejeMe veneR nesves oslee nQ~ ØeeÙe: jesšer-jespeieej keâes
Øeehle keâjves kesâ ef}S }eieeW keâes Deheves Iej mes yeenj
peevee neslee nw~ ken Gvekeâer efkekeMelee nw~ keäÙeesefkeâ heefjkeej
keâe YejCe-hees<eCe keâjves kesâ ef}S kegâÚ ve kegâÚ lees keâjvee
ner nesiee~ Gmeer efme}efme}s ceW Skeâ yevepeeje yeenj peelee
nw~ Deewj Deheves kÙeeheej keâes efškeâeves kesâ ef}S Deeme-
he[esme kesâ }esieeW mes mecheke&â keâjlee nw~

}esefjkeâeFve }eskeâieeLee ceW }esefjkeâ Skeâ meeceevÙe
mee veieeefjkeâ neslee nw ken ve lees keâesF& jepee nw Deewj ve
ner keâesF& meeceble nw~ ken Skeâ meeceevÙe kÙeefòeâ keâer Yeebefle
Dehevee peerkeve Ùeeheve keâjlee nw~ ken Skeâ ieeÙe Ûejeves
kee}er keâe heg$e nw~ ken Deheveer keâefceÙeeW kesâ meeLe Dehevee
peerkeve-Ùeeheve keâjlee nw~ }esefjkeâeFve }eskeâieeLee keâer
Skeâ Keeme efkeMes<elee nw efkeâ ÙeneB kesâke} heg™<e ner veneR
MeewÙe&keeve nQ yeefukeâ efm$eÙeeB Yeer MewÙe&keeve nw~ }esefjkeâeFve
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kesâ DeefOekeâebMe m$eer hee$e he{erÌ-ef}Kes lees veneR nw efkeâvleg
}eskeâ kÙekenej ceW hejebiele nw~ }eskeâevegYeke mes mecheVe nQ~
}esefjkeâeFve keâer veeefÙekeâe ceebpeefj }esefjkeâ keâer leg}vee ceW
DeefOekeâ Ûelegj Deewj Deewj heje›eâceer nw~ Fme Øekeâej osKe
peeÙes lees Fme }eskeâieeLeeceW m$eer-heg™<e kesâ meceeve iegCe
OeceeW kesâ meeLe-meeLe Øesce keâer keemleefkekeâlee hej Yeer ye}
efoÙee ieÙee nw~ }eskeâ ceW Øesce keâe DeLe& cee$e menÛej veneR
nw Deefheleg DeeefKejer meceÙe lekeâ mecyebOeeW keâe efvekee&nve
keâjvee neslee nw~ }esefjkeâ keânlee nw-

‘‘megveyes le megve ye ceecee keân} js nceej,
Oejke ceW OeieefÌ[ve (Ûeceeefjve) ceelee }syet pees yeg}eÙe~

ncejs Oejcekee S ceelee peBFns nes vemeeÙe,
Iej kesâ yenjkes OeieefÌ[ve kesâ jKeng efye}ceeÙe~’’11

efve<keâ<e& kesâ leewj hej nce keân mekeâles nw~ efkeâ
ØelÙeskeâ Yee<ee ceW }eskeâ ieeLeeDeeW keâe efkeheg} YeC[ej
neslee nw~ pees efkeefkeOe ™heeW ceW efce}leer nw~ keâneR-keâneR
hej ieeF& Deewj megveeF& oesveeW peeleer nw~ meÛÛes DeLee&s ceW
YeejleerÙe }eskeâieeLeeSB }eskeâ mebmke=âefle keâer mebkeenkeâ nesleer
nQ~ YeejleerÙe mebmke=âefle keâe efvecee&Ce }eskeâieeLeeDeeW kesâ
ieejs mes neslee nw efpemeceW hejcheje ™heer F&š nceW Deheves
hetke&peeW keâer [snjer mes efce}eleer nw~ }eskeâieeLeeSB nceejs
peerkeve keâes Devoj lekeâ De¥eefole keâjleer nQ Deewj nceW
peerkeve oMe&ve keâe %eeve keâjeleer nQ leLee nceW meod ceeie&
hej Ûe}ves keâer ØesjCee Yeer osleer nQ~ }eskeâieeLeeSB nceejer
efpepeerefke<ee keâes heg<š keâjleer nQ Deewj nceejs peerkeve ceW
ØekeâeMehegbpe keâer YeeBefle Øeppekeef}le neskeâj nceeje ceeie&
ØeMemle keâjleer nQ~ }eskeâieeLeeDeeW ceW heg™<e kesâ heje›eâce
kesâ meeLe-meeLe m$eer kesâ heje›eâce keâe Yeer Deebkeâve efkeâÙee
ieÙee nw~ oef}le, efheÚ[eW keâer Yetefcekeâe Yeer DeefvekeeÙe&leŠ
efveefnle keâer ieÙeer nw~ efkeâmeer Yeer }eskeâieeLee ceW Gmekesâ
meeceeefpekeâ heefjkesMe Deewj leelkeâeef}keâ heefjmLeefleÙeeB yengle

ceeÙeves jKeleer nw~ keäÙeeWefkeâ ken }eskeâieeLee keâer hejcheje
Deewj mebmke=âefle keâes ØeoefMe&le keâjleer nw~ }eskeâieeLeeDeeW ceW
osMe keâe keemleefkekeâ Fefleneme Deewj meeceeefpekeâ, veweflekeâ
DeeoMe& efveefnle neslee nw~
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Abstract :

The Rabhas are the prominent tribe in Assam. The Rabha tribe belongs to the
Indo-Tibetan group. They are found in three states of India namely, Assam, West Bengal
and Meghalaya. From the district of Nagaon in Assam this tribe their territory extended
to Cachar, Sylhet in Assam and further South to Tripura. Rabhas are among the nine
plain tribes and fourteen hill tribes of Assam. The Rabhas have similarities with other
members of Bodo group such as Garos, Kachari, Mech, Koch, Hajong and others.
The Rabha community have a rich and multi-faceted and culture of their own. The
Rabhas have a healthy and traditional cooking system. The village economy is based
on agriculture. In ancient time, the Rabhas bought nothing further than salt. Salt was
not widely used among them. Moreover, in the past, they did not use mustard oil. No
food fried in oil was included in their cooking system and foods are mostly boiled and
roasted. The food habits of the Rabha tribe enrich the food culture of the entire North-
East.

Key words :

Rabhas, Indo-Tibetan group, Traditional cooking system, Food habit, North-East

Introduction:

The Rabhas are the prominent tribe
in Assam. The Rabha tribe belongs to the
Indo-Tibetan group. They are found in
three states of India namely, Assam, West
Bengal and Meghalaya. From the district
of Nagaon in Assam this tribe their
territory extended to Cachar, Sylhet in
Assam and further South to Tripura. Rabhas
are among the nine plain tribes and
fourteen hill tribes of Assam. The Rabhas

have similarities with other members of
Bodo group such as Garos, Kachari, Mech,
Koch, Hajong and others. The Rabha
community have a rich and multi-faceted
and culture of their own. The Rabhas have
a healthy and traditional cooking system.
The village economy is based on agricul-
ture. In ancient time, the Rabhas bought
nothing further than salt. Salt was not
widely used among them. Moreover, in the
past, they did not use mustard oil. No food
fried in oil was included in their cooking
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system and foods are mostly boiled and
roasted. The food habits of the Rabha tribe
enrich the food culture of the entire North-
East.

The Food Habit of the Rabha Tribe in

Assam :

The Rabhas are the primordial
cultivators. They depends on cultivation
for their foods No mustard oil and salt was
used in their foods. ‘Khaar’ (a traditional
Alkaline) was the main ingredient in their
dishes. To make ‘khaar’(alkaline) they
burnt bamboo trees, Hamilton’s bamboo,
in the sun or sesame-mustard-black lentil’s
garbage. They placed the whole ‘khaar’
in a alkaline shaker, mixed it with a little
water, and collected the ‘khaar’ (alkaline)
for the curry dish. They were mixed with
rice flour and kneaded in a curry with
‘khaar’ (alkaline) and such dish is called
‘Bamchikali’or ‘Pithali’. Some dishes are
made with rice flour alone without
‘khaar’(alkaline). This is how they cook
sour dishes in a particular way. In some
dishes which are cooked with rice flour
they included oil fried meat. ‘Pithali’ is
prepared in different ways among the
Rabhas. Some dishes very edible which
are cooked with black lentil’s ‘pithali’,
chicken, pork or snail shells or dried fish.
Black lentil’s ‘pithali’ was considered to
be offered as tarpan for the dead. ‘Jim
tengga pithali’ cooked with large raw fish
is another edible dish. On the other hand,
dishes are cooked with ‘Lai Xak’ (mustard
green) or ‘Ban lai pithali’ with small fish
are excellent dish.

 If there is too much of fish or meat,
they put it in plain water with salt to make
half-cooked to eat next day. This half-
cooked system is called ‘Rasikai’. Again

the method of frying meat fat dry without
adding oil is called ‘Jaoraikai’. The method
of cooking Sindal in water with salt and
chilly is called ‘Aaotaikai’. On the other
hand they used to cook ‘Kangkarangchi’
in water with salt, chilly, khaar (alkaline),
peepal, papaya flower, ‘bahak’(one kind
of food ingredients found in Assam),
‘titaphul or titapat’(bitter flower or bitter
leaf, one kind food name which is found
in Assam). ‘Kharaji’ is a special sauce
made of pig’s blood, veins and dough and
mixed with rice flour and fried in oil.

‘Labrabaji’s is a dish which is made
by mixing various vegetables. Among the
Rabhas non vegetarian dishes are called
‘Mi Gin Kukai’ and vegetarian dishes are
called ‘Mi Mishi or Mayakantang’. Some
cooking methods are prepared and used
for specific purposes. In ‘Gohali Deor Puja’
(an ethnic ritual) a dish is served which is
made by bananas - without adding oil-
turmeric. Similarly one more dish is cooked
without adding oil, turmeric, salt etc. for
the worship for death people. The deceased
is usually offered rice, boiled eggs,
‘matimahor pithali’ (special food made by
black lentil). They cooked ‘dorone’, ‘tita
mora’ or ‘khukutar kharali’ (spinach found
in Assam) for treating colds and coughs.

The Rabhas use more or less all kinds
of leaves, fruits, potatoes like edible root,
mushrooms, forest oil stems, bamboo
carrots, elephant apple, ‘tita vekuri’ (one
kind of bitter plant), ‘tatwa tita’ (kind of
bitter plant), titamorar kuhipat’ (kind of
bitter plant), death tangled leaf and sheed,
forest mustard leaf and mustard green’s
leaf, tamarind, banana stem etc. They chop
these leaves in different ways. There are
also various rules for chopping fish and
meat. In case of very small fish, remove
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the stomach or not in groups, remove the
ears and flowers of striped dwarf catfish,
remove the skin of barbed fish like olive
barb etc., sew the seed bark of fish like
ocellated puffer fish-gangetic mudeel, and
cut the neck and mouth cover of snails,
cut the neck and remove the mouth cover,
anal cover of crabs, claw cut in half,
remove the feathers of the ‘nimkuri water
bird’ and chop it. Instead of sewing the
skin of the chicken, the feathers are
plucked or soaked in hot water or burnt,
the veins are removed from the lower
stomach and cut off. Then cuts the meat
into pieces. The liver, spleen, mouth, bum,
wings etc. are all cut out. In case of pigs,
the skin is burnt and cleaned, the stomach
is cut, the liver, spleen, etc. are removed
and then the foretail is tail cut separately.
When this meat is served at the public
feast, the necessary pieces of meat are set
aside in advance. Among the Rabhas
cooking methods apart from making curry
these include are important cooking rice,
boiling it, steaming it, frying it, shelling
it, putting it in leaves, putting it in a pot,
cooking it in ashes, baking it in banana
leaves etc. are different types of making
curry. The Rabha people like to have
‘poita bhat’ (cooked rice soaked and
fermented in water) in summer and soft
liquid rice in winter. Cooked foods include
wood potatoes, forest potatoes, potatoes,
sweet potatoes, edible roots, jackfruit’s
seed, corn, eggs, monitor lizard’s eggs,
turtle’s eggs, raw banana etc. They are
eaten mashed with salt and rice. They also
cook foxtail millet, rice flour etc. in
packages tied in banana leaves. The cakes
cooked in this way are called ‘bamrokai’
or ‘bamtuplla’. They heat water in a lower
pot, place perforated clay pot on top and

steam the trellis with rice flour and this is
called ‘pongna rukai’.

Fried foods include fried rice ‘guta
korai’, fried lentil, fried sesame, maize or
‘bazra akhoi’(it’s a kind of puffed rice)
fried. They are used to make ‘khandoh’
from brown rice and ‘chira’ (poha) from
paddy. Fish, meat etc. are fried in oil as
well as in the shell. This is called ‘khondati
jaokai’. There is also a tradition of frying
jackfruit’s seeds, pumpkin’s seeds,
tamarind’s seeds etc. In cooked food
include fish in leaves and various types
of cakes.

Usually the Rabhas chop, wash and
wrap some small fish in banana leaves and
star leaves with salt, turmeric, onion,
spices and pressed by a heavy object inside
a hot shell. The fish inside is cooked by
stringing it up and down a few times. It is
then served with mashed rice. The Rabhas
also eat ocellated puffer fish, flying barb,
gangetic mudeel, ‘amoroli top’, fish’ eggs,
spleen of goat-chicken.

All food items from ‘chunga rice’ to
sacrificial offerings can be prepared by the
custom of cooking in the ‘chunga’. They
are usually filled with sacrificial meat, rice
flour mixed with fern etc. and strongly
covered with sweet leaves on a ‘chunga’
and cooked on a fire. Keep the bamboo
stick away from time to time to prevent it
from burning. The cooked ‘phochak
chunga’ is cut out and offering to the Gods
and Goddesses.

The use of burning is the most common
in Rabha folk life. The Rabhas have a
traditional custom of cooking raw fish and
meat roasting in large snail shell, which
can be peeled and mashed with salt and
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chilli. They also have an ancient taste of
roasting dried fish, meat, grasshopper,
cricket, chilli etc. over a fire. They even
roast crabs, fish, brinjal, chicken’s leg,
goat’s leg etc.

 There is also uniqueness among the
Rabhas in serving of food. The Rabhas
eat three meals of rice in the morning,
noon and night. There is a rule of giving
and arranging it in a plate for each member
of the family and distributing it carefully
among the present people. In case of
absence people, the food is kept on ‘aataal’
(part of house) and covered with ‘done’
(type of plate). In preparing of food,
although food is prepared by main chief
but in the time of serving everyone helps
her. The Rabhas also have a special
method of arranging rice on their plates.
Usually, the left half of the plate is filled
with rice and then main curry is poured
into the empty part on the right. The
conjunction of the two is opened with rice
and placed in a mashed potato. Drinking
water is carefully served separately in a
‘lota’ (kind of drinking pot). ‘Marbhat’ (kind
of rice) is usually served hot on banana
leaves. Instead of that, it is customary to
eat burning dried fish and meat. During
the public feast the women prepared rice
take in the one hand and the curry in the
other hand and distributed it on ‘dona’ and
banana leaves. It is customary to people
sit in the special seats according to their
ages and beliefs and offering ‘agorah bhat’
(one clutched rice in quantities) in the
name of Gods before eating. It is compul-
sory to distribute wine in clay tubular pots
at banquets. There is no custom among
the rabhas of fasting on full moon or new
moon. But for special reasons, they fast
for one or two meals of rice.

Usually of the house or village it is
customary to fast for a meal of rice in the
noon until the performing funeral ceremo-
nies of adult. People who participate in
special prayers should fast, especially until
the worshiper offers the prayer sacrifice.
Some of the priests eat only rice and water
cooked by own a week in advance. They
don’t like to eat with other people’s hands.
The Rabhas like to eat spicy, bitter-sour.
However only certain dishes are balanced
with certain fish or meat. Pork is eaten
with ‘bahgaj’ or ‘jim tenga’ (kind of food
ingredients), snails and chicken with black
lentil, crabs and raw and some small fish
with sour vegetables, dry fish with bitter
vegetables like ‘khukuta’ (found in Assam),
mushroom or ‘kochuloti tenga’ (found in
Assam). Instead of lemon juice, they also
like to eat black lentil’s cake and ripe
tamarind seeds mashes. They do not eat
raw vegetables such as salads or any
sweets with rice. Instead of that, they eat
wine. After eating rice, they cleanse their
mouth with ‘betelnut-pan leaf’. Some take
pills or ‘hookahs-sillim’.

The Rabhas are pounding their daily
needed rice by daughters and daughter-
in-laws in ‘ural’ (a container usually made
of iron or wood) for one week or fifteen
days. ‘Korai guri’ is prepared from dry fried
rice by grinding. ‘Khandah’ is prepared
by grinding brown rice soaked in water.
The ‘chira’ is prepared by frying the soaked
paddy and crushing it flat. The women
work together to prepare the rice and rice
flour needed for the public feast and the
publicly grinding rice process is called
‘jektina mai chukai’. The rice flour is
grinding on the day of feast. On the other
hand, priest have to grind the rice flour
offered as some of the prayer offerings.
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The rice flour required for the wine cake
should be prepared in a similar manner.

Conclusion :

 The traditional foods of Rabha tribe
in Assam are now moving towards moder-
nity. Because of globalization and fastest
development in the world, it is seen that
various type of foods are available in the
market. Despite of all these, the Rabha
people like their traditional foods and now
a day they are experimenting new with
their foods so that Rabha traditional foods
can compete in the global competition.
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nefjÙeeCekeer }eskeâ-meeefnlÙe kesâ Devegkeeo keâer DeekeMÙekeâlee :
hebef[le }KeceerÛebo kesâ efkeMes<e meboYe& ceW

efØeÙee [e@. efveMee Mecee&
MeesOeeLeer& meneÙekeâ DeeÛeeÙee&
ieg®kegâ} keâeBieÌ[er efkeÕeefkeÅee}Ùe, nefjÉej ieg®kegâ} keâeBieÌ[er efkeÕeefkeÅee}Ùe, nefjÉej

meejebMe :

Fme yeele ceW keâesF& mebMeÙe veneR efkeâ Yeejle keâer Yee<eeF& ke meebmke=âeflekeâ efkeefkeOelee Yeejle keâes efkeÕe kesâ DevÙe osMeeW
mes De}ie yeveeleer nw~ Yeejle yengYee<eer osMe nesves kesâ yeekepeto ceevekeerÙe cetuÙeeW ke mebkesoveeDeeW kesâ mlej hej ienve ™he
mes pegÌ[e ngDee nw~ meeefnlÙe cet}le: ceevekeerÙe mebkesoveeDeeW ke mebmke=âefleÙeeW keâes Deheves Yeerlej menspelee ke mebjef#ele jKelee
nw~ Dele: Fme mlej hej Deekeâj nceW Devegkeeo keâer DeekeMÙekeâlee cenmetme nesleer nw~ leeefkeâ nce otmejer mebmke=âefleÙeeW keâes
mecePe mekesâ Deewj Yee<eeF& efkeefkeOelee kesâ yeekepeto Skeâ otmejs mes Dehevee mebyebOe mLeeefhele keâj mekesâ~ mebmke=âefle ke
ceevekeerÙelee keâer Âef<š mes }eskeâ-meeefnlÙe meyemes DeefOekeâ ØeieeÌ{ ke ßes… vepej Deelee nw~ }esieeW keâes Gvekeâer cet} peÌ[eW
mes peesÌ[ves kesâ ef}S }eskeâ-meeefnlÙe kesâ Devegkeeo keâer DeekeMÙekeâlee DeefOekeâ nw~ Fme }sKe kesâ ceeOÙece mes }eskeâ-
veešŸekeâej hebef[le }KeceerÛebo Éeje jefÛele meeefnlÙe kesâ Devegkeeo keâer DeekeMÙekeâlee ke Deepe kesâ meceÙe ceW Gvekeâer
Øeemebefiekeâlee keâes mecePee pee mekeâlee nw~

ØecegKe Meyo :

}eskeâ, mebmke=âefle, Devegkeeo, }eskeâveešŸe, }eskeâieerle, hejmhej mebyeælee

jkeeRõveeLe šwieesj keâe Skeâ ieevee iegveiegveeles megvekeâj
cegPemes oeoer ves hetÚe ‘Úesjer, Ùees keâesCemee ieeCee ieeve
}eie jner nw, ceQves yeleeÙee efkeâ oeoer Ùes Skeâ yebiee}er
ieevee nw, Skeâ}e Ûe}es js...... Fmekeâe cele}ye nw
peerkeve ceW Dekesâ}e Ûe}vee ÛeeefnS, keâesF& efkeâmeer kesâ meeLe
veneR Deelee~ Fmeef}S efkeâmeer kesâ meeLe keâer Dehes#ee efkeâS
efyevee nceW DeÛÚs keâece keâjles peevee ÛeeefnS~ oeoer ves
keâne efkeâ Ùes yeele lees ceenjs }KeceerÛebo peer Yeer keân ieS
Les efkeâ ceeB-yeehe neskes pevce osve kesâ, veneR keâce& kesâ meeLeer~
cele}ye ceeB-yeehe Deehekeâes pevce os mekeâles nQ }sefkeâve
Deehekesâ keâce& lees Deehekeâes ner keâjves nQ Deewj Gvekeâe heâ}
Yeer legcnW ner Yeesievee nw~ Fleveer osj ceW heÌ[esme kee}er

ÛeeÛeer keâer Deekeepe Deeleer nw pees efyenej mes nQ Deewj
Deheveer yees}er Debefiekeâe ceW keânleer nw yesšer, Dekesâu}s
Ss}ÛÚs Dekesâ}S} pewYe~ Fmekeâe DeLe& nw ceveg<Ùe Dekesâ}e
ner hewoe ngDee nw Deewj Dekesâ}e ner cejsiee; ve keâesF& Gmekesâ
meeLe DeeÙee nw Deewj ve keâesF& Gmekesâ meeLe peeSiee;
keâce&heâ} Gmes Dekesâ}e ner Yeesievee nw~2 kegâÚ osj Deeheme
ceW yeeleW keâjves kesâ yeeo peye ceQ keâcejs ceW DeeF& lees efkeÛeej
DeeÙee efkeâ efkeâme Øekeâej Skeâ ner yeele keâes leerveeW Yee<eeDeeW
ceW De}ie De}ie lejerkesâ kesâ keâne ieÙee nw~ Yeeke keneR nQ
}sefkeâve Yee<ee kesâ mlej hej leerveeW Skeâ otmejs mes efyeukegâ}
efYeVe~ }eskeâ-meeefnlÙe ceW efkeÅeceeve Ùes %eeve peye Devetefole
efkeâÙee ieÙee leye }iee efkeâ Deepe nce efpeve yeeleeW keâes
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Deheveer efkeâleeyeeW Ùee meesMe} ceeref[Ùee mes efmeKe jns nQ kees
meye hen}s mes nceejer }eskeâ-Yee<eeDeeW ceW efkeÅeceeve nw~
Fmeef}S }eskeâ meeefnlÙe keâe mener Devegkeeo keâjvee cenlkehetCe&
nw leeefkeâ cet} YeekeveeSB, mebmke=âefle Deewj Yee<ee keâe mecceeve
efkeâÙee pee mekesâ~

Meyo mebmke=âefleÙeeW keâes peesÌ[ves keâe keâeÙe& keâjles nQ~
Devegkeeo keâjles meceÙe Devegkeeokeâ keâe m$eesle Yee<ee ke
}#Ùe Yee<ee oesveeW Yee<eeDeeW keâer mebmke=âefleÙeeW mes heefjefÛele
nesvee pe™jer nw~ Fmeef}Ùes Devegkeeo ve kesâke} Skeâ Yee<ee
keâes otmejer Yee<ee ceW heefjkeefle&le keâjlee nw yeefukeâ oes
mebmke=âefleÙeeW keâes Deeheme ceW peesÌ[ves keâe keâeÙe& Yeer keâjlee
nw~ Yeejle mejkeâej kesâ kew%eeefvekeâ Skeb lekeâveerkeâer Meyoeke}er
DeeÙeesie ceW Devegkeeo keâeÙe& kesâ efkeMes<e%e kesâ ™he keâeÙe&
keâj Ûegkesâ Øeefmeæ Yee<ee Meem$eer [e@Ê nefjceesnve efmebn ves
Devegkeeo keâes Skeâ Yeeef<ekeâ Øeef›eâÙee keâne nw~ ‘Devegkeeo
mes leelheÙe& nw, efkeâmeer Skeâ Yee<ee ceW pees keâneB ieÙee nw,
Gmes otmejer Yee<ee ceW keânvee~ Ùeeveer, Devegkeeo Skeâ
Yeeef<ekeâ Øeef›eâÙee nw DeLekee Yeeef<ekeâ Øeef›eâÙee keâe heefjCeece
nw, efpemeceW efkeâmeer Skeâ Yee<ee ceW keâer ieF& DeefYekÙeefòeâ keâes
otmejer Yee<ee ceW yeo}e peelee nw~ Ùen DeefYekÙeefòeâ keâe
yeo}vee kemlegle: Yee<eeblej keâjvee nw, DeeLe&vlej keâjvee
veneR nw~’3 Fme heefjYee<ee mes heefj}ef#ele neslee nw efkeâ
Devegkeeo ceW yeele keâe DeLe& veneR yeo}vee ÛeeefnS, heefjkele&ve
efmehe&â Yeeef<ekeâ mebjÛevee kesâ mlej hej Deelee nw ve efkeâ Yeeke
kesâ mlej hej~ Devegkeeo keâe Skeâ DevÙe veece Yee<eeblej
Fmeer DeeOeej hej jKee ieÙee nw~ ‘Yee<ee OkevÙeelcekeâ
ØeleerkeâeW keâer kÙekemLee nw Deewj Devegkeeo nw FvneR ØeleerkeâeW
keâe ØeeflemLeeheve DeLeele& Skeâ Yee<ee kesâ ØeleerkeâeW kesâ mLeeve
hej otmejer Yee<ee kesâ efvekeâšlece (keâLevele: Deewj keâLÙele)
meceleguÙe Deewj menpe ØeleerkeâeW keâe ØeÙeesie~ Fme Øekeâej
Devegkeeo efvekeâšlece meceleguÙe Deewj menpe Øeleerkeâve nw~’4

ÙeneB MeyoeW kesâ ÛeÙeve keâes Devegkeeo Øeef›eâÙee ceW efkeMes<e
cenlke efoÙee ieÙee nw~ keäÙeeWefkeâ Meyo kesâke} keCeeX keâe
mecetn Yej veneR neslee yeefukeâ Deheves meeLe mebmkeâejeW keâer
Skeâ }byeer hejbheje }skeâj Ûe}les nQ~ Fmeef}S Devegkeeo
Øeef›eâÙee kesâ meceÙe Ssmes MeyoeW keâes Ûegvee peelee nw efpememes

m$eesle Yee<ee kesâ YeekeeW kesâ mecØes<eCe ceW keâesF& heefjkele&ve ve
DeeS~ lekeâveerkeâer ke kew%eeefvekeâ Devegkeeo ceW meyemes yeÌ[er
Ûegveewleer heeefjYeeef<ekeâ Meyoeke}er kesâ efvecee&Ce keâer nw~
FbefpeefveÙeeEjie ke cesef[keâ} kesâ #es$e ceW efnvoer ceeOÙece mes
efMe#ee meg}Ye keâjeves kesâ heerÚs pees mebyemes yeÌ[er mecemÙee
nw ken Ùener heeefjYeeef<ekeâ MeyoeW kesâ efvecee&Ce keâer nw~ lees
keneR otmejer Deesj meeefnlÙekeâ Devegkeeo ceW mepe&veelcekeâlee
meyemes cenlkehetCe& he#e nw~ Deewj }eskeâ meeefnlÙe kesâ #es$e
ceW kesâke} mepe&veelcekeâlee ner veneR yeefukeâ Gme }eskeâ
Yee<ee kesâ meboYeeX ke DeefYeØeeÙeeW keâes mecePevee Yeer Glevee
ner pe™jer nw~ Devegkeeo Yee<ee kesâ Meyo-Yeb[ej keâes Yeer
yeÌ{elee nw Deewj Yee<ee keâes meMeòeâ yeveelee nw~

nefjÙeeCekeer }eskeâ meeefnlÙe kesâ efkeMes<e%e kesâ leewj hej
peeves peeves kee}s [e@ peÙeYeiekeeve ieesÙe} ves }eskeâ
meeefnlÙe keâes heefjYeeef<ele keâjles ngS keâne nw ‘}eskeâ
meeefnlÙe ceW peerkeve keâer meÛÛeeFÙeeW, DeemLeeDeeW, DevegYekeeW
Deewj efkeÕeemeeW Deeefo keâer efveMÛe}, Gvcegòeâ Skeb mkeÛÚbo
DeefYekÙeefòeâ nesleer nw~ GmeceW veefoÙeeW keâe GÅeece kesie,
efvePe&jeW keâer ÛebÛe}lee, ceOegceeme keâer ceeokeâlee, ÛeeBoveer
keâer efmveiOelee, DeeceÇcebpejer keâer cenkeâ, keâesÙe} keâer keât,
heheerns keâer hegkeâej, efceóer keâer meeQOeer KegMeyet Skeb ieg}eye
keâer megiebOe meceeF& nesleer nw~ GmeceW Oecee} Deewj }tj keâer
}Ùe, cebpeerj Deewj [ÌHeâ keâer leeve megveeF& heÌ[leer nw~’5

nefjÙeeCekeer }eskeâmeeefnlÙe keâe cenlke Gmekeâer meebmke=âeflekeâ
efkejemele keâes peerkeble jKeves ceW nw~ Ùen meeefnlÙe mLeeveerÙe
}esieeW kesâ peerkeve, meceepe Deewj Ssefleneefmekeâ heefjØes#Ùe
keâes DeefÉleerÙe ™he mes Øekeâš keâjlee nw~ Devegkeeo kesâ
ceeOÙece mes Fmes DevÙe Yee<eeDeeW Deewj mecegoeÙeeW kesâ meeLe
meePee efkeâÙee pee mekeâlee nw, efpememes meebmke=âeflekeâ efkeefveÙece
ke Yee<ee kesâ meMeefòeâkeâjCe keâes Yeer yeÌ{ekee efce}lee nw~
nefjÙeeCekeer }eskeâmeeefnlÙe kesâ Devegkeeo ceW keâF& ÛegveewefleÙeeB
Yeer nQ, meyemes hen}s Yee<eeF& DeefYekÙeefòeâ keâer Ûegveewleer nw,
keäÙeeWefkeâ }eskeâmeeefnlÙe ceW mLeeveerÙe Yee<ee keâe kÙeehekeâ
GheÙeesie neslee nw efpemes mener {bie mes Devegkeeo keâjvee
cegefMkeâ} neslee nw~ cet} meeefnlÙe keâer YeekeveeDeeW Deewj
ieeLee kesâ ™he keâes mecePevee neslee nw leeefkeâ Gmes mener
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{bie mes Devetefole efkeâÙee pee mekesâ~ mLeeveerÙe heefjØes#Ùe keâer
mener mecePe keâe nesvee Yeer Devegkeeokeâ kesâ ef}S yengle
pe™jer nw~

oeoer ves efpeve hebef[le }KeceerÛebo keâer yeele keâer kes
nefjÙeeCekeer }eskeâ-meeefnlÙe keâer Skeâ Ssmeer MeefKmeÙele nw
efpevneWves nefjÙeeCekeer }eskeâ-meeefnlÙe keâes Skeâ efkeMes<e
ceesÌ[ efoÙee~ ‘meebie’ pees nefjÙeeCekeer }eskeâ meeefnlÙe keâer
Skeâ efkeOee nw efpemeceW veeškeâ, mebieerle ke ve=lÙe leerveeW keâe
meceekesMe neslee nw~ meebieeW kesâ keâLeevekeâeW ceW }eskeâ®efÛe kesâ
Devegkeât} ™efÌ{ÙeeW keâe ØeÛegj ØeÙeesie efkeâÙee peelee nw~
mebYekele: efkeâmeer Yeer meebie keâe keâLeevekeâ Ssmee veneR neslee,
efpemeceW efkeâmeer ve efkeâmeer }eskeâ ®efÌ{ keâe meceekesMe ve
ngDee nes~6 Deepe meebieeW keâe pees mke™he ke Øeemebefiekeâlee
yeveer ngF& nw Ùen FvneR kesâ keâejCe nw~ Fvekeâe pevce
nefjÙeeCee kesâ ieeBke peešer, efpe}e meesveerhele ceW ngDee Lee~
}ieYeie 43 ke<e& keâer DeeÙeg ceW Fvekeâe efveOeve nes ieÙee
Lee, }sefkeâve Deheves Úesšs mes peerkevekeâe} ceW FvneWves
Deheves ngvej mes Flevee ÙeMe Øeehle keâj ef}Ùee efkeâ Deepe
Yeer nefjÙeeCee ceW Gvekeâe veece meYeer keâes Ùeeo nQ Deewj
Gvekeâer keâner yeeleW ÙeneB kesâ IejeW ceW Deemeeveer mes megveer pee
mekeâleer nQ~ Skeâ }eskeâ meeefnlÙekeâej keâer Fmemes yeÌ[er
Øeefmeefæ Deewj keäÙee nes mekeâleer nQ? FvneWves }esieeW keâes
Deheves meebiees Éeje meyemes DeefOekeâ ceesefnle efkeâÙee~ hen}s
hen} FvneWves ceveesjbpeve keâer Âef<š mes meebieeW keâe ieeÙeve
Meg™ efkeâÙee Lee, }sefkeâve peye FvnW Snmeeme ngDee efkeâ
Fvekesâ Éeje ieeS peeves kee}s Skeâ-Skeâ Meyo keâe pevelee
hej Flevee ienje Demej heÌ[lee nw lees FvneWves Deheves
meebiees ke YepeveeW Éeje meeceeefpekeâ megOeej keâer efoMee ceW
cenlkehetCe& keâeÙe& efkeâÙee~ meceepe keâes Skeâ veF& efoMee
Øeoeve keâer~ }esieeW keâes veweflekeâ-Deveweflekeâ keâeÙeeX kesâ yeejs
ceW mecePeeÙee Deewj nefjÙeeCekeer mebmke=âefle keâes Yeer Skeâ
Deekeepe Øeoeve keâer~ ‘keâYeer-keâYeer keâ}e kesâ Fefleneme ceW
kegâÚ Skeâ Ssmes Ûecelkeâeefjkeâ kÙeefòeâlke GYejles nQ, pees
mkeÙeb ner Fefleneme yeve peeles nQ~ nefjÙeeCekeer }eskeâ-
veešŸe kesâ Fefleneme ceW Yeer Skeâ Ssmeer Iešvee Iešer peye
meesveerhele efpe}s keâe Skeâ DeveheÌ{ ikee}e ØekeâeMe-efyecye

yevekeâj DeeÙee Deewj nefjÙeeCekeer }eskeâveešŸe kesâ mechetCe&
efMeuhe-efkeOeeve keâes Deheves Øekeen ceW yene }s ieÙee~ ken
Lee nefjÙeeCee keâe meke&ßes… }eskeâ- veešŸekeâej hebef[le
}KeceerÛebo~’7 Skeâ DevÙe meeefnlÙekeâej ves hebef[le
}KeceerÛebo keâer ØeefleYee hej ØekeâeMe [e}les ngS keâne nw
efkeâ ‘hebef[le }KeceerÛebo peer ves Fme #es$e ceW Skeâ efoMee
oer~ GvneWves meebie keâes pees DeYeer heewjeefCekeâ Skeb Oeeefce&keâ
DeeKÙeeveeW hej DeeOeeefjle Leer, Skeâ Gvcegòeâ #es$e ceW }e
KeÌ[e efkeâÙee~ peerkeve kesâ meeLe Gvekeâe mebyebOe mLeeefhele
keâj efoÙee~ Øesce Deewj Ùeewkeve pees «eeceerCe peerkeve keâer oes
efkeYetefleÙeeB nQ, Gvekeâe DeÛÚe mebÙeesie meebie ceW osKeves keâes
efce}e nw~’8

}eskeâ meeefnlÙe keâe Devegkeeo keâjvee Deveskeâ keâejCeeW
mes cenlkehetCe& nw~ hen}s lees Ùen meeefnlÙekeâ ™he mes
cenlkehetCe& nw keäÙeeWefkeâ FmeceW meceepe keâer YeekeveeDeeW,
efkeÛeejeW Deewj Fefleneme keâe meceLe&ve neslee nw~ Fmekesâ
ceeOÙece mes }esie Deheveer mebmke=âefle kesâ Øeefle mecePe Deewj
mecceeve kÙeòeâ keâjles nQ~ otmeje, meeefnlÙe keâer Skeâlee
Deewj efkeefkeOelee keâes efkeÕe kesâ meeLe meePee keâjves ceW ceoo
keâjlee nw~ Ùen efkeefYeVe Yee<eeDeeW Deewj mecegoeÙeeW kesâ yeerÛe
meebmke=âeflekeâ efkeefveÙece keâes yeÌ{ekee oslee nw~ Skeâ mLeeve
hej DeÛÚs keâce& Deewj ieew meskee keâer ceefncee keâe iegCeieeve
keâjles ngS kes keânles nQ efkeâ

ieew yeÇeÿeCe meeOeg keâer meskee DeefleefLe šn} yepeeCes mes~
leerve pevce kesâ heehe keâšWies F&Õej kesâ iegCe ieeCes mew~~
Deeheme kesâ ceQ j}efce} kesâ legce Oece& keâce& ceÙee&o keâjes~
mecegõ kesâmeer Pee} Yet}ieÙes heâsj Oece& keâes Ùeeo keâjes~
ieew yeeÿeCe meeOeg meskee ceQ ve keâÌ[s keeo efkekeeo keâjes~~9

Deepe kesâ meceÙe ceW peye ÛeejeW Deesj DeOece& yeÌ{
jne nw Deewj }esieeW kesâ ceve ceW Fleveer DeMeeefvle heâw}er ngF&
nw leye Fme yeele keâer pe™jle Deewj pÙeeoe cenmetme nesleer
nw~ ceveg<Ùe keâes Deeheme ceW efce}peg} keâj KegMe jnvee
ÛeeefnS Deewj Oeeefce&keâ keâeÙe& keâjves ÛeeefnS~ Skeâ otmejs
keâer Øeieefle keâes osKe keâj F&<Ùee& veneR keâjveer ÛeeefnS~
ieeÙe efpemes meveeleve Oece& ceW meyemes Thej keâe mLeeve
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efoÙee ieÙee nw Gmekeâer meskee keâjveer ÛeeefnS~ ieeÙe,
yeÇeÿeCe ke meeOeg keâer meskee ceW keâYeer Yeer heerÚs veneR nšvee
ÛeeefnS~ Skeâ DevÙe mLeeve hej }KeceerÛebo Skeâ Yepeve
kesâ Éeje }esieeW keâes ceelee-efhelee keâer meskee keâjves kesâ ef}S
keânles nQ~ Deepe kesâ meceÙe ceW peye ke=æe DeeßeceeW ceW
ke=æeW keâer mebKÙee yeÌ{ jner nQ leye }esieeW keâes Ùen
mecePevee pe™jer nes peelee nQ efkeâ ceelee efhelee keâer meskee
mes yeÌ{keâj keâesF& Yeer hegCÙe veneR nw Deewj Gvekesâ ÛejCeeW ceW
ner mkeie& nw~ ceveg<Ùe keâes Ùe%e, oeve, nkeve, lehe Deeefo
ÛeerÌpes pe™j keâjveer ÛeeefnS~ Fmemes peerkeve ceW megKe ke
Meebefle yeveer jnleer nw~

keâce& Oece& Deewj jepeveerefle keâe keâeÙe& cevegpeer ves efvejCeDee
Ùe%e oeve nkeve lehe Yepeve ›ele keâe "erkeâ mebkeâuhe keâjCee
ieew iebiee ieeÙe$eer ÜoÙe ßeæe Øeefle megcejCebDee
ceelee efhelee DeefleefLe keâer meskee efvele Øeefle ÜoÙeOejCee~10

Ùes meye yeeleW pevemeeOeejCe keâes peeveveer yengle pe™jer
nw~ }sefkeâve kesâke} Yee<ee kesâ meerefcele %eeve kesâ keâejCe
Fmes meYeer veneR peeve mekeâles nQ~ Fmeef}S Devegkeeo keâer
DeekeMÙekeâlee cenmetme nesleer nw~ leeefkeâ }esie Fme Øekeâej
keâer ÛeerpeeW mes Yeer Dekeiele nes mekesâ~ GheÙe&gòeâ jeieveer kesâ
DebMe keâe DeLe& nw efkeâ Deepekeâ} kesâ meYeer efjMles efmehe&â
veece kesâ jn ieÙes nQ~ }esie cegnB hej DeÛÚe yeveles nQ Deewj
efheâj meceÙe Deeves hej efkeÕeemeIeele keâjles nQ~ Meg®Deele ceW
Deheves oes<e Úghee }sles nQ Deewj DeÛÚs yeveves keâe efoKeekee
keâjles nQ~ }KeceerÛebo Ssmes }esieeW mes meekeOeeve nesves kesâ
ef}S keânles nQ, pees efveheš keâhešer nw Deewj oesmleer pewmes
heefke$e efjMles keâes veneR mecePeles~ efmehe&â oesmleer mes heâeÙeoe
G"eves keâer leekeâ ceW jnles nQ~

}sCeDee Skeâ vee osCes oes efo}oej yevew neb[W mew~
ceve ceQ Iegb[er jns heehe keâer Ùeej yevew neb[s mew~
veF&-veF& Ùeejer }eies hÙeejer oes<e heeÚ}s {keâ }s~
cele}ye Keelej Ùeej yeves heâsj LeesÌ[s efove ceW efÚkeâ }s~11

Ssmee veneR nw efkeâ DevÙe Yee<eeDeeW ceW Ùen yeele ve
keâneR ieF& nes }sefkeâve efpeme Yeeke ke leer#eCelee kesâ meeLe
ÙeneB Ùes yeele keâneR ieF& nw kees De}ie ner nw~ nefjÙeeCekeer
Yee<ee kesâ peevekeâej Fme Yeeke keâes Skeâ #eCe ceW mecePe

peeSbies }sefkeâve DevÙe Yeeef<eÙeeW kesâ ef}S Ùen LeesÌ[e
cegefMkeâ} nesiee~ ÙeneB Devegkeeokeâ keâer Yetefcekeâe cenlkehetCe&
nes peeleer nw~ otmejer Yee<ee ceW Ssmes ner MeyoeW keâes {tb{
keâj }evee pees Fvekesâ meceleguÙe nes Devegkeeokeâ kesâ ef}S
pe™jer nes peelee nw kejvee ken Deheves }#Ùe keâer Øeeefhle ceW
Demeheâ} nes peeSiee Deewj hee"keâeW ke megveves kee}eW lekeâ
Dehevee mebosMe mecØes<eCe veneR keâj heeSiee~ osMe kesâ
efvecee&Ce ceW peeeflekeeo ke meebØeoeefÙekeâlee ®keâekeš yeves
ngS nQ~ Fve hej Øenej keâjles ngS }KeceerÛebo peer ves keâce&
keâes yeÌ[e yeleeÙee nw~ Gvekeâe ceevevee Lee efkeâ ceveg<Ùe Éeje
efkeâS ieS keâceeX kesâ DeeOeej hej ner Gmekeâe cetuÙeebkeâve
keâjvee ÛeeefnS~

GÛÛe veerÛe keâceeX mes nesles ÙeeW kesoeW ves heâjceeS~
pevce peele keâe peesj Ûe}s vee keâce& ner yeÌ[s yeleeS~~

yeeuceerefkeâ ves keâjÙee keâce& Yeer} keâe Fmeef}S
Yeer} kegâneieÙee~

efMe#ee }eefie mehle $e+ef<eÙeeW keâer keâjCe lehemÙee
}eieÙee~12

Thej osKes ieS GæjCeeW mes nce keân mekeâles nQ efkeâ
Ùes yeeleW Deepe kesâ meceÙe ceW Yeer Gleveer ner Øeemebefiekeâ nw
efpeleveer hen}s Leer~ Fme Yeeweflekeâleekeeoer Ùegie ceW ÛeejeW
Deesj hewmes ke Yeeweflekeâ megKe-meeOeveeW keâer DebOeer oewÌ[ nQ,
}sefkeâve DeefOekeâebMe }esie megkeâtve ke Meebefle mes kebefÚle nQ~
peerkeblelee ke Meebefle kesâ ef}S ceveg<Ùe Deheves Deblece&ve keâer
Deesj PeeBkeâlee nw Deewj }eskeâmeeefnlÙe keâer Deesj osKelee nw~
pees peerkeblelee ke KegMeer nceW }eskeâ keâLee, }eskeâ Yepeve,
}eskeâ ieerle megvekeâj efce}leer nw ken Gmeer ØeYeeke kesâ meeLe
efkeâmeer DevÙe meeefnlÙe ceW nceW cenmetme veneR nes mekeâleer~
Fmekesâ meeLe-meeLe Deepe meesMe} ceeref[Ùee kesâ ØeYeeke mes
Yeer keâesF& veneR yeÛee nw Ssmes meceÙe ceW Yeer Ùen DeekeMÙekeâ
nes peelee nw efkeâ nce Skeâ otmejs keâer mebmke=âefleÙeeW mes
heefjefÛele nes~ mebmke=âefleÙeeb Skeâ mecegoeÙe keâes otmejs mecegoeÙe
mes peesÌ[ves ceW meyemes DeefOekeâ keâejieej meeefyele nesleer nw,
Deewj }eskeâ-meeefnlÙe kesâ Devegkeeo Éeje mebmke=âefleÙeeW keâe
Deeoeve-Øeoeve menpelee ke megiecelee kesâ meeLe efkeâÙee pee
mekeâlee nw~ }eskeâ-meeefnlÙe keâe Devegkeeo Ghe}yOe ve
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nesves kesâ keâejCe Fmekeâe #es$e yengle meerefcele nes ieÙee nw~
Dekke} lees }eskeâ-Yee<ee ceW ef}efKele ™he ceW keâce ner
meeefnlÙe Ghe}yOe nes heelee nw~ Gmekesâ yeeo Gmekeâe
Devegkeeo menpe ™he mes MeeÙeo ner Ghe}yOe nes heelee
nw~ Fme mecemÙee keâe meceeOeeve Devegkeeo kesâ #es$e ceW
DeÛÚe keâeÙe& keâjkesâ efkeâÙee pee mekeâlee nQ~ YeekeveeDeeW
keâes Gmeer ™he ceW hee"keâeW lekeâ hengBÛeevee meeefnlÙe kesâ
Devegkeeo keâer meyemes yeÌ[er Ûegveewleer nQ, }eskeâ-meeefnlÙe ceW
lees Ùen Ûegveewleer Deewj DeefOekeâ yeÌ{ peeleer nw keäÙeeWefkeâ ÙeneB
YeekeveeDeeW kesâ meeLe-meeLe mebmke=âefleÙeeW keâe Yeer cet} ™he
ceW mebj#eCe keâjvee DeefvekeeÙe& nw~ }eskeâ-meeefnledÙe kesâ
Devegkeeo nsleg Skeâ Ssmes Devegkeeokeâ keâer DeekeMÙekeâlee nw
efpemes m$eesle ke }#Ùe oesveeW Yee<eeDeeW keâe Ye}er-Yeebefle
%eeve nes~ pees oesveeW Yee<eeDeeW keâer meYÙelee ke mebmke=âefle mes
mkeÙeb heefjefÛele nes~ leYeer ken Deheves }#Ùe keâes Øeehle keâj
mekeâlee nw keäÙeeWefkeâ Devegkeeo YeekeveeDeeW keâes mecePeves ke
mecePeeves ceW Skeâ cenlkehetCe& Yetefcekeâe Deoe keâjlee nw~
Ùeefo m$eesle Yee<ee keâer YeekeveeSB Deheves Gmeer mke™he ceW
Devetefole Yee<ee kesâ hee"keâeW lekeâ veneR hengBÛe heeleer lees ken
Skeâ Demeheâ} Devegkeeo keân}eSiee~

efve<keâ<e& :

}KeceerÛebo kesâ meeefnlÙe kesâ efkeefYeVe DeeÙeeceeW Deewj
Deepe kesâ meceÙe ceW Gvekeâer Øeemebefiekeâlee keâes osKe keâj
nce keân mekeâles nQ efkeâ Gvekesâ meeefnlÙe keâes efmehe&â Skeâ
#es$e efkeMes<e kesâ kegâÚ ner }esieeW lekeâ meerefcele veneR jnvee
ÛeeefnS yeefukeâ Devegkeeo Øeef›eâÙee Éeje meYeer }esieeW keâes
Gvekesâ meeefnlÙe mes heefjefÛele nesvee ÛeeefnS~ efmehe&â nefjÙeeCekeer
ner veneR ØelÙeskeâ }eskeâ Yee<ee kesâ meeefnlÙe kesâ Devegkeeo
keâer DeekeMÙekeâlee Deepe kesâ meceÙe keâer ceebie nw~ Deepe
keâer heerÌ{er Yeewieesef}keâjCe Deewj kewÕeerkeâjCe kesâ Fme Ùegie ceW
Kego keâes Deheveer peÌ[eW mes keâše ngDee cenmetme keâjleer nw

Fmeef}S Devegkeeo Éeje }eskeâ meeefnlÙe kesâ mebj#eCe kesâ
meeLe-meeLe meYeer }esieeW lekeâ Fmes hengbÛeeÙee pee mekeâlee
nw~ Fmemes DevÙe }eskeâ Yee<eeDeeW kesâ meeefnlÙe keâes Yeer
Devetefole keâjves kesâ ef}S ØesjCee efce}sieer~ Deheveer Yee<eeDeeW
keâe mecceeve keâjvee efkeâmeer Yeer je<š^ kesâ meebmke=âeflekeâ
cetuÙeeW keâer peerkeblelee kesâ ef}S yengle DeekeMÙekeâ nw~
Devegkeeo Éeje nce Deheveer Yee<eeDeeW keâe mecceeve ke
Gmekeâer hengBÛe keâes yeÌ{e mekeâles nQ~
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Abstract :

Bengali Bāul folk culture, with its unique blend of mysticism, spirituality and
musical tradition, offers profound insights into the human condition and the nature of
existence. This paper explores the philosophical dimensions of the Bâul tradition,
focusing on its syncretic worldview that transcends religious boundaries and
emphasizes the unity of all beings. The Bāuls, often referred to as wandering minstrels,
use their music and poetry to express deep philosophical inquiries into the nature of
the self, the soul and the divine. Through an analysis of Bāul songs, rituals and
practices, this study delves into their critiques of societal norms, their concepts of
love and devotion, and their approach to achieving spiritual liberation. The Bāuls’
emphasis on experiential knowledge over doctrinal teachings challenges conventional
religious and philosophical frameworks, offering an alternative perspective on the
pursuit of truth and enlightenment. This exploration not only highlights the rich cultural
heritage of the Bāuls but also contributes to broader discussions in comparative
philosophy and the study of mystical traditions.

Keywords :

Bāul Philosophy, Folk Culture, Bengal, Spiritualism, Mysticism

Introduction :

The word Bāul, derived either from
Sanskrit vyakula, ‘confused’, or vatula,
‘mad’, is found in Bengali texts dating
back to the fifteenth century, where it
generally has its literal meaning ‘mad’
(Hindi baur). The Bāuls have presumably
been so named because they do indeed
seem mad in their extreme unconven-
tionality. They reject commonly accepted
beliefs and practices such as the caste

system and worship in mosques or temples.
To the Bāuls, however, ‘mad’ does not have
a pejorative connotation; rather it has the
positive sense of ‘mad’ with love for God.
In fact, ‘pagol’ and ‘khepa’ are two Bengali
words for ‘mad’ that Bāuls often proudly
affix to their names. A few researchers often
compare their madness to the madness of
Sufi called Diwana. Therefore, it can be
said the ‘Sufi diwana’ is integrated within
Bāul ‘khyapamo’ (madness) which is well
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reflected in the following lines by Shah
Abdul Karim, a Bāul legend:

Pagol Abdul Karimgaai, bhulite
parina amar mone jarei chay

Hai go kulnasha piriter neshai kul o
maan geche Deewana banaise

Ki jadu koriya bonde maya lagaise.

The meaning of the dhoha is :

What can mad Abdul Karim do, can’t
forget that even if want to I lost my sanity
to love. My dignity too Made me want to
have her Using magic spells she made me
want to love her. Moreover, to trace the
etymological source of Bāul it might be
pointed out that Bāul culture has expanded
with threading various religious inter-
connections and assimilations through the
ages since its inception.

Bāul an Intertwined Culture in Bengal:

Bāuls are a heterogeneous group of
folks that constitute a nomadic culture and
a musical tradition in which transcenden-
talism is the core of their practice. Bāuls
are a large part of our culture; however,
their culture is aesthetically far beyond our
known culture. Bâul culture or Bâulism,
a macro folk culture within a part of micro-
culture negates the system of a society or
culture; hence it could be termed as
‘oppositional culture’1. However, this
oppositional culture has a large influence
on the heritage of Bengal and Bâul music
has an applauded mark in the history of
world music. A musical tradition found
primarily in West Bengal and Bangladesh
in which aspirants celebrate the material
body as a divine gateway of realization.

The Bāuls have been playing the role
of social reformers as they spread the
message of unity and humanity. Their

philosophy and thoughts are not bound
only in Bengal or India it has stretched its
domain worldwide. Their expansion and
constitutional highness ensure democracy,
gender equality and humanism; they are
equal in the matter of caste and class
distinction and racism. Understanding
their humanitarian values and contribution
to society, UNESCO recognized the Bâul
tradition as “Masterpieces of the Oral and
Intangible Heritage of Humanity in
2005”.2

The tradition, despite its century-old
roots, remains very much alive today,
although there have been considerable
changes in the Bāul image as constructed
by modern society3. Many of the more
traditional or ādi members of the Lālan-
panthī sect or sampradāy in Bangladesh
make their dwellings not in typical homes
but in ākhrā or hermitage dwellings
scattered throughout the country. These
ūrst-order devotees, or Bāul Fakirs (men)
and Fakirānīs (women), typically do not
work but devote themselves fully to memo-
rizing and performing songs, engaging in
ritualized prayer or meditation and practi-
cing forms of Hamhayoga (especially
prānāyāma). Most senior Bāuls, however,
emphasize that the relationship between
self-sovereignty (svādhīnatā) and the
teacher path (guru-pada) needs to be
negotiated by the individual, and often
recognize that not everyone is at a stage
of life that is conducive to the Bāul
lifestyle (jīban-dhārā) or path of initiation
(bhek or khilāphat).

When considering the Bâul tradition
as present in modern-day West Bengal and
Bangladesh, one is struck by the general
lack of emphasis on traditional scriptures.
Oral recitation of orthodox scripture among



157
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

the Bāuls appears to have been replaced
by oral (and most often aural) recitation
of Bāul songs, often regarded as sacred
utterances through ecstatic song. It is
“mainly through these songs that they give
literary expression to their beliefs and
practices; only rarely do they compose any
treatises”4. Nevertheless, there is a parallel
written tradition since Bāul songs are often
also recorded in carefully preserved
notebooks or diaries. Indeed, notebooks
of Lālan Fakir’s songs are thought to be
‘‘the earliest manuscript evidence of Bâul
songs that have been discovered”5.

Through both oral and written mediums,
Bāul songs thus challenge the listener to
examine “the arising of language” that
creates distinctions between different reli-
gious names and symbols. Language is
thought to emerge from individual mental
states of being, attitude or presence (bhāb).
The mind is not limited by the formation
of language, as expressed in this verse of
the following Bâul songs-

maner bhāb prakāūite bhācār uday
trijagate man ādite adhar cinte bhācā
bākya nâhi pābe.

As expressed from the attitude of the
mind, language arises in the three worlds.
At the source in uncatchable thought, the
mind is at a loss for words.

The Bāul Philosophy :

Now, Parvathy Bāul, who travels across
the world and spread the message of
humanity with her performance following
the footstep of legend gurus, has become
an iconic figure of Bāul-tradition. To
understand Bāulism or Bāul philosophy,
we need to understand the tattvas (doctrines)
they follow : “The Bāul faith is not a
religion, but a Sadhana – just as much as

Sufism is not a religion but a path of reali-
zing Allah”6. “Whereas they also follow
the way of Sahaja, influenced by Sahajiya
Vaishnavas; Sahaja was conceived as
supreme love which could be realized by
the union of Krishna and Radha who
resided in the corporal form of man and
women”7. Hence, Sadhana as a form of
love sublimation is the innermost part of
Bâul traditional practice. It has three
components- ami (one’s own self), tumi
(you), the supreme divinity and the guru,
the master. The core idea of this tattva lies
in who am I. This practice revolves around
the search of “I”, the inner self. The search
is complete without you, that is self-
realization and the basic element of self-
realization is an experience that we attain
from the universe. Through self-realization
one ultimately reaches to self-attainment;
thus one becomes the guru. The guru, an
important part of their tradition helps the
seeker in every stage to build a relation
between mind and soul. Initially, ami (I)
and moner manush (You) co-exist as
separate entities. Later, the apartness trans-
forms into oneness by the unification of
ami and tumi. Hence, Sadhana nurtures
the way to a harmonious union of the inner
self and Supreme Soul. Sadhana combines
Deha Sadhana tattva and Domo Sadhana
Tattva:

Amar matro dui khan chaka ek khan
gadi,Tar opore teen mohola bari…

I have a car with two wheels, on top
of which I have a three-storied house. The
lines refer to the human body with two
legs and a stomach, chest and head. In our
chest (heart), dwells manush roton (man
of heart). They believe the human body
composed of Pancha-bhuta (air, water,
sky, earth and fire) is the microcosm of
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the universe where the man of heart- the
Supreme soul (Paramattma) resides. They
ponder over their mystic vigor on the Char
Chand (Fours Moons) which is four body
fluids- urine, male semen, menstruation
blood of women and feces to attain divinity.
They also concentrate on the nine doors,
the openings of the body, Pakriti. They
consider women as Pakriti as well as a
control of breathing that is known as
Domo Sadhana. Deha-Sadhana is the
foundation for Domo-Sadhana. Women
are known as ‘Sadhan Sangini’ as without
their indispensable companion the
relationship between the inner self and
universal self is not possible; Bâuls usually
live as couples without any dependent
children.

The Buddhist Shunyavad could be seen
in Bāul songs also e.g. :

“Eke Eke miliye gelo hate kichuee
railo na Guru tomar pathashala te anko
sekha holo na”

The meaning of the dhoha is :

“One merged in one nothing remains
in hand

O’ Guru, I didn’t learn arithmetic in
your school.”

Like this, Shunyavad appears in Bâul
songs. Manus tattva, another significant
doctrine reverberates the philosophy of
humanity. Bāuls are nonconformists; their
satirical yet mystic songs contemplate the
hegemony of society that satirically demo-
nstrates the corruption, vague boundaries
of casteism, religious fundamentalism and
divisions of the society, human follies and
irrational thoughts too. They believe in
universal love. In the lines of Lalon Fakir
it echoes impeccably :

Lalon bole jaat er ki rup Dekhlam na
ei nojore….

Keo mala keo toshbi gole Tai to ki jaat
bhinno bole Jawa kingba ashar kale Jater
chinnho roy kishe…….

“How does religion look?” I’ve never
laid eyes on it.…

Some wear malas [Hindu rosaries]
around their necks, some tasbis [Muslim
rosaries] and so people say They’ve got
different religions. But do you bear the
sign of your religion, when you come or
when you go?”

Conclusion :

However, Bāuls who have
comparatively been in a marginalized
position in our society, they have proven
themselves as a sect of progressive
folklore because they consciously revolt
against their subaltern condition and try
to find a way to convey their hardship for
emancipation in cultural stipulations
through their soulful music. The Bâul
philosophy of life teaches the common
people how to lead a good life. Most of
the people who listen to Bāul songs
regularly, have experienced a change in
their perspective towards life and felt a
change in their mind. Bâul is not just a
Song, it is more than that, and it is
something that the people can co-relate
themselves and feel connected with.
Talking about the Bāul singers, their music
is their life and without music they are
nothing. The Bāuls mostly write about
gender equality, life etc. In the Western
world, Bāuls and their music are highly
recognized because of their idiosyncratic
and iconoclastic views of the universe
whereas India is still at a distance to make
them an icon of the country.



159
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

Reference :

1. Gramsci, Antonio (1971), Selections for
Prison Notebooks. Edited by Q. Hoare and
G. Nowell Smith. London: Lawrence &
Wishart.

2. Bāul songs - intangible heritage - Culture
Sector - UNESCO. (2018). Retrieved from
https://ich.unesco.org/en/RL/Bāul-songs-
00107

3. Urban H (1999) “The politics of madness:
the construction and manipulation of the

‘Bâul’ image in modern Bengal.” Journal
of South Asian Studies, p. 46

4. Salomon C (1995) “The Bāuls.” In: Lopez
D Jr (ed) Religions in India in practice.
Princeton University Press, Princeton, pp
187.

5. Ibid. 189.

6. Dubey, Muchkund, (1997), The Sadhana of
Lalon Fakir, Indian International Centre
Quarterly, p.141

7. Dasgupta, Atis, (1994), The Bāuls and Their
Heretic Tradition, Social Scientist, p.72.



160
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

Cultural Adaptation and Transformation :
The Journey of Manipuri Ras Lila from

Sacred to Secular
Seram Rajeshwaran Singh Dr. Laimayum Subhadra Devi

Ph.D. scholar at Royal School of Languages, Assistant Professor at Dance & Music Department,
The Assam Royal Global University, Guwahati Manipur University, Canchipur

Abstract :

Manipuri dance and music have evolved through the ages in response to shifts in
the social, political, economic, and technological spheres. The paper will explore the
significant cultural and psychological changes in Manipuri arts, with a special
emphasis on Manipuri Rās Līla’s transition from temple to proscenium stages. This
shift featured a cultural clash between modern objectives and traditional commitment,
which sparked discussions about authenticity and commercialization. Manipuri Rās
Līla underwent structural and performance changes, such as shorter runs and the
incorporation of contemporary aspects, in order to make it more accessible to a wider
audience. The spiritual value and core of devotion remained intact despite these
modifications. The study emphasizes the painstaking efforts made to strike a balance
between customs and the requirements of contemporary performance venues,
illustrating the flexibility and tenacity of Manipuri culture. Through an analysis of
historical background and modern practices, the paper will unravel the dynamic
relationship between innovation and cultural heritage preservation, demonstrating
the everlasting significance of Manipuri Rās Līla in both religious and secular domains.

Keywords :

Rās Līla, Temple Performance, Sacred, Proscenium stage, Secular

Objectives :

i. To examine the evolution of Manipuri
dance

ii. To analyze the impact of cultural
shifts

iii. To compare temple and stage
performance

iv. To discuss the challenges and
compromises

Introduction :

The early 20th century witnessed
significant transformations, not just in the
field of dance but also in several spheres
of Manipuri society. This period saw a
surge of changes at various levels-social,
political, economic, and technological that
impacted cultural and artistic domains.
One notable component of the shifting
cultural environment was the modification
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of traditional dancing traditions. Over time,
the social environment has undergone
several changes that have resulted in notable
transformations in the dynamics of perfor-
mance in ritual, music and dance. Through-
out the course of this cultural shift in popular
culture, there has been an ongo-ing cultural
conflict between long-standing traditions
and contemporary expectations, as well as
conflicts and inconsistencies related to
culture and social class. The performative
rituals of music and dance carried out in
temples achieved broader societal
recognition in community existence.

The Rās Līla of Shri Govindaji Temple
had a significant transformation that
enabled it to establish a formal structure
and organisation. Over time, it acquired
the custom of staging performances for
important occasions and it has since evolved
into a more styled proscenium format while
still maintaining the essence of temple
performances. “Local dance forms are
adjusted to the theatre concert stage, with
each dance number set to beautiful and
modern choreography and inserted into a
flowing and well-rehearsed programe.
Since it has become an audience-centric
dance, the use of electronic devices are
prevalent, use of microphones, sound
system, lighting etc.” (Namiki 66). The
changes in performance patterns linked to
new interpretations have been a subject
of ongoing debate.

 During this era in the Meitei social
environment, the cultural framework was
undergoing a transformation as new
elements of inventiveness and adaptability
were being incorporated. “One of the first
presentation of Raas Lila outside of
Manipur was sometimes during the early
1930’s when Maharaja Churachand Singh

of Manipur sent a troupe to Calcutta led
by the great guru Amubi Singh to perform
Ras Leela” (Singh Manipuri 88).

As artists and intellectuals expanded
their horizons beyond the limitations of
temples, they acknowledged the oppor-
tunity to disseminate their art to a broader
audience. The decision to shift temple
performances to proscenium stages was
driven by a double objective.

i. To offer public amusement that could
be enjoyed by a wider range of people.

ii. This transition will symbolise a pur-
poseful endeavour to augment the
comprehension and admiration of
Manipuri dancing among the general
public.

These movements were also shaped
by Western ballad traditions, renowned for
their capacity to engage and captivate
diverse audiences. In the words of R.K.
Singhajit Singh, Guru Amubi Singh had
been ambiguous about creating secular
Rās Līla. He says that “the Guru had a
great deal of difficulty as he refused to
edit his presentation to half an hour instead
of the traditional six hours, which would
have meant a violation of conventional
norms” (Manipuri 88). Eventually, Guru
Amubi Singh was compelled to make
some compromises, leading to one of the
first secular renditions of Râs Lîla.

By 1940, people started making stage
adaptations of Rās Līla and other dances
with edited versions as new compositions
based on the earlier dance. “This journey
brought a fresh perspective and new dance
compositions were created to suit the
changed atmosphere without compromi-
sing the intrinsic character of the style”
(Singh Manipuri 88).



162
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

Variation in Temple and Proscenium

Stage performance :

“It is true that Manipuri dance reached
the proscenium stage rather recently”
(Singh Manipuri 87). The depiction of Rās
Līla that we observe on television or on
stage is the outcome of a long and complex
process, including several stages of careful
testing. The shift necessitated a meticulous
adjustment of the Rās Līla performers to
conform to a forward-facing presentation
style, which differs from the traditional
arrangement of the temple performance.

It is crucial to acknowledge that the
notion of repertory within the temple
setting is all encompassing, involving a
thorough performance of the ritualistic
presentation, including dance, music and
ceremonial nuances. Within the temple
setting, each aspect of the performance is
infused with a profound sense of devotion
(Bhakti). As discussed above, rehearsals
of this tradition are characterised by precise
organisation, as participants diligently
adhere to a methodical approach. They get
advice from Rāsdhāri and other indivi-
duals who possess profound links to both
the performance and the rites of the
temple. The Panchadevata Puja, done by
Brahmin, is a crucial part of this procedure
as it ensures the performance’s auspicious-
ness and alignment with heavenly blessings.
Nevertheless, the practice of rehearsing
influenced by religious beliefs does not
immediately apply to the rehearsals for
theatrical performances.

Throughout the course of the rehear-
sals, a notable metamorphosis occurs on
the last day. Women are symbolically
designated as Gopis, which refers to the
female devotees of Lord Krishna. This
statement signifies a profound change in
their spiritual beliefs. A crucial component

of this metamorphosis entails following a
Niramish diet plan before the performance.
This dietary practice emphasises the dedi-
cation of the participants, fostering a feeling
of purity and concentration. All these
practices are not obligatory in theatrical
performances.

In the temple performance, the Gopis
would engage in a circle dance around the
two idols. Nevertheless, on the proscenium
stage, the dynamics underwent a change.
Performers orient themselves towards the
audience, adopting a curved arrangement
that enables them to showcase their dance
directly to the spectators. This modification
in structure not only addresses the visual
elements of the performance but also
amplifies the audience’s involvement with
the dance.

Significantly, the connection between
the artists and the audience has also deve-
loped. Within the traditional temple setting,
the performers actively participated in acts
of worship and ceremonial displays, while
the audience frequently found themselves
fully absorbed in a shared spiritual encounter.
The audience’s disposition has considerable
importance in the contemporary theatrical
context. Performers evaluate the audience’s
viewpoint with the goal of captivating,
entertaining and evoking emotional reso-
nance.

This included a deliberate reduction
of the episodic performance, compacting
the entire episode into a shorter duration
of around thirty minutes. This modification
was implemented to conform to the chang-
ing standards of society and to meet the
expectations of a modern audience. Never-
theless, the dance gurus of the state have
encountered a significant barrier in success-
fully transitioning into a new creative realm.
This undertaking mirrors the journey of a
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river as it changes its direction: although
its starting point remains important, the
emphasis moves towards adjusting to the
path it creates via its environment. While
the art’s fundamental essence stays uncha-
nged, the Manipuri Rās Līla undergoes a
mutation in response to changing times,
similar to a river.

The Rās Mandap (Pavilion) of Shri
Govindaji temple is designed to accommodate
the elaborate Rās Līla performances, with
twelve pillars providing ample space for
the devotees to see from the four sides.
The seating arrangement includes allocated
seats for Rāsdhari, Sutradhāri, instrumen-
talists and distin-guished dignitaries. The
performers form a circle around the idols.
Crucially, there are no numerical limitations
on the number of participants, which
enhances the inclusiveness of this spiritual
performance. Performers demonstrate
unwavering dedication to their Bhakti
(devotion). This internal link reflects the
temple tradition’s focus on the spiritual
aspect. In contrast, the dimensions of
theatrical performances vary considerably.
Furthermore, the capacity of the audience
for stage performances is restricted owing
to the inherent characteristics of the venue.

Following each episode of the temple
performance, a rite known as Ārti is
conducted by the Brahmins. During stage
performances, this moment occurs
towards the end, where a Gopi symbo-
lically offers the Ārti to the artistes playing
the roles of Radha and Krishna. This
action embodies the fundamental nature
of dedication and respect, maintaining a
connection to the spiritual roots of Rās
Līla.

An important component of the stage
production is the meticulous arrangement
of the setting to closely imitate the Vrinda-

van forest. Hence, it may be stated that
efforts are made to replicate the legendary
ambiance of Vrindavan, even during Rās
dances conducted in locations other than
temples.

With regards to musical instrument,
Pung (percussion instrument), Moibung
(conch), Banshi (flute) and Mandila
(cymbal) continue to be employed as tradi-
tional musical instruments in theatrical
performances. They are played continuously.
The Israj, although considered a crucial
instrument in temple performances, is very
rarely utilised in stage performances because
of the preference of modern choreographers
for the violin, sarod and occasionally the
sitar.

Contrary to theatrical performances,
temple performances do not involve appla-
uding and cheering. Instead, devotees
engage in prayer towards the idol and the
performers, who portray the role of Gopis.

Conclusion :

Essentially, the transition of Manipuri
dancing from temple ceremonies to pros-
cenium stages was not only a relocation
but rather a cultural adjustment to the
evolving era. Reformists had a notable
difficulty redefining the spatial dynamics
in order to create a perceptible separation
between performers and the audience. The
purpose of this geometric rearrangement
was to maintain the essence of Bhakti
(devotion) even in the setting of more public-
oriented displays. Attaining this equilibrium
was a significant accomplishment. Despite
the fact that a small number of skilled
Manipuri artists had started showcasing
their talents on the proscenium stage in
the early 20th century their performances
nonetheless maintained the fundamental
characteristics of temple dances. This
endeavour is a deliberate attempt to
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connect the divide between tradition and
modernity, enabling the audience to
immerse themselves in the cultural legacy
of Manipuri dance within a framework
that aligns with the changing standards of
society. This development, influenced by
the cultural reformation of the early 20th
century, serves as evidence of the art form’s
capacity to adjust and flourish while main-
taining its connection to its origins.

The transition of Manipuri Rās Līla
from its traditional temple setting to the
stage is a skillful adjustment that preserves
its fundamental essence while adapting to
the evolving context in which it is performed.
The changeover exhibits a parallelism
with the always-moving river, which,
despite its capacity to adjust to changing
courses, maintains its core essence. It
gracefully moves across the realms of
tradition and contemporary, maintaining
its lasting importance. 
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Abstract :

As part of the Gaudiya Vaisnavite cult of worshipping Radha and Krishna, Jagoi-
Rās is a religious dance that emphasizes prem bhakti, or devotion. Manipuri Jagoi-
Rās is distinguished by an everlasting sense of devotion because of its strong spiritual
and religious influence. It is not a particularly impressive theatrical production. This
is Manipuri Vaishnavism’s spiritual centre. Beyond being merely aesthetic components,
the dance movements and costumes of Jagoi-Rās hold great symbolic meaning,
embodying the essence of Bhakti-Rasa’s spiritual consciousness. A dedicated mind’s
in-depth reflections are communicated through the dance movements, and the
exquisitely designed costumes capture the spirit of devotion. With unwavering devotion
and selfless intention, Jagoi-Rās is an internalised spiritual practice. It’s an experience
rather than just a show.

Key words :

Bhakti Rasa, Spiritual, ritual, gesture, costume.

Introduction :

Manipuri Jagoi-Rās popularly known
as Rās dance, or Rās-Līlā, is being treated
as one of the eight classical dances of
India; unlike other classical dances of the
country, Jagoi-Rās, is the spiritual core of
Manipuri Vaisnavism. Jagoi-Rās has been
well known throughout the world as a
living religious tradition. What Manipuri
Jagoi-Rās distinguishes from the other
classical dances of India is that it is not a
mere form of performing art on the larger
planes of culture and aesthetics. In Bengal,
the birthplace of Vaisnavism where the

theoretical foundations were originally
laid, it is noteworthy that Caitanya’s
Vaisnavism, often referred to as Gaudīya
Dharma, did not fully evolve into a defini-
tive performative religious expression
characterized by a purely aesthetic-devo-
tional sentiment known as Bhakti-Rasa.
This distinctive feature of Jagoi-Rās sets
Manipuri Vaisnavism apart from other
Vaisnavism forms that gained prominence
during the religious, cultural, and philoso-
phical upheavals of the medieval Bhakti
Movements in various regions. The current
investigation delves into the intricate
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nuances of this dance form, highlighting
that part of its spiritual core is intricately
woven into the gestures and costumes of
the performers. It underscores the signifi-
cance of the dancers’ movement and attire,
emphasizing how these elements collectively
contribute to the profound spiritual essence
inherent in the art form.

Jagoi-Rās was constructed only in the
highly innovative spiritual vision of Rajarsi
Bhagyachandra that the initial theory of
Bhakti-Rasa developed for the first time
by Sri Rupa Gosvami in his Bhakti-rasāmrta-
sindhu and Ujjvalanīlamanī collectively
known as Vaisnava rasa śāstra was infused
with Manipur’s indigenous aesthetics,
which are embodied in the long tradition
of Lāi Harāoba and other ethnic art forms
of the state. Nowhere else in the rest of
India has such a form of aesthetically
performative religion as Bhakti-Rasa, just
as it has been developed in Manipur. The
highly ritualized form of this performative
religion which was established in Manipur,
is an aesthetically reconstructed but unpre-
cedented theistic devotional emotional
worship.

The fact that, Rajarshi Bhagyachandra
had commissioned revered royal scholars
to undertake critical research on the issues
and requirements for translating his reima-
gined spiritual vision into a new living
religious tradition that is both expressive
of local cultural, spiritual and aesthetic
practices of the pre-Hinduism society of
Manipur as well as suitably catering to the
needs and demands of the local spiritual
yearnings, and finally after an intense and
rigorous three years investigations into
dance related musical forms and choreo-
graphic systems out of the Lāi Harāoba,
etc. Rajarshi Bhagyachandra was finally

able to churn out an entirely ingenious
aesthetic-devotional theistic religion as an
offshoot of Caitanya’s Vaisnavism. Manipuri
Vaisnavism made a unique and significant
contribution to India’s rich religious and
cultural heritage. Without the extraordinary
spiritual insights gained through the charis-
matic religious figure Caitanya and mystical
experiences, the concept of Bhakti-Rasa
in Bengal might have remained a mere
aesthetic theory, unknown to the world.
The spiritual realization achieved through
Manipuri Vaisnavism shows that such a
profound state is attainable for humanity.
Under the guidance of Rajarshi Bhagya-
chandra, what was initially a theoretical
concept evolved into a tangible perfor-
mance known as Jagoi-Rās, seamlessly
continuing after the Nata-Sankirtana
performance.

Śrīmadbhāgavatam speaks about nine
types of Bhakti. They are Śravanam,
Kīrtanam, Smaranam, Pādasevanam,
ArcanaA, Vandanam, Dāsyanam,
Sākhyanam, and Ātmānivedanam. Śrīmati
Rādhika is the repository of these nine
types of Bhakti. Hence, as the embodiment
of Mahābhāva, Śrīmati Rādhika is
described as Bhāvamayī Rādhā. There-
fore, Śrī Caitanyadeva, who was envisioned
by the Vaisnavas as an embodiment of the
union between Śrī Rādhā and Śrī Krsna,
had worshiped Śrī Krsna in the mood of
Rādhābhāva. It has been the traditional
belief that, the first requisite qualification
to realise Śrī Krsna is to surrender to
Rādhā. Due to this reason, Jagoi-Rās
cannot be offered as a devotional worship
without Nata-sankīrtana because of the
fact that, the Līlā of Rādhā and Krsna is
the manifestation of Gaudāngabhāvī.
Jagoi-Rās is the form of ethnic re-enactment
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of Śrī Gaudānga’s ecstatic submersion in
the mood of Rādhā’s divine love of Krsna
portrayed in the Nama-Sankīrtana. There-
fore, Manipuri Vaishnavism is a form of
religion in which human-divine communion
is facilitated by the ritualised theatrical
enactment of Bhakti-Rasa. 

Spiritual and Ritualistic Practices :

The seriousness of the spiritual intent
of Manipuri Gaudīya Dharma is seen in
the conducting of a relevant ritual relating
to the learning process of performers at
the time of the learning of the performance
of Jagoi-Rās is about to begin. This ritual
prayer is specially carried out to remove
any likely obstacles which might come
across during the acts of learning. One day
before the actual performance of Jagoi-
Rās, an offering of ritual invitation is done
to the concerned divinities about the
performance as a devotional worship by
the traditional expert care taker of such
events called ‘Arāngpham’. The actual
process of the contemplative devotional
worship has already started in these acts
as the mental preparedness of the actual
performers and the ritual organisers. After
the Deities are ritually invited or informed
about the ensuing Jagoi-Rās as an
aesthetico-devotional contemplative
worship, the performers will contemplate
on the main Deities abstain from eating
prohibited foods like fish, etc. till the end
of the act. One of the important ideas of
spiritual importance to be reckoned with
is that, the indigenous gods and goddesses
and the departed souls of the members of
the performers and the persons involved
in organising the devotional worship are
also ritually invited to take part in the said
process of the devotional worship in the
form of the performance of Jagoi-Rās. In
this respect, Guru Akesana Rajkumar says:

In the evening dawn of one day ahead
of the performance, as an act of praying
for blessings, auspiciousness and
protec-tion from any unforeseeable
stumbling blocks and troubles which
may disturb the performance of the
Jagoi-Rās, the family concerned offers
flat rice, puffed rice, raw milk and
liquid jiggery etc. as within their means
till the ritual offering of the devo-tional
worship of Jagoi-Rās  is ended.
Incense, lights, beetle nuts and leaves,
fruits and flowers are offered at the feet
of the Tulasi Plant at the courtyard in
the dead of the night with the mandatory
ritual invitation and prayer to all the
Presiding Deities of the Four Directions
of Quarters and the ancestors to be
present in the Rās-Līlā of Śrī Krsna.
(Rajkumar, 50)

What the above means is that, the
performance of Jagoi-Rās as an act of
ritualised devotional offering in Manipur
is always done along with the ancient pre-
Hinduism religious ritual prayers. The
performers (pātras) of the different divine
characters of the Jagoi-Rās are belonging
the age group of 7-8 years. The reason
behind this is the children in this age group
are innocent, pure and being untouched by
sins and māyā as actors or dancers involved
in the aesthetically ritualised worship of
devotional performance of Jagoi-Rās are
bowed down even by their parents and
elders etc. as the very embodiment of the
true spirits of the original divine personas
as the characters in the transcendental play
of Nītya-Līlā. Thus, they are bowed down
even by the dance teacher and the parents
of the said children God Himself who have
assumed different roles of the divinities
of the original Rās Līlā re-enacted every
now and then when the occasions arise.
Hence, it has been a distinctive religious
tradition of Manipuri Gaudīya dharma
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that, no one would invite any one by saying-
“let’s go to watch Jagoi Rās” (yenglushi),
but rather they would say- “let’s go have
the devotional worship of Jagoi Rās”
(khurummusi). The local Vaisnavas even
contemplate with earnest faith on the very
“ritual theatrical space” where Jagoi Rās
is performed (Rās Mandalī), such as a
courtyard or Māndap in front of a temple
as the actual or original Vrndāvana where
Rādhā-Krsna and the Gopies perform their
Rās-Krda. During the Jagoi Ras performance,
there is a strict ritual prohibition against
anyone entering the Māndap’s arena, which
is used to re-enact the Brajabhūmī.

Spiritual value possesses the transfor-
mative power to influence one’s behavior,
habits, and overall life positively. Its impact
extends to the realms of religion and culture,
holding significant importance. Traditional
dance, beyond captivating with technical
brilliance and aesthetics or narrating compe-
lling stories, serves a conscious purpose-
reviving traditional ethical and moral values.
The theme of Jagoi-Rās, embodied in
meditative dance for religious rituals,
teaches the profound connection between
the living soul and eternal energy (God).
This transformative teaching leads partici-
pants towards a holistic way of living,
embracing the integration of emotions,
intellect, mind, and body in God’s world.
In religious rituals, a crucial component
is the belief that uplifts an individual’s
physical and psychological state. The
journey of self-realization spans multiple
lifetimes, with the individual soul under-
going cycles of births and rebirths until it
attains moksha or liberation, breaking free
from the material plane’s bonds. The rela-
tionship between Jivatma and Paramatma
can be likened to waves briefly attaining

individuality and then merging back into
the sea-an analogy that helps comprehend
their connection.

Gesture of Jagoi-Rās as Spiritual and

Bhakti :

In the Jagoi-Rās, both masculine
(tandava) and feminine (lasya) are
employed. The role of gesture in Jagoi-Rās
is associated with the stated characteristic
conception of Bhakti-Rasa, unlike in other
classical dances of India; there are no
explicit exposures of bodily features of the
dancers. The eyes do not come into direct
contact with the spectators, the teeth are
not exposed, and thus, they have been
constituted in such a way that the ethical
codes of conduct of Caitanya’s Vaishnavism
are strictly integrated in such a way that
even the footsteps do not produce any sound
during the acts of dance. This particular
gesture relating to footsteps has its genesis
in the social etiquette of Manipur, where
the heavy sounds of footsteps are consi-
dered disrespectful. Another possible
explanation is that similar is the situation
in the field of martial art, where the artists
take sufficient care not to produce the ‘thud’
sound during landing from an acrobatic
movement during sword fighting.

What is significant about the above
gestures of Jagoi Rās is that the minimal
and melodious flows of bodily movements,
which play down explicit exposure of
bodily parts and lack of gross movements,
are the appropriate expressions of a deeper
spiritual emotion of divine love as an
offering of one’s psychophysical frames,
including the senses and mind, to the
loving service of the Lord. These gestures,
though toned down from gross expressions,
suggestively communicate the most sacred
and esoteric spiritual truth of the religion
of Caitanya as it was re-imagined and
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reconstructed as a living tradition of
Manipur. There are strict norms, rules,
guidelines, and rituals for the enactment
of this classical dance form. Therefore,
only those well-trained dancers right from
childhood under a competent Guru can
perform Jagoi Rās. The spiritual journey
thus aesthetically performed is a form of
internal or contemplative worship of the
divine in an uninterrupted flow of the
spiritual consciousness towards it, as
evidenced by the subtlety and beauty of
the physical movements, the absence of
gross and acrobatic movements, and the
continuous but melodious flows of every
part of the body together. The Prem Bhakti
of Bhagavata could be seen, felt, and
heard in the form of Jagoi Rās. The
beginning and end of the are enclosed
within the bhakti. As a religious spiritual
performance, Jagoi Rās has many
traditional beliefs, starting from the
rehearsal. The participants should follow
religious ritual restrictions. One of the
philosophical concepts that lies in the
spiritual and ritual practices of the Jagoi-
Rās is that the parents consider their own
children as the divine Radha and Krishna
of Brajabhumi.

Costume of Jagoi Rās as Spiritual and

embodiment of Bhakti :

Costume of Jagoi Rās is generally
known as Potloi in local language.
Rajarshi Bhagyachandra introduced two
types of Potloi. They are Natabarabesh
(costume of Krishna) and Koktumbi Potloi
(for Radha and Gopi). These costumes are
so exquisitely made that they can draw in
spectators and arouse their latent spiritual
feelings, or bhava bhakti. The way, the
dancers’ bodies are arranged to represent
Radha and the Gopis, is that their heads

are covered in a translucent cloth (kok-
khum) that covers their entire face, and
their hair is bound overhead in a manner
similar to that of a yogi. This ensures that
the characters remain in a state of abstract
posture and that their eyes, nose and mouth
are not made visible to the audience. The
chest is fastened by a special cloth called
‘thabak-yet’ so that the breasts are not
predominantly revealed. The heavily
embroidered cylindrical shaped large
girdle hung from the waist called as Kumin
covers the waists, thighs, rear part of the
hip and calf, etc.

 Thus, how the gestures, costumes, etc
have become coordinated in such a way
that there is no explicit exposure of female
body parts proves that the Bhakti Rasa of
Manipuri Vaishnavism is consistent with
the conception of Prema Bhakti as selfless
love of God, and it is never aiming at
seeking one’s pleasure, just as it is in the
case of ‘sukha’. This helps in the evoking
of the disinterested devotional love in the
hearts of the bhaktas.

Conclusion :

Manipuri Jagoi-Rās exposes its
extraordinary significance as a dance style
that embodies a deeply ceremonial and
spiritual nature. Manipuri Jagoi-Rās,
synthesized from a distinctive blend of a
theoretical idea of Bhakti-Rasa expressed
by Rupa Gosvami and the native dance
movement aesthetics of Manipur into a
dynamic and active religious tradition, is
deeply ingrained in Manipuri Vaisnavism,
unlike other classical Indian dances. The
extensive rituals that all contribute to the
performance’s intricate preparation
emphasise the dance’s function as a kind
of devotional worship rather than just
entertainment.
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The gestures used in Jagoi-Rās are
carefully crafted to embody the ideals of
Bhakti-Rasa. The performance is elevated
from a mere physical demonstration to a
profound expression of spiritual devotion
through the dance’s restrained bodily
movements and avoidance of overt physical
displays. In Jagoi-Rās, Costume, or
Potloi, plays an equally important function
in communicating the essence of spiri-
tuality. With their designs that hide physical
characteristics and concentrate on the
depiction of divine forms, the Natabarabesh
and Koktumbi Potloi are made to improve
the divine images. This method upholds
the characters’ holiness and heightens the
audience’s spiritual experience, highligh-
ting the dance’s function as a vehicle for
the adoration of God. Jagoi-Rās is the
embodiment of Bhakti of spiritual
devotion that offers unique insights into

the nature of sacred arts and devotional
worship through its delicate dance move-
ments, ceremonial procedures and well-
crafted costumes. The dance form’s
adherence to the precepts of Prema Bhakti
emphasises its commitment to worshipp-
ing the almighty and selfless devotion.
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efkebOÙe #es$e keâer yeIes}er yees}er mes mebyebefOele efkeefYeVe }eskeâieerle
meewjke kegâceej efceßee ØeesÊ jervee ieghlee
MeesOeeLeer& MeesOe efveo&sefMekeâe
ÛeewOejer ÛejCe efmebn efkeÕeefkeÅee}Ùe, ÛeewOejer ÛejCe efmebn efkeÕeefkeÅee}Ùe,
DeeF& Sve heerpeer keâe@}spe, cesj" (GÊØeÊ) DeeF& Sve heerpeer keâe@}spe, cesj" (GÊØeÊ)

meej meb#eshe :

ceeveke peerkeve kesâ ØeeogYee&ke mes ner mebieerle keâ}e keâe GÆke ngDee nw~ efkeâmeer #es$e efkeMes<e keâer peerkeve mlej keâer
Øeeieeflekeâ DeeOeej keâer ceehe keneb keâer mebmke=âefle Skeb keâ}e kesâ ceeOÙece mes nesleer nw~ }eskeâ mebieerle pevemeeOeejCe keâer
Deeeflcekeâ ceveesoMee keâe peerkeble keCe&ve nw~ meeceevÙe ™he mes osKee peeS lees ceeveke peerkeve mebieerle kesâ efyevee DeOetje
mee Øeleerle neslee nw~ efkebOÙe #es$e keâer }eskeâ mebieerle hejbheje Fme #es$e keâes mece=æ yeveeS ngS nQ~ Ùeneb hej heeefjkeeefjkeâ,
meeceeefpekeâ peerkeve keâe YeekehetCe& DeefYekÙeefòeâ keâe DeeOeej }eskeâ mebieerle nw~ ÙeneB kesâ }eskeâieerleeW ceW Deefveyeæ leLee
efveyeæ oesveeW ner Øekeâej kesâ }eskeâieerle heeS peeles nQ~ Deefveyeæ Mew}er kesâ }eskeâieerle efkekeen, ye®Dee ieerleeW ceW MeyoeW
keâer keâce }Ùe keâer yeÌ{le efce}leer nw pees kegâÚ Meem$eerÙe mebieerle ceW efke}befyele pewmee efce}lee nw~ ÙeneB hej keâF& Øekeâej
keâer efkeOeeDeeW ceW mebmkeâej ieerle, Oeeefce&keâ ieerle, lÙeesnejeW kesâ ieerle, $e+leg ieerle leLee Deeefo Deeles nw~ Fme nsleg }eskeâ
mebieerle mes mebyebefOele }eskeâieerleeW keâe mebkeâ}ve mee#eelkeâej Éeje leLee hegmlekeâeW Éeje keefCe&le nesiee~ Øemlegle MeesOe he$e
ceW #es$e kesâ }eskeâ mebieerle keâe heefjÛeÙeelcekeâ }Ieg efkekejCe ØeyegæpeveeW kesâ mece#e Øemlegle keâjvee nw, efpememes }eskeâ
mebieerle mecegoeÙe efvejblej Øeieefle keâjW~

cegKÙe Meyo :

efkebOÙe #es$e, yeIes}er, }eskeâ mebieerle, }eskeâieerle

YeejleerÙe }eskeâ mebmke=âefle Deheves Deehe ceW DeveesKeer
efkejemele mecesšs ngS nQ~ efpevnW keâefleheÙe ØeÙeemeeW Deewj
DevegmebOeeve mes ØekeâeMe ceW }eÙee pee jne nw~ Deece peve
peerkeve keâer efkeefMe<šlee Deewj kewefÛe$elee nj #es$e ceW osKeves
keâes efce}leer nw Ssmee ner efkeMes<elee yeIes}er }eskeâieerleeW ceW
osKeves keâes efce}lee nw~ ÙeneB hej }eskeâ mebieerle keâe
Meeefyokeâ DeLe& nw peve-mecegoeÙe keâe menpelee mes Øekeâš
efkeâÙee ngDee mebieerle~ [eÊ melÙeWõ kesâ Devegmeej ‘‘}eskeâ
ceveg<Ùe meceepe keâe ken keie& nw pees DeefYepeele mebmkeâej,
Meem$eerÙelee, heebef[lÙe Ûeslevee Deewj heebef[lÙe kesâ Denbkeâej

mes MetvÙe nw Deewj pees Skeâ hejbheje kesâ Øekeen ceW peerefkele
jnlee nw~’’1 }eskeâ kesâ meboYe& ceW [e@keäšj keemegoske MejCe
De«ekee} keânles nQ efkeâ ‘‘}eskeâ nceejs peerkeve keâe cenemecegõ
nw, GmeceW Yetle Yeefke<Ùe kele&ceeve meYeer kegâÚ mebefÛele jnlee
nw~ }eskeâ je<š^ keâe Decej mke™he nw~ }eskeâ ke=âlmeve
%eeve Deewj mebhetCe& DeOÙeÙeve ceW meye Meem$eeW keâe heÙe&kemeeve
nw~ Dekee&Ûeerve ceeveke kesâ ef}S }eskeâ mekee&sÛÛe Øepeeheefle
nw~’’2

efkebOÙe #es$e kesâ }eskeâieerleeW keâer Deheveer DeveesKeer
henÛeeve Deewj ceešer keâer megiebOe ef}S ngS nQ~ efpemeceW
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keâF& lejn kesâ }eskeâieerle efce}les nQ, efpemeceW mebmkeâej kesâ
}eskeâieerle, $e+leg ieerle, Oeeefce&keâ }eskeâieerle leLee Deeefo
}eskeâieerle Deeles nQ~

efkebOÙe #es$e kesâ }eskeâieerleeW keâes mej} Yee<ee ceW leerve
Øekeâej mes efkeYeeefpele efkeâÙee pee mekeâlee nw -

De) mebmkeâej kesâ }eskeâieerle

ye) heke& lÙeewnej $e+leg ØeOeeve }eskeâieerle

me) Oece& ØeOeeve }eskeâieerle

mebmkeâej kesâ }eskeâieerle mebmkeâej efkeâmeer Yeer mebmke=âefle
kesâ ken DeeÙeece nw efpevemes peerkeve ›eâce keâer meeceeefpekeâ
kÙekemLee efveefMÛele nesleer nw~ mkeâbo hegjeCe ceW keâne ieÙee
nw ‘‘pevcevee peeÙeles Metõ: mebmkeâejeefÉpe GÛÙeles’’3 DeLee&le
pevce mes meYeer Metõ (%eeve mes DeveefYe%e) nesles nQ hejbleg
megmebmkeâej GvnW ßes… ceeie& keâer Deesj }s peelee nw~ Fme
Øekeâej efkebOÙe #es$e kesâ kegâÚ cegKÙe mebmkeâej ieerle Fme
Øekeâej mes nQ~

mebmkeâej kesâ }eskeâieerle :

meesnj : Fme }eskeâieerle ceW keâes vekepeele efMeMeg kesâ
pevce kesâ Gu}eme kesâ ™he ceW ieeÙee peelee nw~ efMeMeg
GlheVe nesves kesâ yeeo yejneQ mebmkeâej keâer hejbheje nw, Fme
ieerle ceW efMeMeg kesâ ØeMebmeelcekeâ Meyo yeIes}er yees}er ceW
ieÙee peelee nw~ Fve ieerleeW ceW jece pevce Ùee ke=â<Ce pevce
GlmekeeW kesâ megboj keCe&ve nesles nQ~

meesnj ieerle :

~~}}vee keâer }gšgjer Pee}efjÙee Pee}efjÙee yeÌ[er
megboj Pee}efjÙee yeÌ[er megboj nes

}}vee otjer Kes}ve cele peFÙees vepej }efie
peFnÙe vepej }efie peFnÙe

}}vee keâer yeÌ[er-yeÌ[er DeefKeÙeeb keâpej Ye}
meesnÙe keâpej Ye} meesnÙe

}}vee otjer Kes}ve cele peFÙees vepej }efie
peFnÙe vepej }efie peFnÙe~~4

efkekeen ieerle : mebmkeâej pevce kesâ yeeo otmeje
meyemes cenlkehetCe& mebmkeâej efkekeen mebmkeâej neslee nw~ #es$e
ceW Fme mebmkeâej hej keâF& lejn kesâ jmceeW efjkeepeeW kesâ
}eskeâieerle nQ, efpeveceW kegâÚ }eskeâieerle Fme Øekeâej nQ
efkekeen mebmkeâej kesâ ieerle, Debpegjer ieerle, megneie ieerle,
yeVee yeVeer kesâ ieerle, nuoer les} kesâ ieerle, efkeoeF& kesâ
ieerle leLee MeeefoÙeeW ceW meceOeer he#e keâes hejesmeves kee}er
ceOegj ieejer ieerle~ yeIes}Keb[ kesâ efkekeen ieerle Deefveyeæ
Mew}er ceW ieeS peeles nQ~ Ùen megveves ceW efkeâmeer ceb$ekele
hee" keâer lejn }ieles nQ~ efkekeen ieerle kej Deewj keâvÙee
oesveeW kesâ ef}S De}ie-De}ie ieeÙes peeles nQ~

efkekeen ieerle kej he#e :

~~jece ogÙeejs he}keâer mepele nw }efÚceve mepes yeejele

nceejs yejefleÙee vee peS ceesjs }efÚceve ceefj peFnw
YetefKeÙee efheÙeeme

YegefKeÙee menyes efheÙeeefmeÙee menyes, menyes YegYegjer DeIeece

meerlee Deefme Yeewpeer efkeÙeen Iej }Gyes osefKe
DeGyes pevekeâ ogÙeej~~ 5

efkekeen ieerle keâvÙee he#e :

~~heebÛe ceesnj keâer megheeefjÙee ceieeSve oskeleve
vesGle yees}eSve

heefn}e vesGlee ieÙeepeer iepeeOej otmejs DepeesOÙee kesâ jece

leermeje vesGlee GnÙe peiepeveveer ceesjer peie hetjve nesÙe~~6

megneie ieerle : Ùen }eskeâieerle efkekeen ceW megneie
kesâ ef}S ieÙee peelee nw~ Skeâ lejn keâe DeeMeerkee&o
Øeoeve efkeâÙee peelee nw keâer keOet keâe megneie efmebotj ncesMee
megjef#ele jns~ Fme }eskeâieerle ceW yesšer kesâ ße=bieej keâer
ÛeÛee& Skeb Skeâ efhelee keâe yesšer kesâ ef}S efÛeblee keâer
YeekeekÙeefòeâ nw~

~~Dejs }e}er }e}er [esefjÙee peÌ[s nQ nerje ceesefleÙee
Dejs }hekeâle Deeke js DeesÌ{eke jeveer kesâ meesneieyee

Dejs Gvnkee mes DeeS nQ meemet js heâ}eves jecee
Peheš kesâ Kees}s js kesâkeeÌ[ jeveer kesâ meesneieyee
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Dejs efÛejF& js meesF ieS Dejs Ûegvetiegve js meesF ieS
Dejs meesF ieÙe menjkee kesâ }esie jeveer kesâ meesneieyee

Dejs Skeâ veneR meeskeW Dejs yesšer kesâ heehee Dejs
peskesâ Iej yesšer nw kegâceej jeveer kesâ meesneieyee~~7

Debpegjer }eskeâieerle : mebmkeâej ieerleeW ceW efkeoeF& kesâ
efyevee efkekeen mebmkeâej keâer hetefle& ner veneR nesleer nw peye
#es$e keâer yesšer keâes efkeoe efkeâÙee peelee nw lees Gme he}
efkeoeF& kesâ ieerle ieeS peeles nQ~ Debpegjer Meyo Debpeef} keâe
DeheYeÇbMe nw, efpemeceW efhelee Deheves yesšer keâe neLe kej kesâ
neLe ceW meeQhelee nw~

~~Ûeboe peFmeve ceesj yeefnveer metj peme yenveesF& nes
keâer, Deebieves ceW ceesj yeefnveer Ûeboe peFmeve Ûecekesâ nes

yeepetyebo keâ"erkee nes keejer efvekeâ }eieÙe nes, keâer
neLe hengbÛeer Kes} ÛetÌ[er ÛetefÌ[Ùeeb meesveej nes

keâcej keâjOeve heebke heeÙe} hewpevee Pebkeâej nes keâer,
heebke keâer Debietef"Ùeeb "sef}Ùee nerje ceesleer ocekesâ nes

 keâeve Pegcekeâe ceeLes efyebefoÙee keâ"erkee neskeejer nes
keâer, leerve }jkesâ Ûewve meesns heVee nerje ocekesâ nes~~8

efle}keâ ieerle : efkekeen mebmkeâej ceW efle}keâ Ùee
šerkeâe kesâ meceÙe ieeÙee peeves kee}e megboj }eskeâieerle nw~
Fme }eskeâieerle ceW jepee oMejLe Deewj ØeYeg jece kesâ
efle}keâ ÛeÌ{eves kesâ meceÙe keCe&ve nw~ Gme efkekeen ceW
{es}-veieeÌ[e, MebKe Deewj efmeleej keeÅe Ùeb$eeW keâer ÛeÛee&
keâer pee jner nw~

~~jepee oMejLe kesâ ojyeej pevekeâ jepee efle}keâ
ÛeÌ{eceÙe nes

pevekeâ jepee efle}keâ ÛeÌ{ekes nes pevekeâ megle
efle}keâ ÛeÌ{eceÙe nes

osMe osMe kesâ Yetheefle Deekes oMejLe keâjW peesnej
pevekeâ jepee efle}keâ ÛeÌ{eceÙe nes

{es} veieeÌ[e yepele ogDeejer yeepele MebKe efmeleej
pevekeâ jepee efle}keâ ÛeÌ{eceÙe nes~~9

lÙeewnej Skeb $e+leg kesâ }eskeâieerle :

heâiegÙee }eskeâieerle : #es$e keâe heâeie Glmeke Deheves
Deehe ceW Devet"e nw leLee mecetn keâer hejbheje keâes DeYeer
lekeâ #es$e ceW peerefkele efkeâÙee ngDee nw~ heâeie Glmeke ceW
}esie veiee[e ke {es} }skeâj kesâ mecetn ceW heg®<e o}
yeveekeâj ieerle ieeles nQ~ Fme heâeie ceW Skeâ ie=efnCeer Deheves
meepeve mes vee efce} heeves keâe keâejCe os jner nw~

GF& DeeF& jwve peesOeF&Ùee Deše hej GF& DeeF& jwve peesOeF&Ùee

~~efove kesâ yewjve meeme veveefoÙee jele kesâ yewjve
peesOeF&Ùee Deše hej GF& DeeF& jwve peesOeF&Ùee

Deme leme kesâ efceš ieF& DebpeesefjÙee mepevee hejs
meeskeFÙee Deše hej GF& DeeF& jwve peesOeF&Ùee

Ietceer Ieeefce peye meepeve DeeS }}vee hejer
jeskeFÙee Deše hej GF& DeeF& jwve peesOeF&Ùee

Deme leme kesâ ceQ }}vee meeskeeÙeew nes ieÙe yewjve
efvebefoÙee Deše hej GF& DeeF& jwve peesOeF&Ùee~~10

Yeiele }eskeâieerle : vekejeef$e keâe heke& mebhetCe&
Yeejle ceW yeÌ[s ner n<ee&su}eme mes ceveeÙee peelee nw efkebOÙe
#es$e ceW Yeer vekejeef$e ceW veew efove keâe ›ele Ghekeeme hetpee
jKee peelee nw Deewj #es$e kesâ }esie ceeb kesâ Yeiele ieerle keâes
ieekeâj Petceles nQ~ Fme }eskeâieerle ceW osefkeÙeeW keâe mveeve
keâjves peeves keâe mekee}-peyeeye nw~

~~Keesefjve Keesefjve efheâjÙe Meejoe keâes meKeer
Ûe}yeÙe veneS nes ceeb

S Deheve cenef}Ùee mes yees}er keâeef}keâe nce
meKeer Ûe}yeÙe veneS nes ceeb

Dejs oeSb neLe }gefšÙee yeeSb neLe OeesefleÙee
Meejoe Ûe}er nw veneS nes ceeb

Dejs yeve kesâ yejefleÙee leesmes hetÚer ieefnje Ieeš
yeleeDees nes ceeb

Dejs veefoÙee efkeâveejs keâoefceÙee kesâ efyejkee Deesner
lejs ieefnje Ieeš nes ceeb
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Dejs Gnkes Ieeš keâF& ceeF& kesâ ce{tef}Ùee }e}
Okepee heânjeÙe nes ceeb~~11

keâpejer : $e+leg ØeOeeve ieerleeW ceW efkebOÙe #es$e kesâ
«eecekeemeer meekeve keâe Deevebo keâpejer kesâ }eskeâieerleeW mes
G"eles nQ~ Fme }eskeâieerle ceW meekeve ceW IeveIeesj yeeo}
mes yeeefjMe keâer ÛeÛee& keâer pee jner nw, efpememes ÛeejeW lejheâ
nefjÙee}er Deewj yeebOe lee}eye meYeer heeveer mes Yej ieS nQ~

~~njer jecee ÚeF& Ieše IeveIeesj yeoefjÙee keâejer js njer

njer jecee IegceÌ[ IegceÌ[ kesâ DeeS nQ yeoje Yeejer njer
jecee iejpeer iejpeer keâjs Meesj yeoefjÙee keâejer js njer

njer jecee }hešer Peheš }njeÙe yeeie DeG yeieFÛee
njer jecee Ûe}s nkee PekeâPeesj yeoefjÙee keâejer js njer

njer jecee yejmele nw efove-jele yeoefjÙee jecee njs
jecee metPes meeBPe veneR Yeesj yeoefjÙee keâejer js njer

njer jecee Yejer-Yejer }njÙe yeebOe lee} DeG
le}wÙee njer jecee yees}s ceesjw}e efÛeleÛeesj

yeoefjÙee keâeefj js njer~~12

efnbog}er : $e+leg ieerle kesâ Skeâ otmejs Øekeâej ceW Kesle
ceW «eecekeemeer yejmeele keâe Deevebo meYeer }esie Deeheme ceW
ieebke yepee keâj }sles nQ ~ efpeme Øekeâej keâpejer Skeâ $e+leg
ieerle nw, Gmeer Øekeâej efnbog}er Yeer Skeâ $e+leg ieerle nw
efpemes oerheÛeboer lee} ceW ieeÙee peelee nw~ Fme }eskeâieerle
ves heeveer efiejves hej heefle Deewj helveer keâe ceeÙekesâ peeves keâes
}skeâj ceOegj mebkeeo mekee} pekeeye kesâ ™he ceW nw~

~~yejmee nw heefveÙee efÚefškeâ jner ieeWefo}er Ûe}s nes
peeyew vee mkeeceer Deheves vewnjkee Ûe}s nes peeyew vee

keâF&mes kesâ peeyes Oeve Deheveer veF&njkee yeÌ{er nes
DeeF& vee leesnjer vewnj kesâ heefveÙee yeÌ[er nes DeeF& vee

Ûebove keâe" kesâ veF&Ùee yeveGyes DeesneR nes peeyew
vee mkeeceer Deheves vewnjkee Ûe}s nes peeyew vee

yeÌ{er DeF&nQ veefoÙee [gyegkeâkeâ peeyees OeefveÙee štšer
nes peFnQ vee leesnjs vewnj mes velekee štšer nes peFnW vee

ncejs vewnjkee ceW }ngjer yeefnefveÙee efyeÙeener }ernw
vee nceejer veF&nj mes veelekee peg[er nes peFnW vee

nce le ve Ûeener leesnj }engjer yeefnefveÙee leesnjs mebie
vee nce lees pevece efyeleewyes leesnjs mebie vee~~13

Oece& ØeOeeve oskeer oskelee kesâ }eskeâieerle :

Yees}e ieerle Ùee yeceYeesef}Ùee : Ùen ieerle #es$e
ceW meekeve ceW Yeiekeeve efMeke keâer DeejeOevee kesâ ef}S ieÙee
peelee nw~ FmeceW Ssmeer ØeeLe&vee nw efkeâ Yees}sveeLe Gvekeâer
Keyej }sles jnW~ Ùen Yeer lee} cegòeâ Mew}er keâe }eskeâieerle
nw~

~~Keyej ceesjer }sleÙe jns nes Dejs }sleÙe jns
Yees}sveeLe nes Keyej ceesjer nes

 PeebPeefjÙee mes ieewje efvenejs nes pe$eer vee DeeS
efove }eie nes PeebPeefjÙee mes nes

 hekevemegle Oeerjs-Oeerjs yens nes pe$eer kesâ efveye}
Mejerj nes hekevemegle nes~~14

efve<keâ<e& :

Øemlegle MeesOe he$e mes efkebOÙe #es$e kesâ }eskeâieerleeW keâer
ieeÙeve hejbheje kesâ efke<eÙe ceW peevekeâejer Øeehle ngF& nw~ Fve
}eskeâieerleeW keâes mej} Yee<ee ceW efkeYeeefpele efkeâÙee ieÙee nw,
Deewj Fme efke<eÙe ceW yeleeÙee ieÙee nw~ }eskeâieerle kesâ
ØekeâejeW keâe efkekejCe ke Gvemes pegÌ[er ceevÙeleeDeeW jerefle-
efjkeepe kesâ yeejs ceW yeleeÙee ieÙee nw~ efkebOÙe #es$e kesâ jerefle-
efjkeepe, jmceeW, }eskeâ ceevÙeleeDeeW hej DeeOeeefjle }eskeâieerle
#es$e keâe Skeâ Dence efnmmee nw~ Fve }eskeâieerleeW mes efkebOÙe
#es$e keâer mebmke=âefle keâe helee Ûe}lee nw~ MeesOeeLeer& ves
efkebOÙe #es$e ceW ieeS peeves kee}s yeIes}er yees}er kesâ }eskeâieerle
kesâ kegâÚ cegKÙe Øekeâej Fme MeesOe he$e ceW meefcceef}le efkeâS
nQ, efpemes meeceves }eves keâe ØeÙeeme efkeâÙee ieÙee nw~

meboYe& «evLe metÛeer :

1Ê melÙesvõ, efnboer meeefnlÙe keâes<e, Yeeie-1 he=… 686

2Ê De«ekee}, keemegoske MejCe }eskeâ mebmke=âefle Debkeâ (mecces}ve
heef$ekeâe) he=… 250-51
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3Ê mkeâvo hegjeCe Keb[-18, hegmlekeâ-6 veiej keâeb[ DeOÙeeÙe
239 M}eskeâ 31-34

4Ê efceßee, meefkelee }eskeâieeefÙekeâe kesâ mee#eelkeâej Éeje Øeehle
21/05/2024 12:00 pm

5Ê efceßee, meefkelee }eskeâieeefÙekeâe kesâ mee#eelkeâej Éeje Øeehle
21/05/2024 12:00 pm

6Ê efceßee, meefkelee }eskeâieeefÙekeâe kesâ mee#eelkeâej Éeje Øeehle
21/05/2024 12:00 pm

7Ê https://youtu.be/-GROsKfahUE?si=6X8w

uJ1FDAW69AGC

8Ê https://youtu.be/nN9yXf9ubRk?si=0FZ

5FJ1ATA2fYl9h

9Ê https://youtu.be/_E_ACnSOYP0?si=rHpFL

3cnnQ3wwm7x

10Ê https://youtu.be/4_v363XHfwE?si=hCJb

2FNkXlPU_Dl4

11Ê https://youtu.be/3cWTk0tivaw?si=_oQHT

XYCA14XXcf5

12Ê https://youtu.be/tGmzSKjLP1Y?si=h0Z9

_qh48GiTDu-s

13Ê https://youtu.be/S-qFImYaNuc?si=aZT9sl

5ZY09KPjhJ

14Ê https://youtu.be/SwNLqexNBKM?si=ad9O
smjiF879jdHj
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Musical and Cultural Interplay within
Mundari Folksongs of Chhotanagpur

Rincy Kumari Dr. Pragya Shukla
Research Scholar, Department of English Studies, Assistant Professor, Department of English Studies,
Central University of Jharkhand Central University of Jharkhand

Abstract:

This is a study of the musical and cultural interaction of the Mundas, an adivasi
(tribal, aboriginal) group of east-central India. Over the last three centuries, outsiders,
whom Mundas call diku (alien, exploiter), settled into Mundari lands and gained
dominance over Mundas and other adivasis. Even though the Mundas perceive the
outsiders as nothing more than unwelcome intruders, they have borrowed their music
and dances, categorizing them into communal songs and dance repositories. Mundas
have successfully redefined, restructured, recontextualized and reinterpreted their
cultural tropes to create a unique Mundari cultural expression, a musical buffer zone
between them and the outside. In this study, the Mundari complex of songs and dance
is studied within the framework of the larger context of Mundari culture and the musical
dimensions of Mundari folksongs.

Keywords :

adivasi, Mundari songs, dance-songs, culture, music

Introduction :

Tribal music from India has largely
remained unknown, not only outside of
India but also within the country itself.
Previous studies have primarily focused
on compiling song texts and enumerating
genres, rather than analyzing the musical
sound structures and the cultural histories
associated with these songs. Anthropo-
logists studying India’s tribal peoples have
yet to recognize music and dance perfor-
mances as outward expressions of deeper
cultural processes. This study aims to
synthesize the musical, textual, contextual,
historical, and socio-cultural dimensions
of Mundari folksongs, demonstrating the

importance of music and dance performances
as potent expressions of the cultural identity
of the Mundari tribe of Chhotanagpur. The
Mundas are one of the largest adivasi
(tribal) groups living in the Chhotanagpur
region of northeastern Central India.
Despite both amicable and hostile contact
with other tribes, the Mundas, like other
tribes of Chhotanagpur such as the Santhal
and Oraons, have persistently maintained
their linguistic and cultural integrity. The
Chhotanagpur plateau region has been a
meeting ground for these culturally diverse
communities. Today, they represent three
of India’s language families: the Austro-
asiatic (Mundari and other tribal languages),
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the Dravidian (Kurukh, the language of
the Oraons) and the Indo-Aryan (the
language of the caste communities and the
area’s lingua franca).

Mundari folksongs as repositories of

Munda culture :

Kuppuswamy and Hariharan in their
study have shared that tribal songs and
music evolve through a process of oral
transmission and continue to exist as
tradition. They represent the cumulative
expression of man across ages and are not
the product of a particular period. In itself,
it contains the features of perpetual growth,
variation, selection, and continuity. It
represents the product of a particular
cultural complex and culture evolves as
groups adapt to new circumstances and
influences. The evolution of songs, which
is a significant component of culture, is
evident in a popular Mundari song :

gole kenan duran kenan

landa kenan jagar kenan

songe kolo dunin urao kena

susun karam gegon dhanda kena

I used to whistle, I used to sing

I used to laugh, I used to talk

With friends, I used to chat

All I used to do was dance and dance
Karam (Munda 1981)

Whether traditional or borrowed,
Mundari dance songs and communal
performances are notable for their distinct
style, particularly in terms of rhythm.
While small groups of individuals may
sing these songs while working or sitting
together, their full expression is realized
only when accompanied by a dance in the
akhara (dancing ground). Although the
content of Mundari song repositories has
changed over the centuries, the tradition
of communal dance events or karam, remains

unchanged. Karam is closely related to the
seasons, sacrificial rites, festivals, marriage
patterns, and value systems of the Munda
tribe. Mundari songs are usually very short
and can be memorised easily. They are
often like medieval devotional songs and
they are most often generative-one line
leading to another :

We will build friendship

We will spread love

We will build friendship

We will spread love

Same beat, same song

Same beat, same song

Come, everyone…

We will build friendship

We will spread love

We will build friendship

We will spread love (YouTube)

The function of repetition in songs is
to intensify the message. The movement
in such a process is usually from general
to, from vagueness to clarity. The folk-
songs not only expose the little-known
artistic traditions of the Mundari tribe but
also recreate a sense of communal harmony
within the Mundas. The values of equality
and communal decision-making, characte-
ristic of the Mundari worldview, are sung
and performed through Mundari folksongs
accompanied by a dance in the akhara.
The troupe is equivalent to an “extended
family,” a rubric that applies equally well
to a Mundari village or hamlet. That it still
succeeds in bringing together Mundari
people testifies to the creative force of the
Mundari communal song and dance
performance.

The insistent assertion of Mundari and
adivasi cultural identities and autonomy, in
the face of centuries of oppression by
rulers and landlords within the Nagpuri
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and Pachpargania-speaking communities
of southern Bihar, highlights the role that
music and dance have played in negotia-
ting and expressing Mundari identities. In
these folksongs, the reader often finds
annals of the simple lives led by the primitive
Mundari tribe, their tricks and stratagems,
their periodic excursions into the forests
for food gathering, and celebrations of the
birth of a child, to name a few.

The musical convergence or approxi-
mation between Munda and Sadani (or
Ghasi) musicians led to the slow emergence
of common musical practices, genres and
stylistic traits. Once every year, Mundas
from a dozen or more neighbouring villages
come together to sing and dance at a large
regional fair. In Ranchi district, for instance,
thousands of Mundas gather annually in
January on top of their highest sacred
mountain for a public sacrifice of chickens,
followed by singing and dancing. The
mountaintop is crowded with small make-
shift akharas, each representing a different
village. All the akharas come alive simul-
taneously with independent performances
of songs, dance, and drumming. Thus, the
village dancing unites a clan in communal
activity, thereby uniting all members of the
Munda tribe of a given region. Mundas
display their singing and dancing at annual
multicultural fairs, originally held in honour
of and/or sponsored by rajas and zamindars.

At present, Mundas reserve the monsoon
season for their karam repertory. The songs
sung and performed are largely borrowed
or traditional, but all Mundari song perfor-
mances feature “occasional diaphonic
singing in parallel fourths and fifths, and
when women respond antiphonically to
men in the akhara, they frequently answer
at the fourth or fifth” (Stephen, p. 213).
Further, Mundas consistently “drum, sing

and dance slightly behind the beat”
(Stephen, p. 213). In addition, Mundas
typically “subdivide the beat of their songs
and slower dances into asymmetrical
portions” (Stephen, pp. 213-214). In other
words, all Mundari dance-songs, drum
patterns, and phrases of the song are of
different lengths and often, out of phase
with one another. The songs range from
six to sixteen lines, ideally suited for group
dance. Mundari communal performance
is distinct when it comes to rhythm. Mundari
drums and drumming patterns differ only
in minor details in shape or size from other
drums and drumming patterns of tribes of
the Chhotanagpur region. The instruments
used include the mandar (Mundari
dumang), dholak (Mundari dulki), nagara,
and karah (Mundari rabaga).

Dr. Ram Dayal Munda worked
incessantly to document and enrich the
varied signifiers of Mundari culture. He
shared the technicalities embedded in the
Mundari compositions in an essay :

Each song has a metrical system, a
rhyme scheme, a melodic pattern, and
a rhythmic cycle assigned to it. The
verb phrase in Mundari ends in focus
markers -d- or -n- followed by the
predicator -a-, and since most
sentences end in a verbal phrase the
choice of deviation is limited. (Munda
850)

The close interaction of karam songs
with the monsoon season, the season of
the love-play of Radha and Krishna, is
often associated with the influence of
Vaisnava musicians. A majority of songs
performed during the karam festival can
be traced to Nagpuri and Panchparhania
monsoon folksongs and repertories of the
Chhotanagpur region. The word “karam”
designates much more than simply a
Mundari song-dance repertory. It is also a
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tree, the spirit or deity of that tree, and
includes the rituals dedicated to that spirit.
The deity is typically worshipped in the
month of bhado (August-September) by
Mundas.

Although the Mundari repertory is
named after the spirit, the songs themselves
and their performance are independent of
the festival. This also implies that the rituals
associated with the karam festival are
optional and personal, meaning they are
performed only by those households that
have been bothered in some way by the
karam deity, who would then require the
sacrifice of chickens to be appeased. As
karam songs become popular, they are also
becoming more localized. The mention of
Radha and Krishna as a simple village
couple in some karam song texts shows
how Mundari poets seek to reaffirm Mundari
values of communality and equality while
also establishing a cultural demarcation
between themselves and the dikus. Thus,
karam may be observed as one Mundari
response to the cultural encroachment of
the dikus.

Conclusion :

The changes observed in Mundari
musical interaction over the last two centuries
reflect the sweeping transformations in the
political and cultural status of the diverse
communities of Chhotanagpur. Before the
dikus arrived, the musico-cultural distance
between the Mundas and other tribes was
minimal. They developed common musical
styles, performance contexts and instruments
while maintaining distinctly separate

repertoires. With the Hinduization of the
tribes, musical approximation occurred,
leading to unidirectional borrowing that
resulted in the Mundas’ karam repertoire.
However, this does not imply that the
Mundas have surrendered to this process.
On the contrary, the Mundas have
successfully adopted and reinterpreted the
songs of other castes in a distinctly
Mundari style and performance context.
Therefore, karam reflects the multiple
identities that the Mundas must negotiate
in their effort to preserve the continuity
of their society and culture. In conclusion,
through the performance of karam, the
Mundas demonstrate their ability to assert
their cultural autonomy. Rather than
assimilating into Hindu caste society and
culture, the Mundas continue to redefine
their own cultural identity.
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Abstract :

This paper examines the representation of women’s self-identity in two Assamese
folktales, Chaulpuriya and Maghar Bihu. The folktales feature female characters
who challenge traditional gender roles and seek autonomy, but their journeys are
influenced by societal expectations and patriarchal norms. The analysis reveals that
while the women in these tales demonstrate agency and intelligence, their self-identity
is often tied to their relationships with men and their ability to conform to idealized
feminine roles. The paper argues that these narratives reflect and reinforce gender
biases, highlighting the need for a critical reevaluation of traditional folktales and
their impact on gender representation.
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Introduction :

Assamese folktales often present
traditional feminine-masculine charac-
teristics. There are female characters in
some Assamese folktales who want to
move away from social construction.
However, such female characters are often
denied recognition. The collection of fairy
tales by Troilokyeswari Devi Baruani
(Sadhukatha, 1934) includes Ejani
Rajkanyar Katha, Chaulpuriya, Chari
Chor, and Maghar Bihu, which contain
female characters who try to transcend
socially constructed gender identities and

explore self-identity. However, descriptions
of the results of self-identity search as a
consequence of women’s religious beha-
vior and descriptions of women’s self-
search as a means of satisfying men’s
interests or achieving things reveal gender
bias. This paper analyzes the exploration
and recognition of women’s self-identity
in the Chaulpuriya and Maghar Bihu tale.

Result and Discussion :

The folktale Chaulpuriya tells the
story of an intelligent and enterprising
woman. According to the story, a man had
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five sons and one daughter. One day the
man asked them a question, “Who are you
indebted to for all things- food, shelter,
clothing, and other things that you have
now, and will have in the future?” All the
five sons said they were indebted to him
everything they had now, and everything
they would have in the future. But the
daughter said that now she was indeed
indebted to him but in the future, after she
got married, she would be on her own.
(Devi Baruani 20) The patriarchal father
is dissatisfied with his daughter’s answer
and forces her to marry a man named
Chaulpuriya. He was responsible for
collecting firewood for the royal kitchen.
The girl’s father hates her for wanting to
move away from the traditional notion that
‘women are dependent’ and subordinate
to father, husband and son. His father
thinks that women can never be self-
sufficient. In the story, the daughter does
not protest against her father’s actions, but
the daughter overcomes the perceptions
of her father and society towards women
identifies herself, and expresses her
worthiness and abilities. However, the
concept of ‘ideal bride’ or ‘Lakshmi
woman’ is active in the folktale. Instead
of recognizing women’s competence and
skills, such perceptions interpret success
as a consequence of religious or cultural
behavior.

The wife of Chaulpuriya has saved a
portion of the beans, rice and other things
brought by her husband to eat and has
been able to earn money by selling them.
Later, “With the money she had saved, she
bought bamboo and with the help of a man
she fenced the garden and brought banana
seedlings and betel nut seedlings from
other people’s houses and started planting

them. She grew various vegetables and
started selling them. They eat a portion of
this vegetable themselves and give some
to their neighbors. The neighbors began
to be fascinated by her qualities.” (24) She
has also saved money by weaving and
selling clothes and bought a cow. She has
kept some of the cow’s milk for the family
to eat and sold the rest. With the money
she saved, she gathered everything she
needed for the house. There was also a
change in the body and mind of Chaul-
puriya. “The neighbors say that there must
be a god with this woman, otherwise how
can she improve so much in a year?” (25)

It has been seen that society believes
that a woman’s ability to build a household
through her intelligence and actions is due
to the influence of fate. Such perceptions
reflect the traditional attitudes towards
women. There is no doubt that the
promotion of Chaulpuriya from firewood
collector to officer in charge of the royal
stable is not due to his own merits. It is
only by the intelligence and grace of his
wife that it is possible. But it was only
because of “such devotion to her husband
as an uneducated woman” that the king
gave Chaulpuriya the title of ‘Ghora-
Barua’ (officer in charge of the royal
stable). This proves that the intelligence
and skills of the wife of Chaulpuriya have
not been given proper recognition. However,
Chaulpuriya’s wife has managed to control
her fate. This recognizes the skills of women
to some extent. The wife of Chaulpuriya’s
search for self-identity was not fulfilled
as she thought of her husband’s status
rather than using her qualifications and
abilities to establish herself. The main
factor behind the incompleteness of such
investigations is the social construction of
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the ‘ideal wife’ or ‘Lakshmi woman’. The
character moved forward by breaking the
boundaries of one social construction but
has fallen into the boundaries of another
social construction.

The female character in the folktale
Maghar Bihu was initially cowardly and
unable to make decisions without her
husband. Living within a social construct,
the character could not become familiar
with her courage and skills. But after facing
danger, she has become acquainted with
self-strength and is therefore able to save
herself from danger with intelligence and
courage. Her husband and mother-in-law
have not been able to help her in this
regard.

The story of the folktale is that a
daughter-in-law is lying in bed at night
during Magh Bihu. Because, she has no
mother, and nothing called her mother’s
house. “That daughter-in-law’s brother
went somewhere when she was young. No
one can tell if he is dead or alive. The
mother who was there also died.” (138) A
thief who came to steal from their house
that day found out everything about the
daughter-in-law and came to kidnap her
by introducing himself as her brother. The
father-in-law and mother-in-law were very
happy to learn that the thief was the brother
of the daughter-in-law. They want to send
their daughter-in-law with her thief-like
brother. At first, however, “she was afraid
to go out” (139), and “seeing that her
husband was not at home, she objected to
go”. (139-140) But at the insistence of her
in-laws, she went with her brother. After
coming a long way from home, his
brother, who was a thief, told her of his
intention: “I am not your brother, I have
brought you to marry.” (140) The daughter-

in-law, hearing this, did not object to
showing it to the thief. However, the signs
of fear and weakness seen in the bride’s
character in the beginning are not seen in
this difficult situation. She soon made her
plans with intelligence and courage and
“went home with the joy of a longtime
wife.” (140) Only his sick mother was in
the thief’s house.

The strategy used by the girl to escape
the thief’s trap is very interesting. Because
she has easily won the trust of the thief
and the thief’s old mother by displaying
the behavior of a ‘Lakshmi woman’ and
then takes the opportunity to return to her
house.

The daughter-in-law arrives at the
thief’s house and begins to strengthen her
identity by constructing an identity of a
‘Lakshmi woman’. Accordingly, she cleans
the house, cooks and feeds the thief with
respect, and feeds and cares for the thief’s
sick old woman. Both mother and son are
easily pleased with her behavior. Earning
this trust from them, she “did every work
she could in the garden and house, and
set the house and yard like the yard of a
house of Lakshmi live. The mother and
son were pleased to see her and began to
wonder where to take her and where to
put her. The thief also gave her all the keys
of the house.” (141)

The girl begs the thief not to keep her
as a batlu (a woman living as a wife
without marriage) and says, “If you want
to accept me as a wife without marriage, I
will commit suicide.” (141) She needs a
little time to finalize her plan. So she tells
the thief, “You must gather ten devotees
and hold the wedding. This month of
Magh (January-February) is my birth
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month, you can’t get married in this
month.” (141) Hearing such words, they
convinced her that she was a ‘Lakshmi
woman’ and therefore decided to fix the
wedding date in Fagun (February-March).
It is at this time that the thief travels with
the others of his group to steal far away.
The thief’s mother slept well that night.
She has taken this opportunity. She fills
the two bags with the money, gold, and
jewelers that the thief had stolen puts
everything in the cow cart, and goes home.
But her family is surprised to see her
coming out like this. They are afraid that
the thief may come again and what the
villagers will think. (143) But she is no
longer the fearful and dependent woman
she used to be. So she is also prepared to
deal with such situations. Accordingly,
“she sent her husband to the king’s house
early in the morning to tell him about the
thief and about the money, which was
stolen by the thief. The thief was returning
to his house when the king’s soldiers
arrested him. It was also proved that she
had been kidnapped by the thief.” (143)
She has received a reward from the king
for catching the thief.

In this folktale, the intelligence and
courage of a woman do not become a
factor in gaining the rank of a man like
that of the Chaulpuriya in the folktale
Chaulpuriya.

Conclusion :

The analysis of Chaulpuriya and
Maghar Bihu highlights the complex and
often contradictory nature of gender repre-
sentation in Assamese folktales. While the
female characters in these folktales demon-
strate remarkable agency and intelligence,
their self-identity is ultimately tied to their
relationships with men and their ability to
conform to societal expectations. The paper
argues that these narratives reflect and
reinforce gender biases, emphasizing the
need for a critical reevaluation of tradi-
tional folktales and their impact on gender
representation.
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efyenej kesâ Glmeke ceW }eskeâ keâ}e keâe meceeÙeespeve
cekeâmegove kegâceej OevebpeÙe kegâceej
DeefmemšWš ØeesÌHeâsmej DeefmemšWš ØeesÌHeâsmej
efkeMegve jepeoske šerÛeme& š^sefvebie keâe@}spe, JewMeeueer ceefn}e keâe@}spe, ÛeeF&yeemee

meejebMe :

 kewmeer keâ}e pees nceejs yeerÛe ke<eeX hen}s heejbheefjkeâ ™he mes nceejs meceepe ceW Ûe}er Dee jner nw~ Ùen keâ}e
nceejs meceepe mes ner efvekeâe}keâj nceejs ceve:efmLeefle kesâ heš} hej meeceves Deeleer nw~ Fme keâ}e ceW Meem$eerÙe efveÙece
veneR nesles nQ, yeefukeâ Ùen keâ}e efYeVe-efYeVe #es$eeW Deewj efYeVe-efYeVe mebmke=âefleÙeeW ceW efkeefYeVe lejn mes kÙeehle nesles nQ~
}eskeâ keâ}e kesâ efkeefYeVe Øekeâej nesles nQ~ pewmes - }eskeâ mebieerle, }eskeâieerle, }eskeâveešŸe, keâ"hegle}er, keâneveer megveevee,
efÛe$ekeâ}e, cetefle& yeveevee Deeefo Fve meYeer keâ}eDeeW keâe efyenej kesâ GlmekeeW ceW, mebmkeâejeW ceW, lÙeesnejeW ceW, DelÙeefOekeâ
cenlke neslee nw~ nceejs efkeefYeVe mebmkeâejeW kesâ Debleie&le pees Yeer efkeefOeÙeeb mebheVe keâer peeleer nw GveceW keâneR vee keâneR
}eskeâveešŸe Deewj }eskeâieerleeW kesâ megboj GoenjCe efce}les nQ~ nceejs }eskeâ peerkeve ceW pevce mes }skeâj ce=lÙeg lekeâ Deveskeâ
Ssmes DeeÙeespeve nesles nQ efpemekeâer Deelcee }eskeâ keâ}e mes pegÌ[er nesleer nw~ Fme hetjer Ùee$ee keâes DevegMeeefmele kÙekeefmLele
Deewj ›eâceyeæ keâjves kesâ ef}S keâF& Øekeâej kesâ Glmeke Ùee mebmkeâej efkeâS peeles nQ~ }eskeâ peerkeve Deheves ceveesjbpeve kesâ
ef}S Deheves yeerÛe Deewj Deheves Deemeheeme efyeKejs GheeoeveeW ceW ner ceveesjbpeve keâer efkeefOeÙeeb {tb{ efvekeâ}lee nw keäÙeeWefkeâ
«eeceerCe DebÛe}eW ceW MenjeW keâer lejn efkeefOekele yeveeS ieS ceveesjbpeve kesâ kesâbõ veneR nesles nQ~ Skeâ lejheâ MenjeW ceW peneb
ceveesjbpeve kesâ ef}S efmevesceeIej, veešŸe ie=n, keä}ye, megiece mebieerle kesâbõ nesles nQ keneR otmejer Deesj «eeceerCe #es$eeW ceW
efkeâmeeve cepeotj efoveYej keâece keâjves kesâ yeeo peye Iej Deeles nQ lees Deemeheeme kesâ kegâÚ }esie Skeâ Ûeewhee} kesâ heeme
yew"les nQ, kegâÚ ieheMehe keâj }sles nQ~ Deewj keâYeer-keâYeer Ssmes DekemejeW hej {es}keâ Pee} }skeâj nefj-keâerle&ve keâe ieeÙeve
Ùee jeceÛeefj$e ceeveme keâer ÛeewheeF& keâe ieeÙeve keâj }sles nQ~ Fme lejn kesâ DeeÙeespeve ØeeÙe: nes}er Ûewlee jecevekeceer ke=â<Ce
De<šceer oMenje leLee Fmeer lejn kesâ DevÙe lÙeesnejeW hej pÙeeoe osKeves keâes efce}lee nw~

yeerpe Meyo :
}eskeâkeâ}e, mebmke=âefle, mebmkeâej, ceveesjbpeve, lÙeesnej

Øemleekevee :

efyenej Yeejle keâe Skeâ Ssmee jepÙe nw pees yengle
efheÚÌ[e ngDee nw~ Ùeneb kesâ DeefOekeâebMe }esie ke=âef<e hej
efveYe&j jnles nQ~ Fme jepÙe efkeâ Øeefle kÙeefòeâ DeeÙe Yeejle
kesâ DevÙe jepÙeeW keâer leg}vee ceW yengle ner keâce nw~ efyenej
keâer Ìiejeryeer efyenej keeefmeÙeeW kesâ ef}S Skeâ DeefYeMeehe nw

}sefkeâve efheÚÌ[sheve nesves kesâ yeekepeto Yeer Ùeneb kesâ }eskeâ
peerkeve Deewj }eskeâ mebmke=âefle keâer ceewef}keâ ™hejsKee megjef#ele
ceeveer peeleer nw keäÙeeWefkeâ no mes ÌpÙeeoe mebheVe mece=efæ
Deewj DeeOegefvekeâleekeeoer nesvee }eskeâ mebmke=âefle keâer Deeke=âefle
hej Øenej keâjleer nw~ Fmeef}S efyenej keâer }eskeâ-mebmke=âefle,
}eskeâ-peerkeve Yeeweflekeâ meeOeveeW kesâ DeYeeke ceW heerefÌ[le
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neskeâj Yeer Deheves cet} }eskeâ keâ}e mes De}ie veneR nes
mekeâe~ Deepe Yeer Ùeneb keâe }eskeâ keâ}e DevÙe jepÙeeW keâer
leg}vee ceW DeefOekeâ ØeYeekeMee}er Deewj o#e nw~ Ùeneb
Yeeweflekeâ mebmeeOeveeW kesâ keâceer nesves kesâ yeekepeto Yeer }esie
peerkeve Deheves mebIe<eeX Skeb leveekeeW mes cegefòeâ heeves kesâ ef}S
efkeefYeVe ØekeâejeW keâe ceveesjbpeve keâjles, Glmeke keâe DeeÙeespeve
keâjles nQ efpememes kegâÚ meceÙe kesâ ef}S }esie Deheves ogKe
lekeâ}erheâeW keâes Yet}keâj Glmeke-lÙeesnej Deewj }eskeâ keâ}e
ceW ceive jnles nQ~ efyenej kesâ GlmekeeW leLee mebmkeâejes ceW
}eskeâ keâ}e yengle ner hen}s mes Ûe}er Dee jner nw Deewj
Fme }eskeâ keâ}e keâes mebj#eCe Deewj yeÌ{ekee osves ceW
efyenej kesâ }esieeW keâe cenlkehetCe& Ùeesieoeve jne nw~ cebLeve
jeÙe Deheveer hegmlekeâ ‘nceejs kegâÚ ØeeÛeerve }eskeâeslmeke’
ceW ef}Keles nQ efkeâ meeceevÙe ™he mes Glmeke Deewj ces}s
osMe kesâ ØeÛeef}le Oece& mes mebyebOe jKeles nQ Ûeens Gmekeâe
™he jbie pewmee Yeer nes Deewj nceW Yeer keâneR vee keâneR Ùen
mener neR }ielee nw, keäÙeeWefkeâ efyenej kesâ }eskeâ keâ}e keâer
Deiej nce yeele keâjW lees helee Ûe}lee nw efkeâ DeefOekeâebMe
}eskeâ keâ}e efnbot Oece& kesâ GlmekeeW Deewj lÙeesnejeW mes
efkeâmeer ve efkeâmeer ™he mes pegÌ[e ngDee nw~ pewmes nes}er Ùee
oerheeke}er kesâ heke& }eskeâ jepe Deewj }eskeâjbie mes Yejs nesles
nQ~ Oece&nerve meceepe ceW GlmekeeW Deewj }eskeâ keâ}eDeeW keâer
iegbpeeFMe yengle ner keâce nesleer nw~ ØeeÛeerve Ùegie ceW Yeer
meYeer Oece& kesâ Deheves-Deheves heke& GlmekeeW Deewj lÙeesnejeW
ceW ieerle mebieerle ve=lÙe Deeefo keâ}eDeeW keâe DeeÙeespeve
neslee jne nw efpememes efkeâ }esie ceveesjbpeve keâj mekesâ~ lees
Deye nce efyenej kesâ kegâÚ GlmekeeW Oeeefce&keâ Deveg…eveeW
Deewj lÙeesnejeW ceW }eskeâ keâ}e keâe meceeÙeespeve Deewj
efkeMes<eleeDeeW hej ÛeÛee& keâjles nQ~

pevceeslmeke : Fme Glmeke keâes efyenej kesâ «eeceerCe
F}ekeâeW ceW }esie yengle ner ceveesjce {bie mes ceveeles nQ
keäÙeeWefkeâ Iej keâer m$eer peye Deheveer hen}er mebleeve keâes
pevce osleer nw lees hetjs Iej ceW KegefMeÙeeb Úe peeleer nw~ Fme
KegMeer kesâ Dekemej hej heceeefjÙee keâes Deecebef$ele efkeâÙee
peelee nw~ heceeefjÙee Deheves DeefYeveÙe kesâ ceeOÙece mes
}esieeW keâes keâLee keâneveer keânles nQ~ meeLe ner ken ve=lÙe

Deewj ieerle Yeer ieeles nQ~ ken Iej kesâ Deebieve Ùee yeÇÿeoske
keâes ner Dehevee cebÛe yevee }sles nQ~ Deeme-heeme keâer
efm$eÙeeb Yeer Skeâ peien yew"keâj meesnj pewmes }eskeâefØeÙe
mecetn ieeve ieeleer nw~ efpemeceW ØemeVelee kÙeòeâ keâjves keâer
yengefkeo Ûes<šeSb nesleer nw~ Ùen meejer Ûes<šeSb hetjs cebÛe
hej Ieefšle nesves kee}s Skeâ ve=lÙe ieerle ™hekeâ keâe Deekeâej
osleer nw~ pevceeslmeke Deevebo Deewj ØemeVelee keâe Skeâ
lÙeesnej pewmee ™he «enCe keâj ner }slee nw~ meeLe ner Fme
Glmeke ceW }eskeâieerle mebieerle Deewj }eskeâveveešŸe keâer
efkeefkeOelee Yeer yengle ner cenlkehetCe& Yetefcekeâe efveYeeleer nw~

cegb[ve : Deeceleewj hej Ùen mebmkeâej yeÛÛeeW kesâ
pevce kesâ hen}s, leermejs, heebÛekeW Ùee meelekeW ke<e& ceW efkeâÙee
peelee nw~ Fme mebmkeâej keâes ÛetÌ[keâce& Yeer keânles nQ~ Ùen
mebmkeâej efkeefOekele ™he mes efkeâÙee peelee nw~ Fmekeâe
DeeÙeespeve efkeâmeer leerLe& mLe} mLeeveerÙe veoer kesâ leš hej
efkeâÙee peelee nw~ Fme Dekemej hej efpeme Øekeâej Fme
mebmkeâej keâes mebheeefole efkeâÙee peelee nw ken Skeâ DeÛÚs
Kepe veeškeâ keâe GoenjCe nw~ veoer efkeâveejs peceerve ceW
Skeâ }keâÌ[er ieeÌ[er peeleer nw Deewj GmeceW cetbpe keâer Skeâ
yeÌ[er jmmeer yeebOe oer peeleer nw~ jmmeer ceW peien-peien
hej Deece kesâ heòes yebOes nesles nQ~ hebef[le peer ÙeneR yew"keâj
hetpee keâjkeeles nQ Deewj nÌpeece (veeF&) yeÛÛeeW kesâ yee}
cegÌ[les nQ efpeme meceÙe cegb[ve neslee nw Gme keòeâ ceefn}eSb
keneb yew"keâj mecetn ceW }eskeâieerle ieeleer nw~ pewmes yeÛÛeeW
keâer yegDee vesie }sves kesâ ef}S lejn-lejn kesâ ieeveeW kesâ
ceeOÙece mes ceebie keâjleer nw~ cegb[ve nesves kesâ yeeo yeÛÛeeW
kesâ yee} keâes iebiee veoer ceW efkemeefpe&le efkeâÙee peelee nw
Deewj yeÛÛeeW keâes iebiee mveeve keâjeÙee peelee nw~ efheâj Iej
peekeâj ÛeesheåÌ[e hetpee (Ûeej henj keâer hetpee) efkeâÙee peelee
nw~ pees Yepeve keâerle&ve kesâ meeLe mebheVe efkeâÙee peelee nw~

pesveG : Fme mebmkeâej keâes efkeMes<e ™he mes yeÇeÿeCe
Deewj #eef$eÙe pewmes GÛÛe keCeeX kesâ }esie yengle ner OetceOeece
mes ceveeles nQ keäÙeeWefkeâ Skeâ ØeeÛeerve hejbheje nw efpemeceW
yee}keâ keâes efMe#ee Øeehle keâjves kesâ ef}S ieg®kegâ} ceW
Yespee peelee Lee~ ieg®kegâ} peeves mes hen}s Ùen mebmkeâej
keâjeÙee peelee Lee~ Fme mebmkeâej keâes GheveÙeve mebmkeâej
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Yeer keânles nQ~ Fme mebmkeâej keâes Deveg…eefvekeâ lejerkesâ mes
efkeâÙee peelee nw efpemeceW Ùeiees-heefke$e kesâ yeeo yee}keâ
efYe#ee ceebieves keâe veešŸe keâjlee nw~ Ùen mebmkeâej efkeâmeer
Keg}s mLeeve hej mebheVe neslee nw }sefkeâve Deye DeefOekeâebMe
ieebke ceW Fme mebmkeâej keâe DeeÙeespeve efkeâmeer mepes ceb[he
kesâ veerÛes neslee nw Deewj mebmkeâejeW keâes osKeves kesâ ef}S
Deemeheeme kesâ }esie Yeer Fkeâªe nesles nQ~ pees efkeâ oMe&keâeW
keâer Yetefcekeâe efveYeeles nQ~

 efkekeen : nceejs meceepe ceW DelÙeble ØeeÛeerve keâe}
mes Ûe}er Dee jner Skeâ Ssmeer hejbheje efpemeceW otune Deewj
ogunve keâes efkekeen keâer efveefMÛele efleefLe kesâ keâF& efove
hen}s mes ner Deveskeâ mebmkeâej efkeâS peeles nQ~ efpemeceW
meceepe keâer ceefn}eSb efnmmee }sleer nw Deewj ieerle ieeleer
nw~ pewmes ieesmeeF& ieerle Deheves F<š oskelee keâes ØemeVe
keâjves kee}e ieerle keânles nQ~ efkekeen kesâ Dekemej hej
otune Deewj ogunve efpeve-efpeve Deveg…eveeW ceW Yeeie }sles
nQ GveceW Deveskeâ Øekeâej kesâ Deevebefole keâeÙe&›eâce DeeÙeesefpele
nesles nQ Deewj veeÛe ieeveeW keâe Yeer ØeyebOe neslee nw~ leLee
peye Meeoer keâjkesâ ogunve otuns kesâ Iej Deeleer nw lees keneb
otuns kesâ Iej ceW keâesnyej efÛe$ekeâ}e keâer Ssmeer keâ}eke=âefle
efpemeceW otune Deewj ogunve keâe veece ef}Ke keâj yeveeÙee
peelee nw~ Fme veÌpeefjÙeW mes Deiej osKee peeS lees efkekeen
keâe hetje keâe hetje DeeÙeespeve }eskeâ keâ}eDeeW mes Deesle –
Øeesle neslee nw~

efyenej kesâ lÙeesnejeW ceW }eskeâ keâ}e : jecevekeceer
keâe lÙeesnej Yeiekeeve jece kesâ pevceeslmeke kesâ ™he ceW
ceveeÙee peelee nw~ Fme oewjeve ieebke kesâ yengle mes }esie
cebefoj ceW GheefmLele neskeâj hetpee keâjles nQ~ hegpeejer leLee
cebefoj kesâ DevÙe mebj#ekeâ Yeiekeeve ßeer jece peer kesâ pevce
hetpeve keâer lewÙeejer ceW pegš peeles nQ~ efveOee&efjle meceÙe hej
hegpeejer jece pevce keâer Iees<eCee keâjles nQ Deewj keneb hej
GheefmLele meejs Yeòeâ peve peÙe ßeer jece keâer peÙepeÙe keâej
}ieeles nQ~ Gmekesâ heMÛeele nejceesefveÙece, {es}keâ, Pee},
Deeefokeemeer Ùeb$eeW kesâ meeLe ßeer jece pevce keâer keâerle&ve
keâjles nQ~ keâneR-keâneR cebefojeW ceW Fme Dekemej hej Yeiekeeve
ßeer jece kesâ ceefncee keâe keâLee keeÛeve Yeer neslee nQ~ Deewj

keneb keâLee megveves kesâ ef}S mewkeâÌ[es Yeòeâ peve Deeles nQ
Deewj keâneR-keâneR lees Yeiekeeve ßeer jece keâer PeebefkeâÙeeb Yeer
efvekeâe}er peeleer nw~

 pevcee<šceer : Ùen lÙeeWnej Yeiekeeve ßeer ke=â<Ce
kesâ pevce hej ceveeÙee peelee nw~ Fmes Yeeoes cenerves kesâ
ke=â<Ce he#e keâer De<šceer efleefLe keâes ceeveles nQ Fmeef}S
Fmes ke=â<Ce pevcee<šceer Yeer keânles nQ~ Fme Dekemej hej
efyenej kesâ kegâÚ Skeâ ieebke Menj ceW ces}e keâe Yeer
DeeÙeespeve efkeâÙee peelee nw~ Ssmes DekemejeW hej jeme}er}e
keâe DeeÙeespeve efkeâÙee peelee nw~

oMenje : Fme heke& keâes efkepeÙeoMeceer kesâ veece mes
Yeer peevee peelee nw~ heewjeefCekeâ keâLeeDeeW kesâ Devegmeej
Yeiekeeve ßeer jece Fmeer efove }bkeâe hej efkepeÙe Øeehle efkeâS
Les~ efyenej kesâ DeefOekeâebMe «eeceerCe F}ekeâeW ceW }esie
jece}er}e keâe DeeÙeespeve keâjles nQ pees efkeâ hegjs 10 efoveeW
lekeâ jele Yej ØeoMe&ve neslee nw~ keâneR-keâneR jece}er}e
keâjves kee}er hesMeskej heeefšÙee (veeÛe šerce) yeg}eF& peeleer
nw lees keâneR keâneR ieebke kesâ }esie mkeÙe ner jece}er}e ceW
Yeeie }skeâj oMe&keâeW kesâ meeceves Øemlegle keâjles nQ~ ieebke ceW
Fme Dekemej hej Deewj Yeer Deveskeâ lejn kesâ heewjeefCekeâ
ØemebieeW keâes }skeâj }eskeâ keâ}e keâe ØeoMe&ve efkeâÙee peelee
nw~ «eeceerCe F}ekeâeW Ùee keâmyee ceW keâe}er Ùee ogiee& keâe
cegKeewše }ieekeâj Skeâ neLe ceW le}keej Deewj otmejs neLe
ceW Kehhej }skeâj DeefYeveÙe keâjves kee}s Deveskeâ }esie nesles
nQ kegâÚ }esie Demegj Ùee je#eme keâe cegKeewše }ieekeâj
je#emeeW keâe DeefYeveÙe keâjles nQ~ heejbheefjkeâ jece}er}e ceW
leg}meeroeme Éeje jefÛele jeceÛeefjleceeveme kesâ DeeKÙeeveeW
keâe ØeÙeesie neslee nw~ jece}er}e Deheves peerkeble hejbheje kesâ
keâejCe 2005 ceW Ùetvesmkeâes ves jece}er}e }eskeâveešŸe
keâes ceevekelee kesâ ceewefKekeâ Skeb Decetle& efkejemele keâer ßes…
ke=âefleÙeeW keâer metÛeer ceW Meeefce} efkeâÙee nw~ }eskeâceevÙelee
kesâ Devegmeej ceefn<eemegj veecekeâ je#eme keâe keOe keâj ceelee
ogiee& ves efkepeÙe heeF& Leer~ Fme mebyebOe ceW otmejer }eskeâ
ßegefle Ùen nw efkeâ Yeiekeeve ßeer jece ves jekeCe keâes nejves
kesâ ef}S ceelee ogiee& keâer DeejeOevee keâer efpememes KegMe
neskeâj oskeer ves efkepeÙe ßeer keâe DeeMeerkee&o efoÙee Lee
leyemes oMenje yeÌ[s Oetce Oeece mes ceveeÙee peelee nw~
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 oerheeke}er : Ùen keâeefle&keâ ceeme keâer DeceekemÙee
keâes ceveeÙee peeves kee}e mekee&efOekeâ Øeefmeæ lÙeesnej nw~
Ùen lÙeesnej hetjs Yeejle ceW OetceOeece mes ceveeÙee peelee nw~
Ùen ceevee peelee nw efkeâ Fmeer efove Yeiekeeve jece Dehevee
14 ke<e& kevekeeme hetCe& keâj Deheveer helveer meerlee Deewj
YeeF& }#ceCe kesâ meeLe DeÙeesOÙee }ewšs Les~ leye mes Fmeer
KegMeer ceW hetjs DeÙeesOÙeekeeefmeÙeeW ves KegMeer mes oerhe pe}eS~
oerheeke}er lÙeeWnej ceW Deiej nce }esie keâ}e kesâ meceeÙeespeve
keâer ÛeÛee& keâjW lees FmeceW ØeeÙe: Deehekeâes jbiees}er keâ}e
Deewj cetefle& keâ}e osKeves keâes efce} peeSiee~ Deye lees
DeeOegefvekeâleekeeoer kesâ oewj ceW }esie efceóer kesâ efoS ÚesÌ[
ÛeeFveer]pe F}skeäš^e@efvekeâ }eFš keâe efoÙee ner ØeÙeesie
keâjves }ies nQ~ jbiees}er neLeeW mes yeveeves kesâ yeo}s jbiees}er
keâe yevee yeveeÙee mšerkeâj ner Deheves IejeW ceW efÛehekeâe }sles
nQ~ }sefkeâve efyenej kesâ «eeceerCe F}ekeâeW ceW DeYeer Yeer
efceóer kesâ efoS ner pe}eS peeles nQ~ kegâcnej oerheeke}er mes
hen}s ieebke keâer ie}er-ie}er ceW peekeâj Deheves Éeje yeveeS
efceóer kesâ efoS Deewj efKe}ewves keâes yesÛeles nQ~ yeÛÛes Iej
kesâ Deebieve ceW efceóer keâe ner IejeQoe yeveeles nQ Deewj jbieeW
mes ner jbiees}er yeveeles nQ~ FmeceW yeÛÛeeW keâer Skeâ De}ie
keâ}elcekeâ DeefYe®efÛe osKeves keâes efce}leer nw~

Ú" heke& keâes keâeefle&keâ ceeme kesâ Megkeä} he#e keâer
<e…er keâes ceveeÙee peelee nw~ Ùen lÙeeWnej Yeiekeeve metÙe&
keâer DeejeOevee kesâ ef}S DeeÙeesefpele efkeâÙee peelee nw~
efyenej Gòej ØeosMe Deewj PeejKeb[ ceW Fme heke& keâes Ú"
ceneheke& kesâ veece mes peevee peelee nw~ Ùen lÙeeWnej Ûeej
efokemeerÙe neslee nw~ Fmekeâer Meg®Deele keâeefle&keâ ceeme kesâ
Megkeä} he#e ÛelegLeer& keâes ner nes peeleer nw Deewj meceeefhle
keâeefle&keâ Megkeä} he#e kesâ meelekes keâes nesleer nw~ Ùen
lÙeeWnej ceefn}eSb Deheves mebleeve Glmeke keâer keâecevee kesâ
ef}S keâjles nQ~ Fve Ûeej efoveeW ceW hen}e efove veneS-
KeeÙe neslee nw pees yengle ner heefke$elee kesâ meeLe DeeÙeespeve
efkeâÙee peelee nw Deewj ›ele keâjves kee}er ceefn}eSb mveeve
keâjves kesâ yeeo Yeespeve keâjleer nw~ otmejs efove hetjs efove
Ghekeeme jnkeâj jele keâes hetpee keâjkesâ Keeleer nw efpemes

Kejvee keânles nQ~ leermejs efove Ghekeeme jKekeâj [tyeles
metÙe& keâes DeIÙe& efoÙee peelee nw~ efheâj ÛeewLes efove Gieles
ngS metÙe& keâes DeIÙe& oskeâj ner Øemeeo «enCe keâjles nQ Deewj
Yeespeve keâjles nQ~ peye ceefn}eSb DeIÙe& osves kesâ ef}S
efkeâmeer veoer Ùee lee}eye Ùee iebiee kesâ leš hej peeleer nw lees
Gmes meceÙe DevÙe ceefn}eSb Yeer mecetn ceW Ú" keâe
heejbheefjkeâ ieerle ieeles ngS keneb peeleer nw~

ceneefMekejeef$e : Ùen ›ele heâeiegve kesâ ke=â<Ce he#e
Ûelego&Meer keâes ceveeÙee peelee nw~ hegjeveer keâLeeDeeW kesâ
Devegmeej Ssmee ceevee peelee nw efkeâ Yeiekeeve Mebkeâj Deewj
oskeer heeke&leer keâe efkekeen Fmeer efleefLe keâes ngF&~ Gmeer kesâ
Ghe}#Ùe ceW ceneefMekejeef$e keâe lÙeewnej ceveeÙee peelee nw~
Fme lÙeesnej kesâ MegYe Dekemej hej ieebke kesâ cebefojeW ceW
YeòeâeW keâe mecetn efMeke ÛeÛee& keâjles nQ~ Deewj keâF& peieneW
hej Yeiekeeve Mebkeâj Deewj oskeer heeke&leer keâer PeebefkeâÙeeb
efvekeâe}er peeleer nw~ efpememes hetjs ieebke ceW Ietceves kesâ yeeo
cebefoj ceW hengbÛekeâj Yeiekeeve efMeke Deewj heeke&leer keâe
efkekeen keâjeÙee peelee nw efpemes ieebke kesâ ner }esieeW Éeje
Øemlegle efkeâÙee peelee nw~ ieebke kesâ mLeeveerÙe }esie ner efMeke
heeke&leer Deewj DevÙe Yetle efheMeeÛe keâer Yetefcekeâe efveYeeles nQ
pees keâer osKeves ceW DelÙeble ceveesjce }ielee nw~

nes}er : heâeiegve ceeme kesâ hetefCe&cee keâes ceveeÙee
peeves kee}e Ùen oes efokemeerÙe lÙeeWnej nw efpemeceW hen}s
efove nesef}keâe onve neslee nw~ Gmekesâ Deie}s efove jbie-
Dekeerj Deewj ieg}e} Skeâ otmejs keâes }ieeles nQ~ nes}er
ceveeves kesâ heerÚs ØecegKe heewjeefCekeâ keâLeevekeâ keâMÙehe Deewj
Yeòeâ Øen}eo keâer nw~ Yeejle ceW nes}er De}ie-De}ie
ØeosMeeW ceW De}ie-De}ie lejerkesâ mes ceveeF& peeleer nw~
yeÇpe keâer nes}er osMeYej ceW Øeefmeæ nw~ yejmeeves ceW
}"ceej nes}er ceveeF& peeleer nw efpemeceW heg®<e ceefn}eDeeW
keâes jbie [e}les nQ Deewj ceefn}eSb GvnW }e"er mes ceejleer
nw~ efyenej keâer yeele keâjW lees efyenej ceW FvnW heâiegDee kesâ
veece mes peevee peelee nw~ Fme lÙeeWnej kesâ Dekemej hej
efyenej kesâ DeefOekeâebMe ieebke ceW Skeâ mehleen hen}s mes ner
peesieerje Deewj Ûewlee heâeie ieeÙee peelee nw~ Meece ceW Skeâ
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efveefMÛele mLeeve hej kegâÚ }esie {es}keâ, Pee}, nejceesefveÙece
}skeâj Deeles nQ Deewj ieeÙeve-keeove keâe Deevebo }sles nQ~

Glmeke efÛe$e :

Pic-01 : Sohar Geet

Pic-02   Ramnavami  :

(Sri Maksudan kumar Ji, Begusarai, Bihar)

Pic - 03 : Deepawali Celebration (Anwesha Ji

from Bhubaneswar

Pic - 04 : Mundan Sanskar

(Satvik Singh Rajput, Jamshedpur)

Pic-05 : Krishna Janmashtami

Pic-06 : Hari Kritan
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Pic-07 : Chhat Puja

Pic-08 : Holi

Pic- 9

Pic- 10 : Upanayanam Sanskar or Janeu
(Thread Ceremony),

(Credit – Abhinav Mishra Ji (Sai), Bhubaneswar.

efve<keâ<e& :

Fme lejn mes osKee peeS lees helee Ûe}lee nw efkeâ
nceejs efpeleves Yeer heke& lÙeeWnej Glmeke Ùee Oeeefce&keâ Deveg…eve
nesles nQ~ GveceW keâneR vee keâneR efkeâmeer ve efkeâmeer ™he ceW
}eskeâ keâ}eDeeW keâe meceeÙeespeve neslee ner nw~ Skeâ Deesj
peneb }esie DeeOegefvekeâlee keâer oewÌ[ ceW Deheves }eskeâ keâ}eDeeW
keâes Yet} jns nQ~ keneR otmejer Deesj Ùen heke& lÙeesnej
Oeeefce&keâ Deveg…eve nceW nceejer }eskeâ keâ}eDeeW keâes mcejCe
keâjeves keâe keâece keâjleer DeeF& nw~ Dele: nceW Ùen keânves
ceW keâesF& mebkeâesÛe veneR nw efkeâ nceejs lÙeesnej hej Glmeke
Deewj Oeeefce&keâ Deveg…eve nceejs }eskeâ keâ}eDeeW keâes mebj#eCe
Øeoeve keâjves keâe keâece keâjleer DeeF& nw~

meboYe& «ebLe :
1. Sinha, M. (2017). Bihar Rainbow Folk

Color, National Book Trust, India. ISBN -
9788123780559

2. Baderiya, T.N. (2016). Folk Arts and Crafts
of Bihar, National Publishing House, ISBN
9788121407724
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3. Bhanawat, M. (1974) Folk Art – Values and
Reference (An Old Book), Bhartiya Lok

Kala Mandal, Udaipur.

4. Sinha, M.K. (2001), Bihar ki Natkeeya
Lokvidhayein, Bihar Hindi Granth

Akademi, Patna.

5. Alok, A.K. (2019) Bihar Mein Prachalit
Lokgathayein Evam Sanskritik Pravritiyan,
Anuugya Books, New Delhi, ISBN-978-93-

86835-09-3

6. Khan, A. (2016). Lok Sanskriti Aur Sohar

Geet, A R P UBLISHING Co, Delhi.

7. Upanayan Sanskar Paddhati, Gita Press

Gorakhpur, 2018

8. Mathur, J. (2000). Paramparasheel Natya,

Bihar Rashtra Bhasha Parishad, Patna.

9. kegâceej, De®Ce kegâceejer, kegâmegce}lee (2019). keâ}e
efMe#ee, "ekegâj heefy}kesâMeve ØeeFkesš ef}efcešs[, hešvee

10. efMe#ee ceW keâ}e veeškeâ Skeb meeQoÙe& ßeer jeOee ØekeâeMe
cebefoj ØeeFkesš ef}efcešs[, Deeieje.

efÛe$e :

µ efÛe$e mebKÙee 02,03,04,09 leLee 10 ØeeLeefcekeâ
œeesle (}sKekeâ kesâ Éeje)

µ efÛe$e mebKÙee 01,05,06,07, efÉleerÙekeâ œeesle (Fvšjvesš
mes )
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jepemLeeve }eskeâmebieerle keâe }eskeâefØeÙe ceOegj keeÅe : ‘ceesjÛebie’
hetvece Deškee} [e@. DebMeg kecee&
MeesOeeLeer&, mebieerle efJeYeeie, MeesOe efveo&sefMekeâe, mebieerle efJeYeeie,
jepemLeeve efJeMJeefJeÅeeueÙe, peÙehegj jepemLeeve efJeMJeefJeÅeeueÙe, peÙehegj

meejebMe :

jepemLeeve efkeefYeVeleeDeeW keâe ØeosMe nw, Ùen Deveskeâ }eskeâ mebmke=âefle ke }eskeâ keâ}eDeeW keâes Deheves Deboj mecesšs
ngS nQ~ meceÙe-meceÙe hej lÙeesnej ke ceebieef}keâ keâeÙe&›eâce Fmekeâe Skeâ DeefYeVe Debie nw~ efkeefYeVe DekemejeW hej efkeefYeVe

Øekeâej keâer mebieerle keâ}eDeeW keâe ieeÙeve keeove ke ve=lÙe keâe DeeÙeespeve efkeâÙee peelee nw~ jepemLeeve keâer mebieerle hejbheje
IejeW mes ØeejbYe neskeâj kÙekemeeefÙekeâ heefjÂMÙe ceW osKeer pee mekeâleer nw Ùeneb kesâ keeÅeeW keâe Fefleneme mece=æ jne nw GvneR

keeÅeeW ceW mes Skeâ megjer}e keeÅe ‘ceesjÛebie’ nw~

meejebMe :
jepemLeeve, ueeskeâ mebieerle, JeelÙe, ceesÛee&

heefjÛeÙe :

ceesjÛebie Skeâ megef<ej keeÅe nw Fmes lee} ke Okeefve kesâ
ef}S GheÙeesie efkeâÙee peelee nw~ Ùen keeÅe jepemLeeve kesâ

yeeÌ[cesj, pewme}cesj ke peesOehegj #es$e ceW yepeeÙee peelee
nw~ De}ie-De}ie ØeosMeeW ceW De}ie-De}ie veeceeW mes
peevee peelee nw~

Fmekeâer Deeke=âefle keâes }skeâj De}ie-De}ie efkeÉeveeW

kesâ De}ie-De}ie cele nQ~ pewmes ceesj kesâ hebKe pewmeer
Deeke=âefle nesves kesâ keâejCe ceesjÛebie veece nesvee, ceOÙe ceW

iees} DeLee&le Ûebie pewmeer Deeke=âefle meeLe ner cegKe mes
keeove nesves kesâ keâejCe cegKeÛebie veece nesvee, ceesj keâer
Yeebefle Okeefve GlheVe keâjves kesâ keâejCe Yeer ceesjÛebie veece
mes mebyeesefOele efkeâÙee peelee nw~1

kele&ceeve mke™he :

kele&ceeve ceW ceesjÛebie keâe GheÙeesie efkeefYeVe mebieerle

Mewef}ÙeeW ceW efkeâÙee pee jne nw, efpemeceW }eskeâ mebieerle,
Meem$eerÙe mebieerle Deewj heäÙetpeve mebieerle Yeer Meeefce} nQ~

efkeefYeVe #es$eeW kesâ keâ}ekeâej Fmes Deheveer Mew}er Deewj
mebieerle kesâ Devegmeej {e}keâj Øemlegle keâjles nQ, efpememes
Fmekeâer Okeefve Deewj Yeer efkeefkeOeleehetCe& nes peeleer nw~
hejvleg kele&ceeve ceW keeÅe keâer Fleveer DeÛÚer efmLeefle vener nw
nces ØeÙeeme keâjves nesieW efpememes nce nceejer mebmke=âefle keâer
Ùes Oejesnj megjef#ele jns~

yeveekeš :

Ùen Skeâ Úesše mee Oeeleg keâe keeÅe Ùeb$e neslee nw,
efpemes neW"eW kesâ yeerÛe oyeekeâj yepeeÙee peelee nw~ ceesjÛebie
keâes efkeefYeVe veeceeW mes Yeer peevee peelee nw, pewmes efkeâ
‘pÙetpe nehe&’ Ùee ‘peewnj nehe&’~

ceesjÛebie Deeceleewj hej }esns Ùee mšer} mes yevee
neslee nw, }sefkeâve kegâÚ mLeeveeW hej keâebmÙe Ùee heerle} mes
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Yeer yeveeÙee peelee nw~ Fmekeâe Deekeâej Úesše neslee nw,
Deewj Fmes Deemeeveer mes neLe ceW hekeâÌ[e pee mekeâlee nw~
FmeceW Skeâ U-Deekeâej keâe Øeâsce neslee nw, efpemeceW Skeâ
}Ûeer}e Deewj hele}e Oeeleg keâe peerYe (}Qie) neslee nw~
peerYe keâes Øeâsce kesâ yeerÛe mes yeenj keâer lejheâ ceesÌ[e peelee
nw, efpemes yepeeves kesâ oewjeve keâbheve ceW }eÙee peelee nw~2

ceesjÛebie Skeâ mej}, }sefkeâve ØeYeekeer keeÅe Ùeb$e nw,
efpemes yepeeves kesâ ef}S DevegYeke Deewj DeYÙeeme keâer
DeekeMÙekeâlee nesleer nw~ Fmekeâe Okeefve mke™he ienjs,
keâbheveÙegòeâ Deewj ceewef}keâ neslee nw, pees Fmes DevÙe keeÅe
Ùeb$eeW mes De}ie yeveelee nw~

keâ}ekeâej Útiies Keeb peer :

ceesjÛebie keâe meeceeefpekeâ ke meebmke=âeflekeâ mejeskeâej  :

ceesjÛebie keâe meeceeefpekeâ Deewj meebmke=âeflekeâ meboYe&
ienje nw, pees efkeefYeVe mecegoeÙeeW keâer meebmke=âeflekeâ henÛeeve
Deewj mebieerle hejbhejeDeeW mes pegÌ[e ngDee nw~

ceesjÛebie keâe meeceeefpekeâ cenlke Yeer Gu}sKeveerÙe
nw~ Fme keeÅe Ùeb$e keâe ØeÙeesie ve kesâke} mebieerlekeâejeW
Éeje, yeefukeâ «eeceerCe Deewj Menjer oesveeW meceepeeW ceW meecetefnkeâ
ceveesjbpeve kesâ meeOeve kesâ ™he ceW efkeâÙee peelee nw~

Ùen meeceeefpekeâ Skeâlee Deewj meecegoeefÙekeâ Yeekevee keâes
yeÌ{ekee osves ceW cenlkehetCe& Yetefcekeâe efveYeelee nw, Keemekeâj
lÙeesnejeW, efkekeeneW Deewj DevÙe meeceeefpekeâ meceejesneW kesâ
oewjeve~ Ùen keeÅe Ùeb$e meceepe kesâ efkeefYeVe keieeX kesâ yeerÛe
meebmke=âeflekeâ Deeoeve-Øeoeve keâe Skeâ ceeOÙece Yeer nw~

ceesjÛebie keâe ØecegKe meebmke=âeflekeâ cenlke jepemLeeve
keâer }eskeâ mebieerle hejbheje ceW osKee peelee nw, peneb Ùen
cegKÙe ™he mes }eskeâ mebieerle Deewj ve=lÙe kesâ meeLe yepeeÙee
peelee nw~ Ùen efkeMes<e ™he mes ‘ceebieefCeÙeej’ Deewj ‘}biee’
pewmes mebieerlekeâej mecegoeÙeeW Éeje ØeÙeesie efkeâÙee peelee nw,
pees meefoÙeeW mes Fme keeÅe Ùeb$e keâes yepeeles Dee jns nQ~3

ceesjÛebie keâer Okeefve keâes jepemLeeve kesâ Leej jsefiemleeve
keâer efkeMes<elee ceeveer peeleer nw, Deewj Ùen }eskeâ mebieerle
keâer Deelcee keâes Øeefleefyebefyele keâjleer nw~ Fmekesâ De}ekee,
ceesjÛebie oef#eCe Yeejle kesâ keâvee&škeâ mebieerle ceW Yeer Fmlescee}
neslee nw~

ceesjÛebie keâe GheÙeesie meceÙe kesâ meeLe yeo}lee jne
nw, }sefkeâve Fmekeâe meeceeefpekeâ Deewj meebmke=âeflekeâ cenlke
Deepe Yeer yejkeâjej nw~ Ùen ve kesâke} Skeâ mebieerle Ùeb$e
nw, yeefukeâ Skeâ meebmke=âeflekeâ Øeleerkeâ Yeer nw pees meceepe kesâ
efkeefYeVe hen}gDeeW keâes Skeâ meeLe peesÌ[lee nw~

ceesjÛebie yepeeves keâer efkeefOe :

ceesjÛebie keeÅe keâes yeeSb neLe mes hekeâÌ[ keâj nes"eW
kesâ yeerÛe keâmekeâj oyeeÙee peelee nw oeSb neLe keâer Gbie}er
mes ceesjÛebie ceW }ieer }esns keâer heóer keâe pees efkeâ Deble ceW
GYejer ngF& nesleer nw oeSb neLe mes Gme hej Peškeâe efoÙee
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peelee nw leye ie}s ceW heâtbkeâ kesâ oyeeke kesâ keâejCe FmeceW
Okeefve efvekeâ}leer nw~ Fme Okeefve kesâ yengle ner keâCe&efØeÙe
nesves mes ØemlegefleÙeeb oer peeleer nw~

GheÙeesie :

kele&ceeve ceW Deveskeâ ceveesjbpeve kesâ meeOeve nQ pewmes
Ûe}efÛe$e, ceesyeeF&} heâesve, keâbhÙetšj Deeefo ØeesÅeesefiekeâer
keâe cenlkehetCe& mLeeve jne nQ, ØeeÛeerve meceÙe ceW kele&ceeve
keâer lejn ceveesjbpeve kesâ meeOeve veneR Les keâ}ekeâejeW keâer
keâ}ekeâejer ke me=peveelcekeâ ner Skeâ cee$e meeOeve ngDee
keâjlee Lee~

ceesjÛebie keâe GheÙeesie Yeer ceveesjbpeve keâer Âef<š mes
efkeâÙee peelee Lee~ jske[, Tbš Ûejeles meceÙe ceveesjbpeve
kesâ ef}S efkeâÙee peelee Lee hejbleg meceÙe heefjkele&ve kesâ meeLe
Fmes ceebieef}keâ Glmeke ke efkeefkeOe keâeÙe&›eâceeW ceW GheÙeesie
efkeâÙee peeves }iee nw~5

leYeer mes Ùen efme}efme}e Deepe lekeâ keâeÙece nw~
Fmekeâer mebieefle }ieYeie meYeer }eskeâ keeÅeeW kesâ meeLe keâer
peeleer nw pewmes meejbieer, {es}keâ, veieeÌ[e, necee&sefveÙece
Deeefo~ lee} he#e ceW DeefOekeâlece keânjkee ke oeoje lee}
ceW yepeeÙee peelee nw~

Glheefòe kesâ mebyebOe ceW Útiies Keeb peer pees efkeâ pewme}cesj
efvekeemeer ceesjÛebie keâ}ekeâej nQ Gvemes mee#eelkeâej kesâ
oewjeve Skeâ cele jKee efkeâ ceesjÛebie Yeejle ceW Yeer oef#eCeer
keeÅe nw keneb Fmes lee} keeÅe kesâ ™he ceW GheÙeesie efkeâÙee
peelee nw Skeb oef#eCe ceW ceesjÛebie keâe GheÙeesie Meem$eerÙe
ieeÙeve kesâ meeLe lee} keeÅe kesâ ™he ceW efkeâÙee peelee nw~

ceesjÛebie ceW Skeâ hele}e }esns keâe leej }iee neslee
nw efpemes cegbn ceW jKekeâj keeove efkeâÙee peelee nQ, leej
}esns keâe nesves kesâ keâejCe ke }esns kesâ }ieeleej mecheke&â
ceW jnves kesâ keâejCe Fve keâ}ekeâejeW keâes meceÙe-meceÙe hej
efššvesme keâe FbpeskeäMeve Yeer }iekeevee heÌ[lee nQ~ Fmekeâe
keeove Skeâ} ke mecetn oesveeW ceW efkeâÙee peelee nQ hejvleg
Skeâ} keeove keâes cebÛe hej keâce }eskeâefØeÙelee Øeehle ngF&
nw Fmekeâe keâejCe Ùen nw keâer Deepe šskeävees}espeer Fleveer
Deeies yeÌ{ ieF& nw keâer efkeâmeer Yeer cebÛe hej efyevee šskeävees}espeer

meeGb[ Sheâskeäš kesâ Øemlegefle keâer keâuhevee keâjvee cegefMkeâ}
nw Skeced ceesjÛebie Deepe Yeer Deheves cet} mke®he ceW
yepeeÙee peelee nQ~

Fmekesâ }eskeâefØeÙe keâce nesves keâe Skeâ Deewj Ùen
keâejCe Yeer keân mekeâles nQ keâer ØeeÛeerve meceÙe ceW Ùen #es$e
efkeMes<e Skece Tbš, YesÌ[ leLee yekeâefjÙeeb Ûejeves kee}s
efkeâmeeve ke cepeotj keie& ceve yen}eves ces efkeâÙee keâjles Les~
ceesjÛebie keâes cebÛe hej Meeefce} keâjvee Fme keeÅe kesâ
megjer}s ke ceer"s mke™he kesâ keâejCe mecYeke ngDee~ ØeesÅeesefiekeâer
kesâ meeLe efkeefYeVe keeÅeeW ves Dehevee DeeefOehelÙe mLeeefhele
efkeâÙee nw~ n<e& keâer yeele nw keâer Deepe Fmekeâe meheâj cebÛe
hej peejer nw~

Ùen }esns, heerle}, meesvee, Ûeeboer Deeefo Oeeleg keâe
yeveeÙee peelee nw~ }esn Oeeleg keâe ceesjÛebie DeefOekeâ
GheÙeesie ceW ef}Ùee peelee nQ, meceÙe meceÙe hej Fmes jsefpeve
keâe heshej, mejmeeW les} Ùee veeRyet mes meeheâ efkeâÙee peelee nw
keäÙeeWefkeâ }esns keâe nesves kesâ keâejCe pebie }ieves keâer
mecemÙee Dee mekeâleer nQ~

ceesjÛebie keeÅe keâe GheÙeesie ieeÙeve ceW efkekeeoer mkej
kesâ YeeBefle Øeleerle neslee nw~ pewmes ieeÙeve ceW efkekeeoer mkej
Deheveer yengle yeÌ[er Yetefcekeâe efveYeelee nw Fmekesâ GheÙeesie
mes hetje jeie efKe} G"lee nw kewmes ner ceesjÛebie Øemlegefle ceW
Deheveer Yetefcekeâe efveYeelee nw~

ceesjÛebie Oegve :
(lee} : keânjkee)

meeb  mee  mee  mee ef]ve  mee  mee  mee
×        0

meeb  mee  mee  mee ef]ve  mee  mee  mee
×        0

meeb  mee  mee  mee ef]ve  mee  mee  mee
×        0

meeb  mee  mee  mee ef]ve  mee  mee  mee
×        0

heefMÛeceer osMeesb keâer hegmlekeâeW ceW ceesjÛebie keâe efpe›eâ
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Ùen ØeceeCe oslee keâer ceesjÛebie ceW vee efmehe&â Yeejle Deefheleg
osMe efkeosMe ceW Dehevee hejÛece }njeÙee nw~

Ùen Yeejle osMe keâe Deefle ØeeÛeerve keeÅe nw, Fmes
ceevee peelee nw efkeâ Ùen keeÅe Skeâ Lesjsheer keâe keâeÙe& keâjlee
nw Skeb keâF& yeerceeefjÙeeW keâes ner} keâjves keâer #ecelee jKelee
nw Mejerj kesâ Ûe›eâ keâes peeie=le ke GlheVe keâbheve keâes Mejerj
ke Deelcee DevegYeke keâjves keâer #ecelee Deeefo Meeefce} nw
ceesjÛebie yepeeves mes keâhee}YeeBefle ke Yeefm$ekeâe veecekeâ
Ùeesie nesles nQ efpememes jòeâ keâe Øekeen ceW Dee@keämeerpeve keâer
cee$ee yeÌ{leer nw, cegKe keâe Keg}eke neslee nw, efpememes
keeCeer keâe ØeYeeke Yeer yeÌ{lee nw~

keâhee}YeeBefle ke Yeefm$ekeâe oesveeW Ùeesie Skeâ meeLe
nesves kesâ keâejCe heâsheâÌ[eW keâe Yeer kÙeeÙeece neslee nw efpememes
Deheves Mejerj ceW Dee@keämeerpeve keâer yeÌ{eslejer nesleer nw
Dee@keämeerpeve keâer yeÌ{eslejer nesves hej jòeâ mebÛeej Mejerj ceW
efyeukegâ} megÛee™ ™he mes neslee nw Fme keeÅe keâes 15-
20 efceveš yepeekeâj efvejeMee / Goemeer mes Úgškeâeje
heeÙee pee mekeâlee nw~ meeLe ner kÙeefòeâ ceW meesÛeves mecePeves
keâer #ecelee ceW ke=efæ nesleer nw ~ ceesjÛebie yepeeves mes cegKe
keâe kÙeeÙeece neslee nw Fme keâejCe kÙeefòeâ keâes cegKe keâe
}keâkee keâYeer veneR Dee mekeâlee nw ke Mejerj kesâ Mes<e Yeeie
ceW }keâkee nw lees Fme keeÅe Éeje mkemLe efkeâÙee pee
mekeâlee nw~6

keeÅe keâes }skeâj keâF& osMe pewmes Fbi}Q[, efyeÇšsve,
™me Deewj Ûeerve keâe oekee nw efkeâ Fmekeâer Glheefòe Yeejle
osMe ceW ngF& nw ßeer ke=â<Ce Deejleer ceW ef}Keer hebefòeâÙeeb pees
efkeâ keâF& ke<e& hetke& ef}Keer ieF& nw Fmekeâe mee#eele ØeceeCe
nQ keâer ceesjÛebie DeLee&le ceesjefmebie keâer Glheefòe keâe ßesÙe
Yeejle keâes osves ceW keâesF& oesjeÙe veneR nw~

ßeer ke=â<Ce peer keâer Deejleer keâer hebefòeâÙeeW kesâ kegâÚ
DebMe .....

keâvekeâceÙe ceesj cegkegâš efye}mes, oskelee oMe&ve keâes lejmes~

ieieve mes megceve jeefMe yejmes, yepew ceesjÛebie ceOegj cetobie~

ikeeef}ve mebie~ Deleg} jefle ieeshekegâceejer keâer~

ßeer efiejOej ke=â<Ce cegjejer keâer ~~ Deejleer ~~

DeLee&le : ke=â<Ce peer kesâ Yeòeâ ke=â<Ce peer kesâ keâeuheefvekeâ
mke™he keâe yeKeeve keâjles ngS keânles nQ keâer meesves keâe
cegkegâš nes Gvekesâ efmej hej ke=â<Ce peer keâe Ssmee mke™he
osKeves kesâ ef}S oskelee Yeer lejmeles nQ, DeekeâeMe mes heg<heeW
keâer yeewÚej ke yeepes ce=obie ke ceesjÛebie~

Deepe Yeer Yeejle osMe ceW ner Fme keeÅe keâe efvecee&Ce
keâeÙe& ieefÌ[Ùee }esnej (IegcekeäkeâÌ[ peeefle kesâ }esie) Éeje
efkeâÙee peelee nw~ hejbleg Deepe yengle mes }esie ceesjÛebie keâe
efvecee&Ce keâjves }ies nQ }sefkeâve keemleefkekeâ keâ}e ieefÌ[Ùee
}esnej }esieeW kesâ heeme nw Fvekeâer Øeefmeefæ keâe ßesÙe
jepemLeeve kesâ }biee ke ceebieefCeÙeej }esieeW keâes peelee nw
efpevneWves jepemLeeve keâer keâ}e mebmke=âefle ke Oejesnj keâes
mebpeeskeâj jKee nw meeLe ner Fme keâ}e keâes peerefkele jKeves
kesâ ef}S Gve keâ}ekeâejeW keâe Ùeesieoeve nw pees kele&ceeve ceW
ceesjÛebie keâe ØeoMe&ve cebÛe mlej hej keâj osMe - efkeosMe ceW
Deheveer keâ}e keâe peeot efyeKesjles nQ~

keâ}ekeâejeW ceW efvecve veece Meeefce} nQ :

Útiies Keeb peer

ceieoe Keeb peer

ieheähegâj Keeb peer

kegâš}s Keeb peer, Deeefo veece meefcceef}le nQ~

meboYe& «ebLe metÛeer :
1. efceße, [e@. }e}ceefCe, YeejleerÙe mebieerle keeÅe, he=…

meb.-187

2. Engel, Carl, Musical Instruments of the
World, page no. 207

3. veešeCeer, ØekeâeMe veejeÙeCe, Dehevee jepemLeeve, he=…
meb.-131

4. Kasliwal, Dr. Suneer, Classical Musical In-
struments.

5. Úgiies Keeb, ceesjÛebie keâ}ekeâej, pewme}cesj

6. ceeref[Ùee: https://youtu.be/yr4mlnQsx8M
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Abstract :

The theory of alterity examines the nature of otherness and difference in the human
experience and explains the complex dynamics of how individuals and societies
perceive, understand, and interact with those who are different from themselves. It
examines how actors, directors, and creators engage with alterity to bring authenticity
and richness to their work and transforms into a catalyst for meaningful artistic
exploration and societal reflection. The present study is based on the religio-spiritual
art form of Theyyam in North Kerala which embodies the concept of alterity where
performers don ornate costumes and masks to transcend their own identities and
channel divine beings and spirits into real life. Exploring the connection between
alterity and Theyyam, this article sheds light on how the ritual celebrates the ‘other’
in a sacred and transformative way while exploring the themes of cultural diversity,
multiple identities, spirituality, caste relations and community. 

Keywords :

Alterity, Otherness, Performance, Embodiment,Theyyam

Introduction :

Alterity is a ubiquitous concept with
an extensive philosophical and academic
ambience. Emmanuel Levinas defined it
as ‘the otherness of the other’ (1999, p.
178). It refers to the essential strangeness
of the other, which is the impetus that drives
the individual to seek it out. It involves
the understanding and appreciation of the
existence of alternative perspectives,

cultures, identities and experiences. The
term is often used to explore the dynamics
of interacting with the ‘other’ in various
contexts. The encounter with the ‘other’
is inspired by the desire for the infinite
within oneself. For Levinas (1999, p. 178),
the other lies above the self at a height
that the self can never reach; in other
words, the other is entirely, irrevocably
separate from the self. Human beings are
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motivated, argued Levinas, by the constant
and unfulfillable desire to encounter the
other (Türkkan, 2011). According to
Jacques Lacan

alterity/ the other as the unconscious/
the symbolic order which is identified
during the mirror stage. One’s identity
is shaped and mediated through the
unconscious other. The self exists in
the gaze of the Other, and the self’s
primary desire is to be known in the
eyes of the Other (Türkkan, 2011).

The Oxford English Dictionary defines
alterity as “the fact or state of being other
or different; diversity, difference, otherness;
an instance of this” (5788). The interpreta-
tions of the term have varied across different
fields though the notion of ‘exteriority’ has
been a central reference in all discourses.
The other has been addressed as “that
enigmatic, mysterious, ‘strangeness’ beyond
synthesis, thematization and comprehen-
sion” (Cooper and Hermans, 2007), as
“the human Other” (Levinas, 1999), or as
a process, 

Alterity names the process by which
an “Other” is constructed. It carries the
double sense of both the subject
position of “Otherness” in which
someone is placed and also the
adoption of that subject position as the
Other’s perspective. Alterity is then a
double process of placement and

perception. (Madsen, 2012)

The concept of alterity rejects the
neutrality of Western phenomenology and
adopts a relational understanding of
human metaphysics. The identity of the
self is based on the “desire for the absolu-
tely other” which is a movement “toward
an alien outside- of oneself… towards a
yonder” (Levinas, 1999). The other which
exists beyond, is never fully possessed or

found. The other, which is always desirable,
always sought; instills a desire for the
infinite within one’s self. 

Alterity and Performance :

Performance identifies with subjective
dimensions of identity and embodiment
as its central doctrines. In their performative
spaces, the actors undergo stages of
embodiment which are appropriated and
regulated in hyper contextuality. The actor
transcends his identity or consciousness
and morphs with the state of otherness he
transforms into. The transcendental state
of otherness or alterity is bound to and
exists only through the specific context
that is constructed through the text or the
act. Every act of performance involves a
series of interactions, experiences and
behaviors that are associated with the
realization of the alter identity. It involves
body, text, language and visual- auditory
elements which enhance the experience
of performance. Alterity emerges with the
recognition of the particular embodied
states engaged by the actor in the space
of the theatre and the distinct textual
expression. Even though Levinas does not
refer to the world of theater and perfor-
mance, it can be integral to a general
phenomenological analysis of the stages
of embodiment and performance since
both domains explore the relationship
between I and the other. As Levinas says,
“the person with whom I am in a relation
I call being, but in so calling him, I call to
him. I do not only think that he is. I speak
to him. He is my partner in the heart of a
relationship” (1999, p. 189). Every
performance involves identification with
a state of alterity embodied by the actor
through his expressions, gestures and
physical action. The transformation of the
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actor is mediated and influenced by the
gaze of the spectator, the context of perfor-
mance and the obligations associated with
both. In theatrical performances, the actor
identifies with the character which is
scripted by the director in accordance with
the demands of the plotline and context.
The audience, oblivious to the story,
develops a conceptual understanding as
the play progresses through the performance
of the actor. The alter identities created in
the space of a theater are controlled and
regulated by a set of theatrical conditions
and guided expectations. However, in
ritualistic or religio- spiritual performances,
the context and nature of the performance
becomes esoteric and mystical. The other
is no longer a scripted character that can
be identified with, but is an enigmatic,
deific entity that is feared and transmun-
dane.

Alterity and the Religio- Spiritual Art

of Theyyam :

The traditional ritualistic art form of
Theyyam in North Malabar articulates rich
and complex cultural phenomena, most of
which encompasses religious or ritualistic
elements. With a legacy of 2,000 years, it
brings together ancient lores of Gods,
Goddesses, heroes and martyrs deeply
embedded in the region’s collective
unconscious. Their lives are invoked
through a magnificent theatrical enact-
ment offering nuances of a metaphysical
dimension. Theyyam is fundamentally
rooted in the spiritual and religious life of
Malabar region as a conduit for the divine,
connecting the mortal world with the
transcendent. Combining different modes
of art like dance, music, narration and
painting, this unique and demiurgic prac-
tice brings together art and idolatry. The

word Theyyam is a corruptive replacement
of the Malayalam word ‘deivam’ (God)
and Theyyattom means ‘God’s dance’.
According to Keralolpathi, by Thuncha-
ththu Ramanujan Ezhuthachan, the art
forms of Theyyattam, Kaliyattam ,
Deivattam and Puravela were bequeathed
to the tribal communities of Kerala by
Lord Parasurama, granting them the divine
power of Gods and Goddesses to be used
as a social ritual for the wellbeing and
unity of the society (Namboodiri, 2012).
The Theyyam artist, belonging to specific
communities with hereditary ties to the art,
takes on the role of a spiritual medium
during the performances. It is performed
as part of religious ceremonies and festivals,
often in temple premises and sacred groves.
The performers wear intricate costumes,
elaborate headdresses and facial makeup
which represent various deities and chara-
cters from local folklore. The dramatic and
ceremonial atmosphere is enhanced by the
dance, music and gestures. The artist
gradually transforms into the demigod or
deity they are portraying. This ritualistic
transformation symbolizes the connection
between earthly realm and the divine,
allowing direct communication with the
spiritual realm. 

In Theyyam, the ritualistic dance, we
find how the primitive man transforms
his life experience into metaphysical
thoughts through rites and rituals... It
is the worship of the spirits by invoking
them to the mortal body of the dancer
who impersonates them and gives
blessings to the believers. (Panikkar,
2012)

By incorporating incantations, recitals,
dialogues, intricate body painting, specta-
cular ensembles, elaborate gestures and
grandiose movements they convert the
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performative art into supernatural and
pietistic act. The performer undergoes
severe physiological, mental and spiritual
transformation as part of the preparatory
procedures, culminating in the formation
of an alter identity of a deity.

The formation of this alter identity is
a highly complex and elaborate process
which elates the esthesia of the performing
artist and the spectator. Theyyam combines
both the essential attributes of tribal
culture along with the fundamentals of
primeval Hindu mythologies by fostering
a metaphysical medium invoking the
deities through the ceremonial perfor-
mance in all exuberance. The process
begins with the selection of the deity or
character the artist will portray. Each
Theyyam performance is dedicated to a
specific deity or spirit and artists typically
have hereditary rights to perform particular
roles based on their caste and tradition.
The artist undergoes an elaborate transfor-
mation, donning an intricate costume and
makeup that is unique to the chosen deity
or character. The costume includes vibrant
garments, headdresses and ornaments that
represent the specific identity. The songs
of Theyyam, also called ‘Thottam’ songs
narrates the story of the character and is
sung by the performer himself which helps
him to appropriate the spirit of the deity
he is supposed to embody. The makeup,
using natural pigments, is designed to
replicate the divine or mythological figure’s
features. Before the performance, the artist
engages in spiritual preparation, which
may involve fasting, meditation and rituals
to establish a connection with the deity or
character which is vital for creating the right
mental and spiritual mindset. The artist
initiates the transformation by performing

specific rituals that invoke the presence
of the deity or spirit. This may include
chanting mantras, making offerings and
engaging in symbolic actions that represent
the deity’s attributes or legends. As the
performance progresses, the artist enters
an altered state of consciousness intensely
engrossed in the whole process as he
evolves and transcends into an ethereal
order of divine power. This state can be
induced by a combination of factors, the
artist’s mental focus, the ritual environ-
ment and the energy of the community and
the audience. This altered state allows the
artist to become one with the appropriated
identity. The artist embodies the alter
identity through changes in behavior,
movement, and expression, demeanor,
gestures, and actions which align with the
characteristics of the deity or character
they are portraying. This transformation
is meant to be both physical and spiritual.
Throughout the performance, the trans-
formed artist interacts with the community
and the audience as if they were the deity
or Supreme Being. This interaction involves
giving blessings, offering guidance, and
participating in symbolic rituals with the
belief that these actions have a direct
impact on the community’s well-being.

Theyyam can be characterized as a
frenzied dance resulting from spiritual
exhilaration or possession during which
the performer ‘becomes’ singular quote a
deity as part of an elaborate process of
identity formation : 

possession trance includes the shared
belief that such changes result from the
takeover of the body and person of the
actor by another entity- a spirit, an
ancestor, another living person or even
an animal. The self of the actor is in
abeyance and the behavior presented
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is that of the other, so that major
transformations are accepted.

(Bourguignon, 2004).

The space for the performance is set
away from the temple at the Devasthanam
(divine spot) or Kavu (groves), or in
tharavadu (ancestral homes). The artist is
required to diligently follow a complex set
of procedures beginning with the
‘deepavum thiriyum’ (lighted lamp wicks)
placed in a ‘kodiyila’(banana leaf), which
is handed to the performer through a
mediator by the Brahmin priest. This is a

symbolic act in which the poojari
[priest] invokes the God into the
lighted wicks and gives it to the
performer [and] this has to return to
the priest after the performance in the
sense that the spirit of the God is given
back. (Nambiar, 1997)

The next stage is the rendering of the
thottam song by the performer, called the
Thidangal , Varavili or Kavinarthal
involving an intense invocation of the
deity through a selected combination of
lengthy or short recitals which lasts for
four to five hours. As per the tradition, the
artist should not learn the thottam
textually, rather he should receive the text
orally and recite it continuously so that
he gradually understands the Theyyam
through the meaning of each word. The
accompanying musical instruments
include chenda, veekuchenda, elathalam
and kuzhal all of which add to the trance-
like state into which the psyche of the
performer gradually enters. The cadenced
and numinous recital of the legend of the
hero initiates the mental transition of the
performer as he psychologically visualizes
himself as the protagonist of the myth. The
performer is then costumed and made up
under a lamp light in a lengthy process

during which he mentally envisions the
power and charisma of the mythical idol
that he is being masked into. The most
sacred component of the costume, the
mudi or headdress, is finally placed on the
artist as he sits in front of the sanctum and
the audience. The decisive moment in the
process of transformation occurs when the
ornately adorned performer stares into a
mirror beholding in its reflection, the sight
of a majestic entity, the Theyyam himself.
This crucial moment of fusion, called
mukha darshanam, marks the crossing of
the line between the real identity of the
performer and his newly appropriated
alter- identity as the divine being. He is
no longer able to identify with individual
self, as he undergoes an imperceptible
psychological slip into an alternate identity.
The Theyyam dancer experiences three
states of transition: 

The dancer in Theyyam while passing
through the metaphysical experience
and getting himself possessed, traverses
through three stages; first being one of
impersonation which is the negation of
his own self... the grotesque mask gives
him a new personality, which is far
from the reality. The second stage helps
him to evolve a mental state of flight
to mystic heights before which the
dancer takes a look at the mirror which
is a meaningful ritual, indicating that
he gets convinced about the identity
of the deity (Theyyam) which he imper-
sonates. The last stage of impersonation
signifies the processed state which is
energized fully by the rhythmic
accompaniment. The whole physique
and psyche of the performer get
possessed by the mood of the character
which he impersonates. His demeanor
is not only adjusted to a special rhythm,
but also his utterances attuned to a
totally non–realistic, beyond-the-
consciousness level. (Panikar, 2012) 
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The performer transforms himself and
his body in the process of impersonating
a supernatural being. “He refashions his
self to be in the exact condition for the
deity to appear and play through his body.
His self develops into a reflexive state
through which profuse perspectives go
back and forth” (Turner, 1979). The aficio-
nados, who witness this metamorphosis,
piously look upon the performer as God
himself/ herself offering resolutions to
their misfortunes, healing their troubles
and an assurance of the omnipotent powers
of their enigmatic God. The performance
aims at making the impersonation an
authentic experience for the spectators
where symbolic stories and myths are
presented in a comprehensible and
accessible manner for the masses.

In certain forms of Theyyam, the alter
identity appropriated by the performer is
twofold. On one hand the artist undergoes
a transition into a divine form; while in
certain performances like Karichamundi
Theyyam and Muchilot Bhagavathy
Theyyam, the characters depicted by the
male performers are that of female
goddesses. The impersonation of a female
character by a male actor indicates the
multiple identities assumed during a
Theyyam performance. The actor’s psyche
appropriates the identity of the female
goddess and the nuances of her personality
along with the charisma of a transmundane
entity. It neutralizes gender disparities and
prejudices by transcending the boundaries
of gender identities and norms. Theyyam
can be understood as a social drama which
democratizes the complex socio-political
hegemonies of caste enrooted in the southern
Indian peninsula. It defies the caste
hierarchies, discrimination and imparity

that relegate mainstream religious rites
and rituals to the Brahmanical hegemony
by allowing the lower class people an
entry into the temples and its associated
rituals as Theyyam performers. The perfor-
mers are men mainly from indigenous
communities like Vannan, Panan,
Koppalan, Pulayan, Velan, Mavilan,
Chingathan, Malayan and Munnootan. In
certain forms like Devakoothu, women are
the performers. They could acquire a
representation among the higher- caste
landlords and communicate directly to
them defying all social norms in the form
of a Godly figure that is immune to prejudice
and persecution. In this performative
realm, the artist transgresses the communal
identities of caste and society. Once the
transition is achieved he is on par with the
Aryan Brahmanical cult of priests and
landlords. The Theyyam rituals are
essentially similar to the rituals practiced
by the Brahmanical system in the temples.
But during the performance there is no
caste distinction or discrimination cast on
the performer. He is seen as an incarnation
of the immortal deity who is brought to
life and to the people of the community.
They surpass the social norms and customs
with regard to gender, caste, community
and faith, none of which is limited to a
singular interpretation. The art of Theyyam
establishes a cultural platform which is
open to discourse, reflection and a shared
understanding of social reality. The alter
identities envisioned and developed
during the Theyyam performances have
multiple significance that demand further
investigation.

Conclusion :

The act of Theyyam presents a vivid
portrait of the social dynamics, familial
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relations, caste systems and beliefs of the
middle ages. It maintains a system of
social cohesion, obliterating the boundaries
of castes, gender and the human and
spiritual realms. The divine is feared and
inaccessible, mediated by selected Brah-
manical hierarchy. The form, nature and
power of Gods are expressed in narrative
dimension. The art of Theyyam brought
Gods to the common man in all its
grandeur and dynamism. As the deity does
not have a body of its own, a Sthula Sarira,
the theyyakaran becomes the medium for
its voice and spirit. Through him the God
reaches out to the woes and worries of the
ordinary people, giving solace and hope
through a firsthand experience of divinity.
The artist shifts between the multiple
identities conferred upon him as part of
the rites. As the artist transforms himself
into the divine figure, he masks his real
identity which is temporarily lost in the
performative trance of the art. The dialogue
exchanged between the ‘Deivakolam’ and
the young landlord in the movie Kanthara
“Is this the Demigod speaking? Or is it
the performer?” (Shetty, 2022) represents
the indeterminable boundaries between
the alter- identities developed by the
theyyakaran in the final stages of the
performance.
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Abstract :

This study investigates the impact of feminist-themed art on societal percep-tions
of gender and equality in Karnataka, India. The research uses a primary data approach,
involving random sampling of 200 individuals from diverse demographic backgrounds
across Karnataka. The aim is to gain a comprehensive understanding of how feminist
art influences public attitudes toward gender roles, body autonomy and social equality,
as well as the broader cultural shifts it might inspire.

Keywords :
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Feminist art, including painting, sculp-
ture, street art, digital art, and installations,
has become a powerful medium for
advocating social change. In Karnataka,
the rise of feminist perspectives within the
fine arts sector is both reflective of and
contributory to shifts in societal attitudes
about gender and identity. The study seeks
to investigate these dynamics by examin-
ing how audiences engage with feminist-
themed artworks, the emotional and
cognitive responses elicited and any
subsequent shifts in personal beliefs or
attitudes related to gender equality.

Preliminary analysis suggests that
feminist-themed art in Karnataka has
significant potential to influence gender
perceptions among the public. Many
respondents indicated that exposure to
such artworks prompted reflection on
societal norms, personal biases, and the
importance of gender equality. For some,
particularly younger participants and
women, feminist art provided a form of
validation and empowerment, reinforcing
their beliefs in social justice and equality.
However, other respondents, especially
from more traditional or conservative
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backgrounds, expressed ambivalence or
resistance, viewing feminist themes as
provocative or misaligned with cultural
values.

The study also explores how specific
aspects of feminist-themed art-such as
visual symbolism, the use of female-
centric narratives, and engagement with
topics like body positivity and social
stigma-affect viewers differently. Works
that explicitly challenge patriarchal norms,
such as those depicting empowered female
figures or critiquing gender-based violence,
often elicit strong emotional responses. Art
that celebrates body diversity and autonomy
tends to be received positively among
younger demographics and women, who
see it as a progressive representation of
femininity and self-acceptance.

Introduction :

The feminist art movement in India
is gaining momentum, with artists using
visual narratives to challenge patriarchy
and address socio-political issues. In
Karnataka, the feminist art movement is
gaining momentum, inspired by global
feminist ideals and regional contexts. This
study investigates the impact of feminist-
themed art on societal perceptions of
gender roles and equality in Karnataka,
providing insights into public engagement
with these themes and how such art shapes
discourse around gender and identity.

Feminist art addresses themes such as
body autonomy, gender-based violence,
stereotypes, and empowerment, resonate
with diverse audiences. A 2023 report by
the Arts and Culture Council found a 42%
increase in exhibitions featuring feminist
themes across India, indicating a growing
acceptance and visibility of feminist art
in both traditional and contemporary spaces.
Karnataka’s art scene is increasingly

inclusive of feminist perspectives, with
nearly one-third of exhibitions featuring
works addressing women’s rights and
identity.

However, public perceptions of feminist-
themed art remain varied and complex. A
recent survey by the National Centre for
the Arts (2022) found 55% of respondents
across urban India supported feminist art,
while 28% viewed it as provocative or
polarizing, especially among older and
rural populations. This study employs a
random sampling method with 200
individuals across Karnataka to explore
these responses further.

Background of the study :

Feminist art has been a significant
movement in challenging societal norms
and advocating for social change since the
1970s. In India, this movement has
influenced artists to address issues like
body autonomy, gender stereotypes, vio-
lence against women and representation.
Karnataka, a region with a rich cultural
heritage and diverse social fabric, has
found a unique resonance in addressing
issues such as gender-based violence, body
autonomy, and the rights of marginalized
women.

The reception of feminist art varies
across demographic groups within the
state. Urban and educated communities
may be more open to feminist perspectives,
while rural areas are often more resistant
due to conservative views on gender roles
and cultural norms. Studies indicate that
art can influence public perceptions and
attitudes, but the impact depends largely
on the cultural context in which the art is
consumed. Urban audiences in cities like
Bangalore show a greater acceptance of
feminist-themed art, associating it with
progressive values and social change.
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Conversely, audiences in smaller towns
and villages may perceive feminist themes
as disruptive or contrary to traditional
values.

Limited research has focused on how
feminist art impacts public perceptions in
Karnataka specifically. Understanding the
public’s response to feminist-themed art
in Karnataka can provide valuable insights
into the relationship between art and social
change within a specific socio-cultural
context. It can also shed light on the
potential of feminist art to bridge gaps
between progressive ideals and traditional
beliefs, influencing individuals from
different socio-economic, age, and gender
backgrounds.

This study aims to contribute to the
understanding of feminist art’s role in
shaping perceptions of gender and equality
in Karnataka by employing a primary
research approach with random sampling
of 200 individuals. The findings will
provide an empirical basis for assessing
how art influences social perspectives on
gender, the extent to which art can be a
catalyst for change, and how demographic
factors shape the acceptance or resistance
to feminist themes.

Study on Feminist Art in Karnataka

objectives :

Assessing public awareness and
understanding of feminist themes in
art.

Analyzing emotional and cognitive
responses to feminist-themed
artworks.

Examining demographic factors’
influence on attitudes towards
feminist-themed art.

Evaluating feminist art’s role as a
catalyst for social change.

Hypotheses :

Positive effect of exposure to
feminist-themed art on gender equality
attitudes.

Younger, urban and educated audie-
nces more likely to respond favorably.

Feminist-themed art elicits stronger
emotional responses among women.

Digital accessibility of feminist-
themed art enhances public awareness.

Research methodology :

This study uses a mixed-methods
research methodology to assess the influ-
ence of feminist-themed art on public
perceptions of gender and equality in
Karnataka. A random sampling method is
used to select 200 participants from diverse
demographic backgrounds, including age,
gender, education level and urban-rural
residency. Data is collected through surveys
and structured interviews, allowing for a
comprehensive analysis of attitudes and
perspectives.

The sampling design ensures inclu-
sivity across different demographics, and
the sample size balances statistical power
with logistical feasibility. The sample
includes individuals from urban and rural
areas, aged 18-65, with varying education
levels and balanced gender representation.

Data collection methods include a
structured questionnaire with Likert-scale
questions, structured interviews with a
subset of 50 participants and observational
analysis with a curated selection of
feminist-themed artworks in both physical
and digital formats. These methods allow
for a deeper exploration of emotional and
cognitive responses, as well as how personal
and cultural factors influence attitudes.
Overall, the study aims to provide a comp-
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rehensive understanding of the impact of
feminist-themed art on public perceptions
of gender and equality in Karnataka.

This research methodology aims to
provide empirical evidence on how feminist-
themed art impacts societal perceptions of
gender in Karnataka. The study uses
descriptive statistics to summarize demo-
graphic data and general responses from
the survey, while inferential statistics use
tests like the Chi-Square Test and ANOVA
to evaluate associations between catego-
rical variables and responses to feminist
art. Correlation analysis measures the
relationship between exposure to feminist-
themed art and progressive attitudes
towards gender equality.

Data analysis :

Thematic analysis uses thematic
coding to identify recurring themes in
structured interviews, such as feelings of

empowerment, empathy, resistance or
cultural conflict. NVivo software or similar
tools can be used to code and organize the
data, making it easier to extract patterns
and interpret public perceptions. Content
analysis is applied to responses regarding
specific artworks, allowing for a nuanced
understanding of emotional and cognitive
reactions.

Statistical tools and software used
include SPSS/Excel for quantitative data
management and NVivo/ATLAS.ti for
qualitative data management. Ethical
considerations include informed consent,
cultural sensitivity, and data security.
Participants are informed about the study’s
purpose, assured of confidentiality and
anonymity, and presented feminist-themed
art respectfully. Data security is ensured
through secure storage and access limited
to authorized research personnel.

Question
Response
Options

Number of
Respondents

Percentage

1. Are you familiar with the concept of
   feminist art?

Yes 124 62%

No 76 38%

2. How often have you encountered
    feminist-themed art in the past year?

Frequently
(more than

5 times)
40 20%

Occasionally (2-5 times) 76 38%

Rarely (1 time) 48 24%

Never 36 18%

Result analyses :
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3. On a scale of 1-5, how strongly do you
    believe feminist art contributes to gender
    equality awareness?

5 (Strongly
Agree) 52 26%

4 (Agree) 64 32%

3 (Neutral) 44 22%

2 (Disagree) 24 12%

1 (Strongly
Disagree)

16 8%

4. How does feminist art make you feel?

Empowered 70 35%

Uncomfortable 30 15%

Inspired 50 25%

Indifferent 40 20%

Angry 10 5%

5. Do you think feminist art challenges
    traditional gender roles effectively? Yes 140 70%

No 60 30%

6. Should feminist art be included in
    mainstream art galleries and exhibitions?

Yes 160 80%

No 40 20%

7. In your opinion, does feminist art
     contribute to social change?

Yes,
significantly

80 40%

Yes, to some
extent

60 30%

No, not
really

40
20%
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No, not at
all

20 10%

8. How would you describe the portrayal 
of women in feminist-themed art?

Empowered,
strong, and
independent

120 60%

Victimized
and

oppressed
40 20%

Neutral
portrayal

30 15%

Other (Please
specify)

10 5%

9. Do you believe that feminist-themed art
    is more influential in urban areas than
    rural areas?

Yes 130 65%

No 70 35%

10. Do you think social media has made 
feminist art more accessible and

      influential?

Yes 150 75%

No 50 25%

The study reveals that 62% of respon-
dents in Karnataka are familiar with
feminist art, indicating a moderate level
of awareness. Most encounter feminist-
themed art occasionally, suggesting that
it is becoming more visible but not yet
ubiquitous. A large portion (58%) agree
that feminist art contributes to gender
equality awareness, with only a small
minority (20%) disagreeing. Emotionally,

35% or 25% of respondents feel empowered
or inspired by feminist art, with fewer
reporting discomfort or indifference. 70%
believe that feminist art effectively
challenges traditional gender roles. The
majority (80%) support mainstream
inclusion of feminist art in mainstream
galleries. 70% believe that feminist art
contributes to social change, with 40%
seeing it as having a significant impact.
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Most respondents see women in feminist
art as empowered and strong, reflecting
the positive and transformative messages
conveyed through such artworks. A higher
number of urban respondents believe
feminist art is more influential in urban
areas.

Recommendations :

The study suggests several recommen-
dations to increase awareness and education
about feminist art. 38% of respondents are
unfamiliar with feminist art, indicating a
need for increased educational initiatives
and campaigns. Art institutions, galleries,
and community programs should actively
introduce feminist-themed art to the public,
particularly in rural and underserved areas.
Expanding exposure to rural areas through
travel exhibitions, workshops and commu-
nity centers could help increase exposure
to feminist art.

Art institutions should foster an inclu-
sive environment, with 80% of respondents
supporting inclusion in mainstream galleries.
Art galleries should provide platforms for
open dialogue, addressing discomforts
and promoting understanding. Social
media can be utilized to reach a broader
audience and foster discussion around
feminist art.

Lastly, local government and non-
governmental organizations should support
initiatives promoting gender equality through
art, including funding and showcasing
feminist artists. These recommendations
aim to bridge the gap between the positive
correlation between feminist art and social
change and promote a more inclusive and
diverse art scene.

Conclusion :

This study demonstrates that feminist-
themed art has made significant inroads
into public consciousness in Karnataka,
particularly in urban areas. The majority
of respondents recognize its contribution
to gender equality awareness, and many
believe it challenges traditional gender
roles effectively. While there is some
discomfort and indifference among certain
groups, the general consensus is positive,
with high support for the inclusion of
feminist art in mainstream art spaces.

The findings indicate that feminist art
plays a vital role in shaping cultural
perceptions of gender, contributing to the
ongoing social discourse on equality and
women’s rights. Moving forward, it is
crucial to expand the reach of feminist art
to rural areas, increase public education
and engagement, and leverage digital
platforms to amplify its impact. Through
these efforts, feminist art can continue to
play an important role in fostering social
change and promoting gender equality in
Karnataka and beyond.
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kele&ceeve meceÙe ceW mebieerle efMe#ee, efMe#eCe, mebmLeeÙeW Deewj Iejeves
Skeâ meceer#eelcekeâ DeOÙeÙeve

[e@. cecelee Ùeeoke
Deefmemšsvš Øeesheâsmej, mebieerle efkeYeeie

ieg®kegâ} keâeBieÌ[er mece efkeÕeefkeÅee}Ùe, nefjÉej

meejebMe :

kele&ceeve meceÙe ceW mebieerle, efMe#ee, efMe#eCe mebmLeeSB Deewj IejeveeW keâer efmLeefle Skeâ cenlkehetCe& meebmke=âeflekeâ
Oejesnj kesâ ™he ceW osKeer peeleer nw~ YeejleerÙe Meem$eerÙe mebieerle keâer yeele keâjW, lees Ùen oes ØecegKe ™heeW ceW yeBše ngDee
nw - efnbogmleeveer Deewj keâvee&škeâ mebieerle~ oesveeW ner ™heeW ceW Deveskeâ IejeveeW keâer hejbhejeSB nQ, pees Deheves efkeefMe<š
Mewef}ÙeeW kesâ ef}S Øeefmeæ nQ~ ne}ebefkeâ, DeeOegefvekeâ oewj ceW IejeveeW keâe ØeYeeke LeesÌ[e keâce ngDee nw keäÙeeWefkeâ efMe#ee
Deewj ØeefMe#eCe kesâ meeOeveeW ceW efkemleej ngDee nw~

efMe#ee keâer Âef<š mes, mebieerle kesâ #es$e ceW Deye heejbheefjkeâ ieg®-efMe<Ùe hejbheje kesâ meeLe-meeLe mebieerle efkeÅee}ÙeeW,
efkeÕeefkeÅee}ÙeeW Deewj Dee@ve}eFve h}sšheâeceeX keâe GheÙeesie yeÌ{e nw~ keâF& efkeÕeefkeÅee}Ùe mebieerle ceW ef[«eer hee"Ÿe›eâce
Øeoeve keâjles nQ, efpememes Ùegkee heerÌ{er keâes Meem$eerÙe Deewj DeeOegefvekeâ mebieerle kesâ Mewef#ekeâ Deewj kÙeekeneefjkeâ %eeve oesveeW
keâe efkekeâeme nes jne nw~ Fve hee"Ÿe›eâceeW ceW jeie, lee}, ieeÙeve, keeove, Deewj mebieerle Fefleneme keâer ienve efMe#ee oer
peeleer nw~

keneR, efMe#eCe mebmLeeSB pewmes YeejleerÙe mebieerle veešŸe Dekeâeoceer, ØeeÛeerve keâ}e kesâbõ Deewj efkeefYeVe mebieerle
efkeÕeefkeÅee}Ùe Meem$eerÙe mebieerle keâes mebjef#ele keâjves Deewj Gmekeâer efMe#ee osves ceW cenlkehetCe& Yetefcekeâe efveYee jner nQ~
Ùen mebmLeeSB ve kesâke} heejbheefjkeâ mebieerle keâes efmeKeeleer nQ yeefukeâ Fmes veF& lekeâveerkeâeW Deewj meeOeveeW kesâ meeLe
meceeÙeesefpele Yeer keâjleer nQ~ DeeOegefvekeâ ef[efpeš} meeOeveeW ves mebieerle keâes Deewj DeefOekeâ meg}Ye yeveeÙee nw, efpememes
Úe$eeW keâes osMe-efkeosMe ceW keâneR mes Yeer ØeefMe#eCe Øeehle keâjves keâe Dekemej efce} jne nw~

ne}ebefkeâ, IejeveeW keâer efkeefMe<šlee Deewj Gvekeâe Ùeesieoeve DeYeer Yeer cenlkehetCe& nw, hejbleg Deye mebieerle keâe mke™he
DeefOekeâ meceekesMeer nes ieÙee nw~ Deepekeâ} keâF& keâ}ekeâej efkeefYeVe IejeveeW Deewj Mewef}ÙeeW keâe efceßeCe keâj Skeâ veF&
Oeeje keâe efvecee&Ce keâj jns nQ~ Fme Øekeâej, mebieerle keâer efMe#ee Deewj Gmekeâe Øemeej Deye DeefOekeâ kÙeehekeâ nes ieÙee
nw, efpememes hejbheje Deewj vekeeÛeej keâe mebleg}ve yevee ngDee nw~

cegKÙe Meyo :

mebieerle, Iejevee, ieg® efMe<Ùe hejbheje, efMe#ee, ØeCee}er
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efMe#ee Deewj Iejeves :

efMe#ee Deewj Iejeves oes cenlkehetCe& hen}t nw, pees
efkeâmeer Yeer hejcheje, keâ}e Ùee mebieerle keâer ienvelee Deewj
efkeefkeOelee keâes heefjYeeef<ele keâjles nQ~ Fve oesveeW keâe mecyevOe
Gme efkeMes<e #es$e keâer heæefle, mebmke=âefle Deewj hejchejeDeeW
mes neslee nw~ efMe#ee keâe DeLe& nw %eeve, keâewMe}, cetuÙeeW
Deewj DeeoleeW keâe nmleevlejCe~ Ùen DeewheÛeeefjkeâ Deewj
DeveewheÛeeefjkeâ oesveeW lejerkeâeW mes nes mekeâlee nw~ efMe#ee
keâe ØecegKe GösMÙe kÙeefòeâiele Deewj meeceeefpekeâ efkekeâeme
kesâ ef}S DeekeMÙekeâ %eeve Deewj #ecelee Øeoeve keâjvee nw~
FmeceW peerkeve keâewMe}, kewÛeeefjkeâ mecePe Deewj veweflekeâ
cetuÙeeW keâes efkekeâefmele keâjvee Meeefce} neslee nw~

Yeejle ceW efMe#ee keâer ØeeÛeerve ØeCeeef}ÙeeW ceW ieg®kegâ}
ØeCee}er keâe efkeMes<e mLeeve Lee, peneB efkeÅeeLeer& Deheves
ieg® kesâ Deeßece ceW jnkeâj %eeve Øeehle keâjles Les~ kele&ceeve
ceW, efMe#ee ØeCee}er DeeOegefvekeâ hee"Ÿe›eâceeW Deewj efkeefOeÙeeW
hej DeeOeeefjle nw, efpemeceW ØeeFcejer mes }skeâj GÛÛe
efMe#ee lekeâ keâF& mlej nesles nQ~ efMe#ee kÙeefòeâ kesâ yeewefækeâ,
ceeveefmekeâ Deewj veweflekeâ efkekeâeme ceW ceoo keâjleer nw~
Fmekesâ ceeOÙece mes kÙeefòeâ efkeefYeVe efke<eÙeeW ceW %eeve Øeehle
keâjlee nw Deewj meceepe ceW mekeâejelcekeâ Ùeesieoeve osves
ÙeesiÙe yevelee nw~

mebieerle efMe#ee YeejleerÙe Meem$eerÙe mebieerle ceW Skeâ
cenlkehetCe& hen}t nw~ pees ieg®-efMe<Ùe hejcheje kesâ ceeOÙece
mes heerefÌ{ÙeeW mes Ûe}er Dee jner nw~ Ùen efMe#ee Skeâ ieg®
(mebieerle efMe#ekeâ) kesâ ceeie&oMe&ve ceW efMeuhe keâes oer peeleer
nw~ mebieerle efMe#ee ceW mkej, lee}, jeie Deewj Dee}ehe
pewmeer DekeOeejCeeDeeW keâe DeOÙeÙeve efkeâÙee peelee nw, pees
Meem$eerÙe mebieerle kesâ cet} lelke nQ~ Meem$eerÙe mebieerle
meerKeves kesâ efMe<Ùe keâes Meejerefjkeâ Deewj ceeveefmekeâ DevegMeemeve
kesâ meeLe-meeLe OewÙe& Deewj mecehe&Ce keâer DeekeMÙekeâlee
nesleer nw~

mebieerle Skeâ Ssmeer efkeOee nw pees ceeveke peerkeve ceW
meewvoÙe&, Yeekeveelcekeâ DeefYekÙeefòeâ Deewj meebmke=âeflekeâ Oejesnj
keâe ØeefleefveefOelke keâjleer nw~ YeejleerÙe hejcheje ceW mebieerle

keâe mLeeve DeefÉleerÙe nw Deewj Fmekeâe Meem$eerÙe mke™he
efkeMes<e ™he mes cenlkehetCe& nw~ kele&ceeve meceÙe ceW mebieerle
efMe#ee, Gmekesâ efkeefYeVe Øekeâej, mebmLeeSB Deewj mebieerle
IejeveeW keâer Yetefcekeâe hej ÛeÛee& keâjvee pe™jer nw keäÙeeWefkeâ
Ùes meYeer mebieerle keâer GVeefle Deewj Fmekesâ mebj#eCe ceW
Dence Ùeesieoeve osles nQ~

mebieerle Deewj Iejeves :

Yeejle ceW mebieerle keâes ØeejcYe mes ner veeo-yeÇÿe
DeLee&led hejceelcee kesâ ™he ceW osKee ieÙee nw~ keso leLee
hegjeCeeW keâe %eeve MeleeefyoÙeeW lekeâ ieg® IejeveeW kesâ ceeOÙece
mes ner heerÌ{er oj heerÌ{er Debleefjle neslee jne nw~ Fme keâe}
KeC[ ceW meeefnlÙe Deewj mebieerle meceefvkele ™he mes meeLe-
meeLe Ûe}les jns~ kesoeW ceW pees efkeYeepeve ngDee GmeceW iesÙe
lelke keâe Yeer ØecegKe Ùeesieoeve }ef#ele neslee nw~ meecekeso
kesâ GÛÛeejCe ceW iesÙe lelke meyemes DeefOekeâ nw, peyeefkeâ
DeLeke&keso ceW meyemes keâce~ yengle meer $e+ÛeeÙeW lees meYeer
kesoeW ceW meceeve ™he mes meefcceef}le nw kesâke} Gvekesâ
Okeefve keâer DeeIeele heæefle ceW Deblej nw Deewj Ùen Deblej
iesÙe lelke hej DeeOeeefjle nw~

mebieerle Meem$e keâer Glheefòe ‘meecekeso’ mes ceeveer ieF&
nw~ $e+ikeso ceW leerve mkejeW keâe Deefmlelke nw- Goeòe,
Devegoeòe Deewj mkeefjle Deewj meecekeso ceW meele mkejeW keâe~

GheÙe&gòeâ DeeOeej hej nce Meem$eerÙe mebieerle kesâ efkekeâeme
keâer keâuhevee efvecveevegmeej keâj mekeâles nQ~ hejbheje mes Ûe}s
DeeÙes meecekeso kesâ ieeÙekeâeW ves Fve meele mkejeW keâe
efkekeâeme keâj Gvekeâe yeejn mkejeW ceW efkeYeepeve efkeâÙee
nesiee~ Fmeer kesâ meeLe kewefokeâ Meyoeke}er keâe pevemeeceevÙe
keâer hengBÛe kesâ yeenj heekeâj Fve meeOekeâeW ves kesoeW keâer ner
Yeekevee kesâ Devegkeât} mebmke=âle Yee<ee ceW keâekÙe-jÛevee
keâjkesâ GvnW mkej-lee} yeæ efkeâÙee nesiee DeLekee DevÙe
$e+ef<eÙeeW Éeje jefÛele hegjeCe keâekÙeeW keâes Fve mkejeW ceW
yeebOee nesiee~ hejceelce-efÛevleve DeLekee Yeefòeâ ceW levceÙelee
DeefvekeeÙe& lelke nw Deewj peye meeOekeâeW ves heeÙee nesiee efkeâ
efkeefYeVe Øekeâej keâer mkej-Ùeespevee leLee }Ùe-yeælee levceÙelee
ceW efkeMes<e meneÙekeâ nesleer nw lees GvneWves Fvekesâ efkekeâeme
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kesâ ef}Ùes Deewj ØeÙeeme efkeâÙes neWies~ FvneR ØeÙeemeeW keâer
heefjCeefle mebieerle kesâ he=Lekeâ Meem$e kesâ ™he ceW ngF& nesieer~
}esieeW lekeâ hengBÛeeves keâer Âef<š mes ieerleeW keâer Yee<ee Yeer
mebmke=âle mes nesleer ngF& efkeefYeVe peve-Yee<eeDeeW kesâ ™he ceW
Deeleer ieF& nesieer~

Fme }byeer DekeefOe kesâ oewjeve mebieerle Meem$e keâe
ØeejbefYekeâ efkekeâeme ngDee nesiee leLee Skeâ efkeMes<e mlej hej
Deeves kesâ yeeo Gmes Meem$e kesâ ™he ceW ØeLekeâ ceevÙelee
Øeehle ngF& nesieer~ ØeejbYe ceW mebieerle efveefMÛele ner hejceelce
efÛebleve leLee F&Õej-Yeefòeâ mes pegÌ[e jne nesiee, yeeo ceW
mebYekele: ieesheer ke=â<Ce }er}eDeeW leLee jece-efkekeen Deeefo
kesâ ceeOÙece mes FmeceW ße=bieej ves ØekesMe ef}Ùee nesiee~
›eâceMe: Ùen Meem$e Deheveer ØeejbefYekeâlee mes efkekeâefmele
neslee ngDee hetCee&kemLee keâes Øeehle ngDee nesiee~

YeejleerÙe memke=âefle kesâ meYeer DeeÙeece Deepe mes
npeejeW ke<e& hetke& efkekeâefmele ngS~ mebmeej DeeMÛeÙe& Ûeefkeâle
nw efkeâ Gme Ùegie ceW Deekeeieceve DeLekee mebÛeej-kÙekemLee
keâe }ieYeie DeYeeke nesles ngS Yeer, Ùes meYeer DeeÙeece
osMe ceW Gòej mes oef#eCe leLee hetke& mes heefMÛece lekeâ keâwmes
heâw} ieÙes~ Ùener veneR lees osMe kesâ yeenj Yeer Fvekeâe
ØeÛeej-Øemeej ngDee~ jece, ke=â<Ce, efMeke Deewj Meefòeâ kesâ
Øeefle ßeæe Yeeke megotj yeveebÛe}eW lekeâ Deepe Yeer De#egCCe
nw~ Fmekeâe meeje ßesÙe nceejs meeOeg-mevle mebvÙeeefmeÙeeW
Deewj heefjyeÇepekeâeW keâes nw pees mkeÙeb mebmeej mes efkejòeâ nesles
ngS Yeer }eskeâ-keâuÙeeCeeLe& mecemle Yeejle ceW efvejblej
YeÇceCe keâjles jnles Les~ Gmeer keâe} ceW mebieerle-Meem$e Yeer
Fmeer ceeOÙece mes ÛeejeW efoMeeDeeW ceW heâw}keâj nceejer
mebmke=âefle keâe DeefkeYeepÙe Debie yeve ieÙee~

efkeâmeer Yeer peerefkele Meem$e keâe ieefleMeer}lee DeefkeYeepÙe
Debie neslee nw~ mebieerle kesâ efkekeâeme-keâe} ceW efpeve ØeefleYee
mecheVe mebieerle ØesefceÙeeW ves mebieerle kesâ Øeefle Dehevee mecehe&Ce
efkeâÙee, GvneWves ve kesâke} Fmekesâ ØeÛeej-Øemeej keâes Deheves
peerkeve keâe GösMÙe yeveeÙee, Deefheleg Deheveer ØeefleYee kesâ
DeeOeej hej Fmes kegâÚ efkeefMe<š mke™he Yeer efoÙee~ yeme
Ùes ner mebieerle kesâ Øeefle meceefhe&le efkeYetefleÙeeb Gve efkeefMe<šlee

hetCe& heæefleÙeeW kesâ mebmLeehekeâ yeve ieÙes~ Deeies Ûe}keâj
Ùes ner heæefleÙeeb efkeefMe<š IejeveeW kesâ veece mes peeveer ieF&~

Fme meejs efkeM}s<eCe keâe GösMÙe %eeve leLee efMe#ee
keâe keemleefkekeâ mke™he Skeb Øemeej ceW ieg™kegâ}, Iejeves
DeLekee hewle=keâ hejbheje keâe cenòke efoioefMe&le keâjvee nw~

IejeveeW keâer efMe#ee :

Ùen mener nw efkeâ Iejevee kesâ Debleie&le pees efMe#eCe
neslee nw GmeceW Ye}s ner meceÙe DeefOekeâ }ielee nw, efkeâvleg
ieeÙekeâer keâer heefjhekeäkelee leLee meheâ} cebÛe-ØeoMe&ve Øemlegle
keâjvee FlÙeeefo kegâMe}lee hetke&keâ efmeKeeÙee peelee nw~
efkeâvleg Ùen Yeer nw efkeâ DelÙeble keâÌ[s DevegMeemeve kesâ Ûe}les
efkeÅeeLeer& keâes efkeâvneR DeeMebkeâeDeeW kesâ efvejekeâjCe nsleg
ØeMve hetÚves keâer Útš ve jnves mes efMe#eeLeer& keâer efMe#ee,
DeOetjer Skeb G}PeveeW mes Yejer nesleer Leer~ kesâke} 'Keeveoeveer'
Ùee 'nceejs Iejeves ceW Ssmee neslee nw' keânkeâj melÙe yeele
keâes Peg"}eÙee veneR pee mekeâlee~ YeejleerÙe mkemLe hejcheje
lees Ùen nw efkeâ efkeÅeeLeer& Deheveer MebkeâeDeeW keâes ieg™ kesâ
meeceves Øekeâš keâj mekeâlee nw Deewj ieg™ efMe<Ùe kesâ ØeMveeW
keâe meceeOeeve keâjves keâe hetje ØeÙelve keâjlee nw Deewj Ùeefo
efkeâmeer ØeMve keâe meceeOeeve ieg™ keâjves ceW meceLe& veneR nw
lees ken Gmes DevÙe efkeâmeer efkeÉeve mes Mebkeâe keâe meceeOeeve
keâjves nsleg Øesefjle keâjlee nw~

Fmeeref}Ùes efveÙegefòeâÙeeW nsleg mee#eelkeâej kesâ meceÙe
efkeMes<e%eeW Éeje hetÚs ieÙes ØeMveeW keâe meceeOeeve DeefOekeâebMe
IejeveeW mes efvekeâ}s kÙeefòeâ veneR keâj heeles nQ Deewj Ssmes ner
kÙeefòeâ mebmLeeDeeW ceW efveÙegòeâ nesves hej efkeÅeeefLe&ÙeeW kesâ
ØeMveeW mes Ùee lees yeÛevee Ûeenles nQ Ùee Iejevee Deewj Keeveoeve
kesâ veece hej Ûeghe keâjeves keâe Demeheâ} ØeÙeeme keâjles jnles
nQ~ IejeveeW ceW keâesF& hee"Ÿe›eâce ve nesves leLee efMe#eCe
DeefveÙeefcele nesves kesâ keâejCe efMe#eeLeer& keâe Yeefke<Ùe DeefveefMÛeÙe
Skeb mebefoiOeekemLee kesâ yeerÛe Pet}lee jnlee nw~

efMe#eCe mebmLeeDeeW Éeje mebieerle efMe#ee :

otmejer Deesj mebmLeeDeeW Éeje mebieerle efMe#eCe ceW Yeer
kegâÚ DeÛÚeF& nw lees kegâÚ yegjeF& Yeer~ DeÛÚeF& Ùen nw
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efkeâ nceW efveefMÛele DekeefOe ceW efkeefYeVe jeieeW, efkeefYeVe
efmeæebleeW, efkeefYeVe Mewef}ÙeeW, efkeefYeVe IejeveeW keâer yebefoMeeW,
Mewef}ÙeeW keâer efkeMes<eleeDeeW, efkeefYeVe Øekeâej kesâ celeeW,
efkeefYeVe efkeÉeveeW Éeje ef}efKele hegmlekeâeW keâe DeOÙeÙeve,
efkeefYeVe ieg™DeeW DeLekee efkeâmeer Skeâ ieg™ kesâ Devleie&le
meerKeves keâe megDekemej Deheveer Øeke=âefle leLee Deheveer ™efÛe
kesâ Devegmeej Mew}er ke ieeÙekeâer meerKeves keâe megDekemej
Øeehle neslee nw~ pees IejeveeW ceW keâce mebYeke nes heelee nw~
}sefkeâve Ùen Yeer melÙe nw efkeâ yengle keâce Ssmeer mebmLeeÙeW
nQ peneB Ghejesòeâ Øekeâej keâer meYeer megefkeOeeÙeW Øeehle nes
mekesâb~ GefÛele efMe#ekeâ ve efce} heeves, meceÙe keâer yeeOÙelee,
efkemle=le hee"Ÿe›eâce keâes hetCe& keâjves kesâ yeesPe, hejer#eeÙeW
GòeerCe& keâjves keâer yeeOÙelee Skeb efveOee&efjle ØeefleMele Debkeâes
kesâ Øeehle ve nesves kesâ keâejCe keebefÚle Øeieefle ™keâ peeleer
nw Ùee Deheefjhekeäke jn peeleer nw~ DeÙeesiÙe efMe#ekeâeW Éeje
efMe#eCe, DeefveÙeefcele keâ#eeDeeW leLee Deehemeer KeeRÛeleeve
keâer jepeveerefle kesâ keâejCe mebmLeeDeeW keâer Skeb efMe#ekeâ keâer
ieefjcee Ieš jner nw~ efMe#ekeâ kesâ GefÛele DeeÛejCe ve nesves
mes efMe<Ùe mecegoeÙe ceW Yeer DevegMeemevenervelee mebieerle kesâ
GlLeeve ceW yeeOekeâ yeve jner nw~

mebieerle efke<eÙe keâer efkeMes<elee :

mebieerle efke<eÙe keâer hen}er efkeMes<elee Ùen nw efkeâ
meerKeves-efmeKeeves ceW efMe#ekeâ Deewj Úe$e oesveeW ceW Skeâ
efkeMes<e ØeefleYee, efkeMes<e #ecelee leLee efkeMes<e ®efÛe keâer
DeekeMÙekeâlee nesleer nw pees meeceevÙeleÙee meg}Ye veneR
otmejs Fme efMe#ee mes DeLe& Øeeefhle keâer mebYeekeveeÙes yengle
keâce-veieCÙe nw~ leermejs Fmekeâe mke™he hetCe&le: kÙekeneefjkeâ
nw-DeewheÛeeefjkeâlee keâer iegbpeeFMe FmeceW yengle keâce nw~

ve=lÙe, mebieerle, efÛe$ekeâ}e Deeefo keâ}e-efke<eÙeeW kesâ
oes he#e nesles nQ (1) Øemlegefle (2) Deveg«enCe (ßekeCe
DeLekee oMe&ve), mebieerle ceW ®efÛe jKeveskee}s kesâ Yeer oes
keie& nQ~ (1) ieeÙekeâ leLee (2) ßeeslee~ ßeeslee keie& ceW Yeer
meieerle kesâ Øeefle ™efÛe leLee Skeâ meercee lekeâ Gmekeâer
cece&%elee lees DeekeMÙekeâ nesleer nw~ hejbleg ieeÙekeâ ceW lees
Fve oesveeW iegCeeW kesâ meeLe-meeLe Deheves Okeefve Ùeb$e keâes

efveÙebef$ele keâjves keâer efkeMes<e #ecelee DeefvekeeÙe& nw~ Ùen
#ecelee meeceevÙeleÙee mkeYeeefkekeâ leLee F&Õej Øeoòe jnleer
nw~ DeYÙeeme }ieve leLee DeOÙekemeeÙe Éeje Fme #ecelee
keâes efkekeâefmele efkeâÙee pee mekeâlee nw efkeâbleg Gmekeâer Deheveer
meerceeÙeW nQ~ Fmeeref}Ùes mebieerle keâe cece& ve peeveves kee}s
}esie Yeer Ûeesšer kesâ leÙes ngS ieeÙekeâeW ceW mes efkeâmeer
efkeefMe<š ieeÙekeâ keâes megvevee ner hemebo keâjles nw~ leLeeefhe
mebieerle keâes efmeæ keâjves kesâ ef}Ùes mecehe&Ce, }ieve leLee
meeOevee lees nj ieeÙekeâ keâes DeefvekeeÙe& nw~

mebieerle-efMe#ee ceW IejeveeW leLee efMe#eCe mebmLeeDeeW
keâe Deblej :

Ùegie keâe heefjCeece lees nj kÙeefòeâ leLee mebmLee hej
heÌ[lee nw mkeeYeeefkekeâ nw efkeâ mebieerle-IejeveeW ceW mebieerle
leLee mebieerle efMe#ee kesâ Øeefle pees mecehe&Ce Yeeke hetke& ceW
Lee, GmeceW Deye ken meIevelee veneR jner~ efheâj Yeer Deepe
IejevesoejeW keâes Deheves Iejeves kesâ Gmeves leLee Øeefle…e keâe
OÙeeve jnlee ner nw Dele: efveefMÛele ner Fve IejeveeW kesâ
ceeOÙece mes efMe#ee Øeehle ieeÙekeâeW keâe Skeâ efkeefMe<š mlej
jnlee nw~ peyeefkeâ efMe#ee mebmLeeDeeW keâer efMe#ee heæefle ceW
DeewheÛeeefjkeâlee keâer ØeOeevelee nesves kesâ keâejCe Fvekeâe
cegKÙe GösMÙe hejer#ee heeme keâjevee leLee ØeceeCe-he$e
efo}kee osvee cee$e jnlee nw~ Dele: Fve efkeÅee}ÙeeW mes
efvekeâ}s ngS Úe$e ØeeÙe: ner mebieerle kesâ kÙekeneefjkeâ he#e
ceW mlejerÙe veneR jnles~ (Dehekeeo nj peien nesles nQ~)
mebieerle keâe pees cegKÙe }#Ùe nw mkele: keâer leu}ervelee kesâ
meeLe meeLe ßeesleeDeeW keâe Yeer Deebleefjkeâ Deevevo leLee
leu}ervelee Øeoeve keâjvee, ken #ecelee DeefOekeâebMele IejeveeW
mes efvekeâ}s ngS ieeÙekeâeW ceW ner nesleer nw~

Deepe kesâ DeLe&-ØeOeeve Ùegie ceW IejeveeW keâer Deheveer
mecemÙeeÙeW nQ~ keâesF& Yeer DeÛÚe mes DeÛÚe ieeÙekeâ-kegâÚ
Meer<e& mLeeve hej yew"s ngDeeW keâes ÚesÌ[keâj Deheveer ieeÙeve
keâ}e kesâ ceeOÙece mes Dehevee leLee Deheves heefjkeej keâe
ÛeefjleeLe& Ûe}e mekesâ Ùen lees Deepe mebYeke veneR nw~
IejeveeW keâe GlLeeve lees jpekeeÌ[eW kesâ meceÙe ngDee Lee,
peye efkeâ FvnW jepÙeeßeÙe Øeehle Lee~ keemleke ceW mebieerle
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keâ}e lees mebmke=âefle keâe DeefkeYeepÙe Debie nw Deewj Fmeer
veeles ken mechetCe& je<š^ keâer mebheefle nw, Fme veeles ner
ØeeÛeerve keâe} ceW jepeeDeeW Éeje Fmekeâe meebieesheebie leLee
mebj#eCe neslee Lee~ Deepe Ùes Iejeves Ghesef#ele nw Deewj
efmLeefle Ùen nes ieF& nw efkeâ efkeefYeVe IejeveeW mes mebyebefOele
DeÛÚs ieeÙekeâ Yeer Ùee lees efkeâmeer mebieerle efkeÅee}Ùe ceW
DeOÙeehekeâ nes ieÙes nQ Deewj Ùee efheâj mkeÙeb Dehevee
efkeÅee}Ùe Ûe}eves keâes cepeyetj nes ieÙes nQ~

GheeÙe :

Fve mecemÙeeDeeW kesâ efvekeejCeeLe& cesjer Âef<š ceW
mebieerle keâer heerÌ[e keâes DevegYeke keâjveskee}s GheemekeâeW leLee
Gmekesâ Øeefle keemleefkekeâ ®efÛe jKeveskee}s mebkesoveMeer} -
ßeesleeDeeW keâes Fme efoMee ceW peveeboes}ve nsleg mebkeâuhe }sves
keâer DeekeMÙekeâlee nw~ Deepe kesâ Ùegie keâer meYeer Øekeâej keâer
mecemÙeeÙeW mebie"ve kesâ ceeOÙece mes ner meg}Peleer nw~
mebieerle kesâ #es$e ceW efkeefYeVe mlejeW hej mebie"ve KeÌ[s keâjves
keâer DeekeMÙekeâlee nw~ meeLe ner DeefKe} YeejleerÙe mlej
hej Yeer Skeâ efkeMee} MeefòeâMee}er mebie"ve keâer DeekeMÙekeâlee
nw Ùen mebie"ve Deeboes}veelcekeâ Yeer nesiee Deewj jÛeveelcekeâ
Yeer (peneb Skeâ Deesj Ùen peve-peeiejCe kesâ ceeOÙece mes
mebieerle keâes YeeQ[sheve mes efvekeâe}keâj meg®efÛehetCe& yeveeves
keâe ØeÙeeme keâjsiee keneR otmejer Deesj Meemeve keâes mebieerle
kesâ Øeefle Dehevee keâle&kÙe efvekee&n keâjves keâes yeeOÙe keâjsiee~
Deheves ØeejbefYekeâ keâe} mes ner mebmke=âefle kesâ Skeâ cenòkehetCe&
DeeÙeece kesâ veeles mebieerle keâes Yeejle ceW jepÙeeßeÙe Øeehle
neslee Dee jne nw Deepe Yeer Fmekeâe mebj#eCe keâjvee
Meemeve keâe keâle&kÙe nw leLeeefhe Ùen keâeÙe& kesâke} ceebie
jKeves mes ner veneR nesiee~ Fme nsleg peve peeiejCe kesâ
ceeOÙece mes Skeâ peve-Meefòeâ keâe efvecee&Ce keâjvee nesiee,
leYeer Ùen og™n keâeÙe& mebYeke nes mekesâiee~ Fme nsleg
mebieerle%e leLee mebieerle Øesceer oesveeW ner keieeX keâes Skeâ pegš
neskeâj ØeceeefCekeâlee mes efvejblej ØeÙeeme keâjves neWies~

efve<keâ<e& :

GheÙe&gòeâ efkeM}s<eCe kesâ DeeOeej hej efvecveef}efKele
efve<keâ<e& efvekeâe}s pee mekeâles nQ :

1) mebieerle keâ}e YeejleerÙe mebmke=âefle keâer ØeeÛeervelece
OejesnjeW ceW mes Skeâ nw~ DeeOÙeeeflcekeâlee YeejleerÙe
mebmke=âefle leLee efÛevleve keâer Deheveer henÛeeve nw
Deewj ØeejbYe mes mebieerle keâe meerOee mebyebOe DeeOÙeeeflcekeâ
leLee Deelceeslkeâ<e& ceW jne nw Ùen nceejer je<š^erÙelee
keâe DeefkeYeepÙe Debie nw~

2) meefoÙeeW lekeâ mebieerle keâ}e IejeveeW kesâ ceeOÙece mes
efkekeâefmele, hegefMÛele leLee heu}efkele neskeâj heerÌ{er
oj heerÌ{er nmleevleefjle nesleer jner~ keâe}eveej ceW
heefjefmLeefleÙeeW kesâ heefjCeece mke™he Fmekesâ yeenÙe
mke™he ceW Devlej DeeÙee, leLeeefhe Fmekeâer Deelcee
leLee Øeke=âefle Deveg<Ce jner~

3) DeeOegefvekeâ mebmke=âefle kesâ heefjCeece mke™he Ùes mebieerle
Oejeves Oeerjs Oeerjs efyeKejves }ies~ mebieerle keâer efMe#ee
keâes Yeer DevÙe keâer lejn DeewheÛeeefjkeâ mke™he Øeehle
ngDee~ Fmekesâ keâejCe mebieerle keâe mlej yegjer lejn
ØeYeeefkele neslee ieÙee~ Deye Ùen kesâke} ceveesjbpeve
keâe meeOeve yeve ieÙee nw~

4) efmevescee leLee otjoMe&ve mebmke=âefòeâÙeeW ves mebieerle keâes
Deewj Yeer DeefOekeâ heleve keâer Deesj {}siee~ Deye
Ùen kesâke} DeLe& Øeeefhle keâe meeOeve yevekeâj jn
ieÙee nw~ FmeceW Deye Yeew"sheve leLee heâtnÌ[heve leLee
leceeMeyeerveer nesleer pee jner nw~ (ÙeneR efmLeefle DevÙe
keâ}eDeeW keâer Yeer nw~

5) mebieerle keâes Fme heleve kesâ iele& mes efvekeâe}ves keâe
ØeÙeeme keâjvee nj je<š^-Øesceer leLee je<š^eefYeceeveer
keâe ØeeLeefcekeâ keâle&kÙe nw~ efkeMes<ekeâj mebieerle%eer
leLee mebieerleØesefceÙeeW keâe~

6) Fme keâle&kÙe keâe efvekee&n keâjves kesâ ef}Ùes je<š^erÙe
mlej hej peve-peeiejCe keâer DeekeÙeMkeâlee nw Fme
nsleg jÛeveelcekeâ leLee Deeboes}veelcekeâ oesveeW Øekeâej
kesâ ØeÙeeme nesvee ÛeeefnÙes~

7) Fme mebiees…er kesâ ceeOÙece mes Fme ceneve ØeÙeeme keâe
ØeejbYe nes mekesâ lees Ùen Fme mebiees…er keâer meheâ}lee
keâe Skeâ meye} ØeceeCe nesiee~
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Fairy like Feminist Culture in Music: The
Emergence of a new genre and the creation of
a proactive women-only space, through socio-

cultural and ethnic tremor in the gendered
realms of Musicology

Meena Shanker Dr. S Kalamani
Research Scholar, Department of English Professor, Department of English
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Abstract :

This paper is an insight into how feminist music culture rooted in musicology in
general, and ethnomusicology in particular, views women’s music as a manifestation
of art, society, culture, class, gender, ideology and aesthetics by redefining subjectivity
and reflexivity in feminist musicology to craft a fairy like feminist music culture that
empowers women in the realms of music. The paper aims to encourage the
representation of the feminine, feminist and female in art, life, music and culture to
contest patriarchal categories and stereotypes and expresses the need to redefine the
fact, that the concept of femme fatale, the androgyne, the ‘petite lassie’, the mother
figure and the temperamental diva are all contemporary icons of feminine performance
both visually and sonically to celebrate the diversity of women’s music. Through a
feminist theoretical lens, the paper highlights, the consciousness of women to address
diverse issues including gender, sexuality, feminism, art and culture to address the
sounds of identity and social change through the expression of feminist music. The
paper explores a number of feminist songs and singers and how these contributions
are means of enlightenment and empowerment for women. It looks at how feminist
ethnomusicology could redefine the study of women’s music in its social and cultural
contexts as a social process to relate women to music, anthropology, folklore,
performance studies, and more, in order to celebrate a philosophy that redefines what
woman’s music is, what feminist music means and how feminist power in music
aesthetically reflects, references, and inflects our human condition to create a better
feminist music culture.

Keywords :

Ethnomusicology, feminist, aesthetics, culture, music
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The feminist orientation of music in
the realms of literature, art, song, film and
aesthetics are psychological, sociological,
politic and economic and create a feminist
culture in the realm of aesthetics. Sexism,
racism, homophobia, classism, anti-semitism,
ageism, ableism, imperialism and women’s
liberation movement gave a new sense of
direction in the field of feminist aesthetics.
A number of musical movements instigated
by women of color and lesbians who were
marginalized or rendered invisible by the
white heterosexual leaders contributed to
the realm of feminist aesthetics to contribute
to a new ethos in feminist culture in music.
The vote, Equal Rights Amendment, and
abortion rights were central issues, but the
pioneers of feminist aesthetics and the first
and second wave feminists handled women’s
issues by depicting the issues of the contri-
butions of art and music and the significant
involvement of women by emphasizing on
the popularization of all types of music
by women with feminist efforts to emanci-
pate women as the marginalised through
inclusivity in music. A huge gradient of
feminist songs and anthems, deifying and
demonizing the feminist perspectives were
fascinating as they addressed the challenges
of women - their likes and dislikes, their
joys, sorrows, emotions, thoughts, feelings
and struggles. Heathen feminists, who
criticized patriarchy and the male domina-
tion of men in music critiqued patriarchal
subjugation on the grounds that they were
pouring music into microphones and sound
systems and using all technological devices
that which were ‘invented’ by men.

The feminist-oriented songs that were
earlier not heeded to, slowly created an
impact and the lyrics, messages, themes,
tones, tunes and emotions began to inspire

individual women and men into pooling
assorted collections of women’s music
which emerged into a new genre of its
own. It provided the liberty for young and
old, children, teens and adults to maximize
the freedom for an individual as a reader
to listen to the music to appreciate or
explore the various messages, and then
classify or refrain them from categorizing
the songs based on individual tastes and
preferences. This enabled listeners to
probe into the dynamics of music and to
understand what songs hold meaning for
a particular person and why they do not
create the desired impact on the other. It
gave the lover of music and the connoi-
sseur of aesthetics the freedom to explore
and understand why certain songs were
more meaningful in a feminist manner and
why certain songs were not. There ‘was
always space for creating varied groups
of songs based on theme, content and
music and this was the inspiration to create
feminist playlists based on different genres
of music. The very vehemently strong and
resilient emotive reactions to the music or
the lyrics of the songs created by men were
sometimes not genuine or radical and
critiquing these songs without a feminist
power analysis or radical discussion about
the insight and verity in these works
without a balanced feminist perspective
was ridiculed.

Feminist Songs were an advantage
and considered a boon to mental therapy
and feminist music therapy as they were
the outlet for listeners and singers of music
and helped women to vent out their
emotions and struggles in a large way.
Counselors and Psychotherapists who
tried varied psychotherapy tests and
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counseling measures were unable to root
out the problems of their patients and
many a time music was the leveler and
was found inspiring to put women on the
right track. Teenagers have found feminist
songs soul stirring and this genre was a
stimulus for healing young girls with
psychosomatic and emotive issues regar-
ding their mental and physical health and
their concerns of gender, to recuperate from
their maladies and recoup their healthy
mental state . A number of popular songs
that were psycho therapeutic and helped
in counseling and guidance through the
lyrics and music of feminist music were
songs that included “Wheeler by Pink”,
“A Sorta Fairytale by Tori Amos”, “Alien
She” by Bikini Kill, “All American Girl”
by Melissa Etheridge, “Ampersand” by
Amanda Palmer, “Androgynous” by Joan
Jett, “Be a Man” by Courtney Love,
“Beautiful Flower” by India Arie,
“Beautiful Liar” by Beyoncé and Shakira,
“Been a Son” by Nirvana, “Black Girl
Pain” by Jean Grae and Talib Kweli,
“Butyric Acid” by Consolidated, “Can’t
Hold Us Down” by Christina Aguilera,
“Cornflake” and “Crucify” by Tori Amos,
“Daughter” by Pearl Jam, “Double Dare
Ya” by Bikini Kill, “Express Yourself” by
Madman, “Fixing her Hair” by Ani
Difranco, “God” by Tori Amos, “Gonna
Be an Engineer” by Peggy Seeger,
“Goodbye Earl” by The Dixie Chicks,
“He Thinks He’ll Keep Her” by Mary
Chapin Carpenter, “Hey Cinderella” by
Suzy Bogguss, “Human Nature” by
Madonna, “I am Woman” by Helen Reddy,
“I Will Survive” by Gloria Gaynor, “I’m a
Bitch” by Meredith Rooks, “I’m Every
Woman” by Chaka Khan or Whitney
Houston, “It’s a She Thing” by Salt and

Peppa, “Just a Girl”, “No Doubt”, “Man!
I Feel Like a Woman” by Shania Twain,
“ME and a gun” by Tori Amos, “My Old
Man” by Joni Mitchell, “No More Tears”
by Barbra Streisand and Donna Summer,
“Not a Pretty Girl” by Ani Difranco, “Not
Ready to Make Nice” by The Dixie Chicks,
“One of the Boys” by Katy Perry, “Poker
Face” by Lady Gaga, “Pretty Girls” by
Neko Case, “Professional Window” by
Tori Amos, “Promiscuous” by Nelly Furtado,
“Respect” by Aretha Franklin, “Silent All
these Years” by Tori Amos, “Sisters are
Do” by Aretha Franklin and Annie Lennox,
“Women Should be a Priority” by Sweet
Honey and the Rock, “You Don’t Own
Me” by Lesley Gore, “You Ought a Know”
by Alanis Morisette, “Your Revolution” by
Sidebar and more.

The movement in feminist culture in
music fathomed the concept of song,
melody and art to challenge masculinity,
feminity as also gender norms and
purposes to motivate women and enthuse
non-binary musicians into this realm of
feminist culture in music. Some examples
of feminist music include, “Independent
Women” by Destiny’s Child, which is a
popular song that celebrates the feminine
gender and champion’s women who are
self-sufficient, self-motivated, self-suffi-
cient and self-made. The popular song,
“Tomboy” by Princess Nokia is a number
that is a confrontational rap that celebrates
diverse women and highlights the issues
of women of color. The noted song, “Queen”
by Janelle Monáe featuring Erykah Badu
is a popular and much loved anthem to
the marginalized and the song is so
elevated that it contains some seriously
gratifying and powerfully exuberant music
that showcases the pride of a deific femi-
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nine energy. Queen Latifah’s music was
extraordinarily popular as feminist music.
Her music was one of hip-hop’s pioneer
feminists, which was all set for rapping
about issues of black women in the late
1980s. The most popular movement of the
times was however, the Riot Girrrl
movement and it was a popular feminist
movement that brought about more
representation in the music industry while
inspiring the next generation of female and
non-binary musicians. Other examples of
the popular feminist music include,
“Beyoncé’s music”, which has become more
political and vocal about being feminist
.The music of Madonna’s music, which
has fascinated a considerable interest of
numerous feminist scholars and engrossed
a number of fans pays tribute to the
woman who is the individualist, resilient,
strong, self-sufficient and self-motivated
individual human being. It echoes the
feminism of Madonna as an American
singer-song writer. Madonna got popula-
rized and recognized by the musical
sphere as a feminist icon of music and was
undoubtedly an inspiration to all gendered
beings in the promotion of feminist culture
in music.

The optimistically constructive, proac-
tively productive and robustly assertive
image of women was coded by feminist
musicians that not only appraised and
critiqued the fissures in regard to gender,
but also demonstrated the goals of the
feminist movement in terms of social
justice regarding gender as well as the
right to privacy concerning abortion and
birth control to repeat the socio-political
impacts of women’s music, the purpose
and influence of women’s music and
popularization of music and culture at

women’s music festivals. Women’s music
as a category of music constructed on the
ideas of feminist separatism and lesbian-
separatism was premeditated and designed
to inspire feminist consciousness and this
was chiefly popular in western popular
music as its aim was to promote music “by
women, for women and about women”.
Women’s music primarily concentrated on
the woman’s question in feminism and
exposed the unfair treatment of the female
from society, culture, humanity and families
that were disregarded by men. The lyrics
of all the songs of feminist music focused
on the power of women individually and
collectively and echoed how male redeemers
could not match the strength and courage
of women’s solidarity. It was this movement
and co-operation in music that later laid
the foundations of women empowerment
in music and related its prowess to the
creation of lesbian music. As a precursor
to women’s music and the need to include
music for women in literature and as an
offshoot of the feminist movement, the
genre was referred to as a musical expression
of the second-wave feminist movement.
This included championing the rights for
gender justice, equal work and equal pay
at work and the equivalent treatment and
justice for men and women in society. The
songs and lyrics included the need to
address the theme of female labour, civil
rights, and peace movements and the need
to voice the need for overthrowing oppre-
ssion and the subjugation of women in art,
aesthetics and life. The movement was
started by lesbian performers such as Cris
Williamson, Meg Christian and Margie
Adam; African-American musicians inclu-
ding Linda Tillery, Mary Watkins and
Gwen Avery, a number of passionately
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profound musicians and activists such as
Bernice Johnson Reagon and a number of
musicians in her batch including Sweet
Honey in the Rock and more. The need
for “positive women’s images within
popular music” and a “lack of opportunities
for female performers” were perceived by
musicians and critics, particularly women
in the late 1960’s and early 1970’s as women
were disadvantaged in the field because
of their difference in gender. They apparently
perceived superficial lack of inclusion of
women in the conventional realms of music
and were critiqued by a number of talented
feminists who asserted that it was essential
for women to create a separate space for
women to create a feminist music that was
all their own. The strategies and maneuvers
of the exclusion of women and the lesbian
and feminist separatism was asserted so
that a feminist culture of music and feminist
realm of music for women would strengthen
women’s energy and give an mammoth
enhancement to the growing evolution,
development and popularization of feminist
music that would address the issues of
women’s musicality over the globe..

The purpose and influence of women’s
music had farfetched reactions and strengths
in the realms of creating a feminist culture
in feminist music as a form of empower-
ment. Common European classical
semiotic codes, used throughout centuries
to express femininity in the form of
musical gestures changed over time as the
meaning of femininity changed from the
image of a beautiful woman gazed at from
the male point of view to a woman’s view
of herself full of strength and inner charm
in portraying her forte through courage,
resilience and resourcefulness as truthful
expressionism. Feminist musicians intended

to display a positive, proactive and
assertive image of women that not only
appraised the rifts regarding concerns to
gender, but also validated the goalmouths
of the feminist movement in terms of
social justice and gender justice as
including all rights of equality and parity
including the right of privacy concerning
abortion and birth control in nullifying the
gender divide through the genre of feminist
culture in music “. In “I Am Woman,”
Helen Reddy sings, “I am woman/hear me
roar/ and I’ve been down there on the
floor/ No one’s ever gonna keep me down
again” and creates a feeling of “girl
power” that reflected the ambitions of the
feminist movement. Lesbian expressionism
through musical compositions helped
lesbians encode their lesbian life experiences
as composers, writers, artists and musicians
without limiting their identity and imagi-
nation by including expressions of women
as people of color, straight women, men,
transgender, lesbians who have children
and who had relationship with men before.
Women’s Music thus created an impact on
the lives of women and all marginalised
groups as a force to reckon with. Women’s
music created newer frontiers of thought
and expression in gender studies with the
firm conviction that women ought to
create a women-only space to emancipate
themselves and all marginalised from all
forms of subjugation through music. The
socio-cultural and ethnic shockwaves that
contest the gendered beliefs of the patriar-
chal male governance of the traditional
patriarchal society illustrates the need to
include feminist aesthetics as a source of
empowerment and emancipation. Hence,
it is the need of the hour to embolden
women in music, to disseminate feminist
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music for empowerment and popularize
women’s music as a genre which expands
beyond the boundaries of caste, culture,
creed, race and gender to create a feminist
aesthetics which redefines the ethnic and
social diversity of the feminist culture of
music.
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ieerle-ieesefkevo DeeOeeefjle keâeBieÌ[e efÛe$ekeâ}e
[e@Ê vesne ceeleexefueÙee

DeefmmešWš Øeeshesâmej, efÛe$ekeâuee efJeYeeie
nsceJeleer vevove yengiegCee ie{Jeeue efJeMJeefJeÅeeueÙe, GòejeKeC[

meejebMe :

YeejleerÙe keâ}e Øekeen ves meceÙe-meceÙe hej Deveskeâ Mewef}ÙeeW kesâ keâ}elcekeâ iegCeeW keâes Deelcemeeled keâj veF&
Mewef}ÙeeW keâe me=peve efkeâÙee, efpemeceW YeejleerÙe }Ieg efÛe$ekeâ}e Dehevee efkeefMe<š mLeeve jKeleer nw~ hee} leLee DeheYeÇbMe
Mew}er kesâ leeÌ[he$eeW mes ØeejcYe neskeâj jepemLeeveer, cegie} leLee heneÌ[er Mew}erÙeeW ceW keâeiepe hej }IegefÛe$eeW kesâ Debkeâve
keâe Skeâ veÙee DeOÙeeÙe Fefleneme ceW meefcceef}le ngDee leLee vekeeR ke omekeeR Meleeyoer ceW Fmekesâ Éeje mechetCe& Yeejle
ceW efÛe$ekeâ}e kesâ veÙes Ùegie keâe met$eheele ngDee nw~ meeceeefpekeâ ke jepeveweflekeâ GLe}-hegLe} kesâ heâ}mke™he 16keeR
Meleeyoer ceW efncee}Ùeer #es$e ceW pees keâ}e Øemhegâefšle ngF& ken YeejleerÙe keâ}e peiele ceW ‘heneÌ[er efÛe$ekeâ}e’ kesâ veece
mes peeveer ieF&~ hebpeeye keâer heneefÌ[ÙeeW ceW meved 1678 F&Ê hetke& Yeer }eskeâkeâ}e kesâ ™he ceW efÛe$ekeâ}e efkeÅeceeve Leer,
meceÙeeveghejevle cegie} ojyeej kesâ efÛe$ekeâejeW kesâ keneB hengBÛeves mes heneÌ[er }IegefÛe$eeW kesâ }eef}lÙehetCe& Debkeâve Â<škÙe
nesles nw~ efÛe$ekeâejeW ves cegKÙe efke<eÙe kesâ ™he ceW veeefÙekeâe-Yeso, jmecebpejer, jefmekeâefØeÙee, jeiecee}e, efyenejer melemeF&
kesâ Deefleefjòeâ ieerle-ieesefkevo hej DeeOeeefjle nes efÛe$eeW keâer jÛevee keâer nw~

cegKÙe Meyo :

ieerle-ieesefkevo, jeOee-ke=â<Ce, Øesce-ØeCeÙe, Øeeke=âeflekeâ meewvoÙe&, ieesefhekeâeÙeW, keâeBieÌ[e

heneÌ[er Mew}er efnceeÛe} ØeosMe, peccet leLee ieÌ{kee}
kesâ jepeeDeeW kesâ mebj#eCe ceW efkekeâefmele efÛe$e Mewef}ÙeeW keâe
mechebgpeve nw~ Ùen Mew}er GVeermekeer Meleeyoer lekeâ yemeesn}er,
keâeBieÌ[e, Ûecyee, vetjhegj, ieg}sj, megkesâle, efmejceewj, kegâu}t,
ke ceb[er Deeefo ceW mLeeveerÙe Mew}eriele YesoeW kesâ ™he ceW
kÙeehle jner~ ieg}sj efÛe$eMew}er hejkeleer& keâe} ceW ‘keâeBieÌ[e
Mew}er kesâ ™he ceW efkekeâefmele ngF& leLee Fmekesâ MeefòeâMee}er
keâ}ehees<ekeâ jepee mebmeej Ûevo kesâ jepÙekeâe} cebs Ùen
‘keâeBieÌ[e keâ}ce’ heneÌ[er jepÙeeW kesâ ‘mkeCe& Ùegie’ kesâ ™he
ceW ØeÛeef}le ngDee~

iÙeejnkeeR Meleeyoer kesâ mechetCe& Yeejle ceW kew<Ceke

Oece& keâe yees}yee}e Lee~ keâeBieÌ[e Mew}er ceW cegKÙe efke<eÙe
kesâ ™he ceW ieerle-ieesefkevo keâes efÛelesjeW ves yengle Glmegkeâlee
kesâ meeLe Debkeâve efkeâÙee~ ke=â<Ce ke jeOee kesâ efkeÙeesie,
mebÙeesie leLee ØeCeÙe }er}eDeeW keâe Deveghece meecebpemÙe
keâj heneÌ[er efÛelesjeW ves peÙeoske ke=âle ieerle-ieesefkevo keâes
peerkevlelee Øeoeve keâer nw~

ieerle-ieesefkevo :

efkeMJeYej keâer mecemle ØeeÛeerve Yee<eeDeeW ceW mebmke=âle
keâe meke&ØeLece Deewj GÛÛe mLeeve nw~ efkeMJe meeefnlÙe keâer
hen}er hegmlekeâ $e+ikeso Fmeer Yee<ee keâe osoerhÙeceeve jlve
nw~ kewefokeâ meeefnlÙe kesâ Deveblej meemebmke=âeflekeâ Âef<š mes
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keeuceerefkeâ kesâ jeceeÙeCe Deewj kÙeeme kesâ ceneYeejle keâer
Yeejle ceW mekee&sÛÛe Øeefle…e ceeveer ieF& nw~ Fvekesâ Deefleefjòeâ
Yeeiekele hegjeCe, jmecebpejer, ieerle-ieesefkebo Deeefo keâe YeejleerÙe
keâ}e ceW Yeer efkeMes<e cenlke jne nw~

 pece&ve keâefke iesšs ves Meekegâble}ced Deewj cesIeotle kesâ
meceeve ner ieerle-ieesefkevo keâes Yeer mejene nw~ (kewÅe,1969)
yeÇpeYetefce ceW ieerle-ieesefkevo keâe ØeÛeej keâeheâer kÙeehekeâ
Lee~ ieerle-ieesefkevo oef#eCe ceW DeefOekeâ ieeÙee peelee nw
leLee yee}epeer keâer meerefÌ{ÙeeW hej MJefkeÌ[ ef}efhe ceW Kegoe
ngDee nw~ (efÉkesoer, 2007)

mebmke=âle keâekÙe ieerle ieesefkebo Deheveer Mew}er kesâ ef}S
Skeâ ßes… ke=âefle ceeveer ieF&~ mebmke=âle keâer Fme Øeefmeæ
ke=âefle kesâ }sKekeâ peÙeoske, kew<Ceke mebØeoeÙe mes Les~
peÙeoske keâe pevce GÌ[ermee ceW YegkevesMJej kesâ heeme kesâvogefyeuke
veecekeâ «eece ceW ngDee Lee~ kes yebiee} kesâ mesvekebMe kesâ
Debeflece vejsMe }#ceCemesve kesâ Deeefßele cenekeâefke Les~
ieerle-ieesefkevo keâes ßeerceÆeiekele kesâ yeeo jeOeeke=â<Ce }er}e
keâer Deveghece meeefneflÙekeâ DeefYekÙeefòeâ ceevee ieÙee nw~

 ieerle-ieesefkevo keâe mebhetCe& «ebLe yeejn meie& leLee
Ûeewyeerme ØeyebOeeW (KeC[eW) ceW efveyeæ nw~ Fve heoeW keâe
GheefkeYeepeve heoeW leLee ieerleeW ceW ngDee nw~ ØelÙeskeâ De<šheoer
ceW ØeeÙe: Dee"-Dee" heoeW DeLekee ieerleeW keâe meefVekesMe
nQ~ hejvleg ØeejcYe keâer kegâÚ De<šheefoÙeeW ceW heoeW keâer
mebKÙee DeefOekeâ efoKeleer nw~ keâefke peÙeoske ves Yeiekeeve
ke=â<Ce keâer efkeefYeVe ceve:DekemLeeDeeW keâes Âef<š ceW jKekeâj
ØelÙeskeâ meieeX keâe efke<eÙeevegkeât} veece Yeer jKee nw, pewmes-
meeceesooeceesoj, Dekeä}sMekesâMeke, cegiOeceOegmetove, efmveiOe-
ceOegmetove leLee Deefvlece ÉeÉMe meie& keâe veece megØeerleheerleecyej
nw~ ieerle-ieesefkevo ceW kesâke} leerve hee$e nQ- jeOee, ke=â<Ce
Deewj oteflekeâe (meKeer)~ ieerle-ieesefkevo ceW DelÙevle vewjeMÙe
Deewj efvejkeefOe-efkeÙeesie keâes ÚesÌ[keâj YeejleerÙe Øesce kesâ
Mes<e meYeer ™heeW keâe yeÌ[er levceÙelee Deewj kegâMe}lee kesâ
meeLe keCe&ve efkeâÙee ieÙee nw~

 hetke& ceW ieerle-ieesefkevo ße=bKe}e efšnjer ieÌ{kee} kesâ

jepeeDeeW kesâ mebj#eCe ceW Leer, pees kele&ceeve ceW je<š^erÙe
meb«ene}Ùe, veF& efou}er ceW mebie=nerle nw~ [y}t peer
DeeÛe&j kesâ Devegmeej Ùen efÛe$e ße=bKe}e KegMee}e Deewj
ieesOet kesâ Éeje yeveeS ieS~ (ieesmkeeceer Skeb efheâMej,
2009)

jeOee Deewj ke=â<Ce kesâ heejmheefjkeâ Øesce kesâ DeYÙegoÙe
keâer Pe}keâ ieerle-ieesefkevo keâer DeejbefYekeâ hebefòeâÙeeW ceW
efce}leer nw-

cesIewce&sogjcecyejb keveYegke: MÙeeceemlecee}õgcewve&òeâb
Yeer™jÙeb lkeceske leefoceb jeOes! ie=nb ØeeheÙe~

FlLeb vevoefveosMeleMJe&ef}leÙees: ØelÙeOkekegâbpeõgceb
jeOeeceeOekeÙeespe&Ùeefvle Ùecegveekeât}s jn:kesâ}Ùe~~

(efÉkesoer,2015)

DeLee&le- Øemlegle hebefòeâ ceW Yeiekeeve ßeer ke=â<Ce ßeerjeOee
peer mes keânles nw efkeâ ns jeOes! mechetCe& DeekeâeMe yeeo}eW
mes Yej peeves kesâ keâejCe cevees%e nes ieÙee nw~ lecee}ke=#eeW
kesâ Éeje keve-Yetefce MÙeecekeCe& keâer nes ieF& nw leLee Ùen
jeef$e keâer yes}e nw Deewj keäÙeeWefkeâ ceQ Yeer™ mkeYeeke kee}e
ntB, DeleSke legce ner cegPes Iej hengBÛee oes~ Fme keâLeve kesâ
Éeje ke=â<Ce FMeejeW mes Ùen kÙeòeâ keâjvee Ûeenles nw efkeâ
Ùen leerveeW keâejCe Ùeneb hej ØeCeÙe-ef›eâÙee keâjves kesâ ef}Ùes
DeefleGheÙegòeâ efmLeefle nw~ Fme Øekeâej meke&sMJej Yeiekeeve
ßeer ke=â<Ce kesâ keâns peeves hej ke=â<Ce keâer efØeÙemeer ßeer jeOee,
Gvekesâ meeLe Ûe} heÌ[er~ Fme Øekeâej ßeer vebo peer kesâ
meefVekeâš mes Ûe}s ngS jeOee Deewj ceeOeke ves efce}keâj
Ùecegvee leš kesâ Skeâeefvlekeâ kegâbpeõgceeW kesâ ke=#eeW keâer Úeke
ceW efpeve metjle›eâer[eDeeW keâes efkeâÙee Gve metjle›eâer[eDeeW
keâer peÙe nes~ keäÙeeWefkeâ kes mekee&slke=â<š leLee YeòeâpeveeW kesâ
Éeje vecemkeâejCeerÙe nQ~

ieerle-ieesefkevo ceW keefCe&le Øesce kesâ Fve heoeW ceW kÙeehle
FvneR metjle›eâer[eDeeW keâes efÛe$ekeâej ves Deheves efÛe$eeW ceW
yeÌ[s jesÛekeâ, mejme Skeb mepeerkeleehetke&keâ Debkeâve efkeâÙee nw
efpemeceW efkeMes<e ™he mes jeOee-ke=â<Ce keâer kesâef} keâLeeDeeW
ke Gvekeâer DeefYemeej }er}eÙeW oefMe&le nw~
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efÛe$e-1 : ke=â<Ce kesâ yeebmegjer keâe mecceesnve, ieerle-ieesefkevo

ße=bKe}e, keâeBieÌ[e, }ieYeie-1775-80 F&0

Devlecee&snveceewef}IetCe&veÛe}vcevoejefkeYeÇbMeve-
mlecYeekeâ<e&CeÂefhlen<e&Ceceneceb$e: kegâj[d-ieerÂMeeced~

ÂhÙeöevekeotÙeceeveefoefke<eötkee&ög:Keeheoeb
YeÇbMe: keâbmeefjheesefke&hees}Ùeleg ke ßesÙeebefme kebMeerjke:~~

(efÉkesoer,2015)

Øemlegle efÛe$e kesâ ceOÙe ceW veer}keCeer& ke=â<Ce keâes
heerleebyej kem$e OeejCe keâj ef$eYebieer cegMJe ceW yeebmegjer
yepeeles ngS oMee&Ùee ieÙee nw, efpevekeâer yeebmegjer keâer Okeefve
Skeâ ceneceb$e kesâ meceeve Øeleerle nes jner nw~ yebemegjer keâer
megceOegj Okeefve megvekeâj keMeerYetle megvoj ieesheyee}eÙeW mkele:
ner Gvekeâer Deesj Deekeâef<e&le nes jner nw~ ceesj cegkegâš henves
leLee heerleebyej kem$e henves ngS meke&sMJej Yeiekeeve ßeer
ke=â<Ce keâer cegMJe yengle ner Deekeâ<e&keâ Øeleerle nes jner nQ~
Fme efÛe$e ceW ke=â<Ce kesâ yeeÙeeR Deesj Ú: leLee oeefnveer Deesj
Ûeej ieesefhekeâeÙeW ke=â<Ce keâes Øesce hetke&keâ efvenejles ngS
efÛeef$ele keâer ieF& nw~ yeeÙeeR Deesj KeÌ[er ieesefhekeâeDeeW ves
heer}e, veer}e, ieg}eyeer jbie kesâ leLee oeefnveer Deesj KeÌ[er
ieesefhekeâeÙeW veejbieer, heer}e, }e} ke MJesle jbie keâe kem$e
OeejCe efkeâÙes ngÙes nQ~ efÛe$e ceW ke=â<Ce keâs oeefnveer Deesj
KeÌ[er Skeâ ieesheerkeâe Deheves efÛeyegkeâ hej neLe jKes DeeMÛeÙe&
keâer cegMJe ceW KeÌ[er nw~ Skeâ DevÙe ieesheerkeâe neLe peesÌ[s
KeÌ[er nw leLee Fve leerveeW ieesheyee}eDeeW kesâ heerÚs Skeâ
DevÙe ieesheerkeâe kegâÚ keânves keâer cegMJe ceW efÛeef$ele nw~

meYeer ieesheyee}eÙeW megboj mkeCee&Yet<eCe mes megmeefppele nw~
efÛe$e kesâ De«eYeeie ceW Oeeveer njs jbie keâer Ieeme ke PeeefÌ[Ùeeb
efoKeeF& ieF& nw leLee he=…Yetefce ceW heneefÌ[ÙeeW kesâ meeLe
}njeles ngÙes Kesle, kegâÚ PeeefÌ[ÙeeW keâer Pegjcegš leLee ke=#eeW
keâe PegC[ oMee&ÙeW ieÙes nw~ efÛe$e ceW heerÚs Skeâ }byeer veoer
keâes yenles ngS oMee&Ùee ieÙee nw efpemekesâs efkeâveejs yeieg}s kesâ
peesÌ[s efkeÛejCe keâj jns nQ~ jbie mebÙeespeve DelÙeefOekeâ
megkeâesce} Skeb Deekeâ<e&keâ nw~

efÛe$e-2 : ke=â<Ce Deewj ieesefhekeâeDeeW keâer kemevle ›eâerÌ[e, ieerle-

ieesefkevo ße=bKe}e, keâeBieÌ[e, }ieYeie-1780 F&Ê

}ef}le}kebieleeheefjMeer}vekeâesce}ce}Ùece}Ùemeceerjs
ceOegkeâjefvekeâjkeâjefcyelekeâesefkeâ}keâtefpelekegâbpekegâšerjs~

efkenjefle nefjefjn mejmekemebles
ve=lÙeefleÙegkeeflepevesve meceb meefKe efkejefnpevemÙe

ogjvles~~ OeÇgkeheoced~~

(efÉkesoer, 2015)

Øemlegle efÛe$e Øehegâefu}le kemeble $e+leg keâe efÛe$eCe nw
peneB jeOee, ke=â<Ce keâes {tb{ jner nw~ Gvekesâ ùoÙe ceW
jefleYeeke-Øesce keâer YeekeveeSb pkej keâer lejn ÛeÌ{er ngF& nw
leLee Gvekeâes Ùen kemevle $e+leg yeÌ[er ner keâ<šoeÙekeâ
Øeleerle nes jner nw keäÙeesefkeâ Fme $e+leg ceW Gvekesâ efØeÙelece
ke=â<Ce DevÙe ieesefhekeâeDeeW kesâ meeLe ve=lÙe keâjves keâe Deevevo
G"e jns nQ~ Fme heâ}keâ ceW kemevle $e+leg kesâ meewvoÙe& Skeb
Deevevo mes ceoesvceòe ke=â<Ce ke ieesefhekeâeDeeW keâes ve=lÙe
keâjles ngÙes oMee&Ùee ieÙee nw~ efÛe$ekeâej ves ceesj cegkegâš
henves, heerleebyej kem$e Oeejer ke=â<Ce keâes efÛe$e kesâ ceOÙe ceW
ve=lÙe keâjles ngÙes Debefkeâle efkeâÙee nw~ Gvekeâer ceveceesnkeâ
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Yebefiecee mes Deekeâef<e&le nes meccegKe KeÌ[er ieesefhekeâe Gvekesâ
keâbOes mes }škeâ jns heerleebyej kem$e keâes KeeRÛekeâj ke=â<Ce
keâe OÙeeve Deheveer Deesj Deekeâef<e&le keâjvee Ûeen jner nw~
ken ieesheerkeâe Fme lejn mes Deheves megOeyegOe Kees yew"er nw
efkeâ Gmes Snmeeme veneR nw efkeâ Gmekeâer DeesÌ{veer Gmekesâ
megboj megkeâesce} Mejerj mes efvekeâ}keâj Gmekesâ neLeeW ceW nw
Deewj ken Gme DeesÌ{veer keâes Thej keâer Deesj hekeâÌ[s ve=lÙe
keâj jner nQ~ efÛe$e ceW ke=â<Ce kesâ oeÙeeR Deesj Ú: DevÙe
ieesheyee}eÙeW ke=â<Ce kesâ Øesce ceW Fme lejn mes ceocemle nes
ve=lÙe keâj jner nQ ceeveeW GvnW mebmeej keâer keâesF& hejkeen ve
nes~ meYeer ieesefhekeâeDeeW keâes megmeefppele mkeCee&Yet<eCe ke
efYeVe-efYeVe Yeeke-YebefieceeDeeW kesâ meeLe Debefkeâle efkeâÙee ieÙee
nw leLee kes keâeBieÌ[e Mew}er kesâ Deveg™he }byee ke heejoMeer&
DeesÌ{veer DeesÌ{s ngS nQ~ he=…Yetefce ceW MJesle leLee ieg}eyeer
jbie kesâ ØemetveeW mes DeeÛÚeefole le™kej Ùeewkeve, peerkeve ke
Deevevo kesâ Øeleerkeâ nw~ efÛe$e ceW megboj heg<heeW mes DeeÛÚeefole
ke=#eeW hej keâesÙe} keâtkeâ jner nw leLee DevÙe he#eerÙeeW kesâ
meeLe ceOegcekeäKeerÙeeW (YebkejeW) kesâ PegC[ Yeer oefMe&le nQ~
Ùecegvee veoer keâe lespe Øekeen nw leLee veer}-ieieve ke megboj
keeleekejCe kemeble $e+leg kesâ Deeieceve keâe heefjÛeejkeâ nw~

efÛe$e-3 : jeOee keâer Glkeâb"e,ieerle-ieesefkevo ße=bKe}e, keâeBieÌ[e,

}ieYeie-1780 F&Ê, je<š̂erÙe meb«ene}Ùe, veF& efou}er

ieCeÙeefle ieg®«eeceb YeÇeceb YeÇceeoefhe vesnles
kenefle Ûe heefjlees<eb oes<eb efkecegMÛeefle otjle:~

Ùegkeefle<eg ke}òe=<Ces ke=â<Ces efkeneefjefCe ceeb efkevee
hegvejefhe cevees keeceb keâeceb keâjesefle keâjesefce efkeâced~~

(efÉkesoer,2015)

Øemlegle efÛe$e ceW kemeble $e+leg kesâ mkeÛÚbo keeleekejCe
ceW jeOee kesâ ùoÙe ceW Øesce jefle Yeeke keâer G"leer ngF&

Deekeâeb#eeDeeW keâe Yeekeebkeâve oMe&veerÙe nw~ efÛe$e ceW yeeÙeeR

Deesj jeOee keâes Skeâ meKeer mes keelee&}ehe keâjles ngS
oMee&Ùee ieÙee nw leLee efÛe$e ceW oeefnveer Deesj veer}keCeer&

ke=â<Ce keâes megjcÙe keve ceW heeBÛe ieesefheÙeeW kesâ meeLe jeme-
efke}eme ceW levceÙe efÛeef$ele efkeâÙee nw~ efÛe$e ceW heerleebyej

kem$e henves ke=â<Ce ves Skeâ ieesefhekeâe keâes Deheves YegpeheeMe
ceW yebeOee ngDee nQ, ken ieesefhekeâe Yeer yeÌ[er levceÙelee mes

ke=â<Ce keâe Deeef}bieve keâj jner nw~ ke=â=<Ce keâe oeefnvee
neLe meeceves KeÌ[er ieesefhekeâe kesâ efÛeyegkeâ keâes mvesn mes

mheMe& keâj jne nw~ meYeer ieesheerkeâeSb Yeer ke=â<Ce kesâ meeQoÙe&
mes DeefYeYetle neskeâj Devegjeie hetefjle ves$eeW mes GvnW efveefve&ces<e

efvenej jner nw~ keneR efÛe$e kesâ yeeÙeeR Deesj Deheves efØeÙelece
ke=â<Ce keâes DevÙe ieesefheÙeeW kesâ meeLe osKekeâj jeOee #egyOe

leLee ®<š neskeâj Skeâeble kegâbpe ceW Skeâ meKeer mes Deheveer

ceve:efmLeefle keâe keCe&ve keâj jner nw~ jeOee keânleer nw efkeâ
cesjer Ghes#ee keâjkesâ ke=â<Ce DevÙe ieesefheÙeeW kesâ meeLe Øesce

›eâer[e keâj jns nw~ ÙeÅeefhe jeOee F&<Ùee&hetefjle ›eâesOe Skeb
efkeÙeesie keâer kÙeLee ceW pe} jner nw hejbleg efheâj Yeer Gvekeâe

ùoÙe ßeerke=â<Ce keâe mcejCe keâj jne nw leLee ken Gvemes
efce}ves kesâ ef}S Deelegj nw~ efÛe$e ceW efÛe$ekeâej ves jeOee

keâer efkekeMelee keâes kÙeòeâ keâjles ngÙes Gvekeâer ceveeskÙeLee keâe
DelÙeble mepeerkeleehetCe& Debkeâve efkeâÙee nw~ meKeer keâes osKekeâj

Øeleerle neslee nw efkeâ ken jeOee kesâ kegâefC"le ceve keâes
meeblkevee Øeoeve keâj jner nw~ efÛe$e ceW Debefkeâle megboj

kem$eeYet<eCe OeejCe efkeâÙes ngÙes meYeer veejer Deeke=âefleÙeeb
megkeâesce} Skeb }eef}lÙe mes heefjhetCe& nw, pees efkeâ keâeBieÌ[e

Mew}er keâer efkeMes<elee nw~ Ssmee Øeleerle neslee nw efkeâ efÛe$e
ceW Debefkeâle yew"e ngDee he#eer Yeer ceevees jeOee keâer ceveeskÙeLee

keâes Skeâe«eefÛele neskeâj megve jne nw~ mebhetCe& efÛe$e keâer
he=…Yetefce ceW efkeefkeOe Øekeâej kesâ ke=#e leLee heCee&keef}ÙeeW

keâe megvoj efÛe$eCe ngDee nw~
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efÛe$e-4 : kemevle $e+leg ceW jeOee keâer efmenjve, ieerle-ieesefkevo
ße=bKe}e, keâeBieÌ[e, }ieYeie-1775-80 F&0, Yeejle keâ}e

Yekeve, keejeCemeer

Gvceer}vceOegievOe}gyOeceOeghekÙeeOetleÛetlee[d-kegâj-
›eâer[lkeâesefkeâ}keâekeâ}erkeâ}jkew™ûerCe&keâCe&pkeje:~

veerÙevles heefLe&keâw: keâLe[d-keâLeceefhe OÙeeveekeOeeve#eCe-
ØeehleØeeCemeceemeceeiecejmeesu}emewjceer keemeje:~~

(efÉkesoer, 2015)

Ùen ieerle-ieesefkevo keâekÙe hej DeeOeeefjle Skeâ DevÙe
jceCeerÙe efÛe$e nw pees keejeCemeer kesâ Yeejle keâ}e Yekeve
meb«ene}Ùe ceW mebie=nerle nw~ efÛe$e ceW ke=â<Ce keâer Øeleer#ee cebs
yew"er jeOee keâes Ùecegvee kesâ leš hej meKeer mes keelee&}ehe
keâjles ngÙes oMee&Ùee ieÙee nw~ kemevle keâer KegMeer mes
Oejele} hej ceeveeW heât}eW keâer Ûeeoj meer efyeÚ ieÙeer nw
leLee PeeefjÙee ke ke=#e heât}eW mes }os ngS nQ~ heg<heeW mes
DeeÛÚeefole ke=#eeW ceW ceOegcekeäKeer (Yebkejs) efÛe$eebefkeâle nw~
Yebkejs keâes efÛe$ekeâejeW ves ke=â<Ce kesâ Øeleerkeâ kesâ ™he ceW
oMee&Ùee nw efpeme Øekeâej Yebkeje ØelÙeskeâ heg<he ceW yew"keâj
Gmekeâe jmeemkeove keâjlee nw "erkeâ Gmeer Øekeâej ke=â<Ce Yeer
ieesefhekeâeDeeW kesâ meeLe jeme-efke}eme ceW levceÙe jnles nw~
mebYekele: Ùener keâejCe nw efkeâ ßeer jeOee, ke=â<Ce keâer
Øeleer#ee keâj jner nw peyeefkeâ Yeg}keäkeâÌ[ ke=â<Ce DevÙe
ieesheerkeâeDeeW kesâ meeefveOÙe ceW ceive nQ~ mechetCe& keeleekejCe
jeefOekeâe kesâ ceve ceW Øesce-ØeCeÙe kesâ Yeeke Øepkeef}le keâj
jnW nQ~ efÛe$e mes Øeleerle neslee nw efkeâ oeefnves Deesj kesâ heòeeW
keâer mejmejenš mes jeOee leLee Gvekeâer meKeer keâes ke=â<Ce
kesâ Deeves keâer DeeMebkeâe ngÙeer nes ÙeLee oesveeW ner DeeMÛeÙe&
mes heerÚs keâer Deesj osKeves }ies~ efÛe$e ceW jbieeW keâe

mebÙeespeve ce=og} Skeb ceveceesnkeâ nw~ efvemmebosn efÛe$ekeâej
ves hetCe& ceveesÙeesie mes Ghejesòeâ heo keâe peerkeble Debkeâve
keâjves keâe ØeÙelve efkeâÙee nw, efpemeceW ken hetCe& ™he mes
meheâ} ngDee nw~

efÛe$e-5 : jeOee keâe ceeOeke keâer Deblejbie }eskeâ ceW ØekesMe,
ieerle-ieesefkevo ße=bKe}e, keâeBieÌ[e, }ieYeie-1775-80 F&0,

ceehe-17-1×27-3 mesceer0

nejeke}erlej}keâebÛevekeâeefÛÛeoece-
kesâÙetjkeâ[d-keâCeceefCeÅegefleoerefhelemÙe~

Éejs efvekegâbpeefve}ÙemÙe nefjb efvejer#Ùe
›eer[ekeleerceLe meKeerefceÙeefcelÙegkeeÛe~~

(efÉkesoer, 2015)

Ghejesòeâ heo hej DeeOeeefjle Ùen efÛe$e Fme yeele keâer
hegef<š keâjlee nw efkeâ Deye ßeer ke=â<Ce leLee jeefOekeâe ceW
De}ieeke, eflejmkeâej, og:Ke FlÙeeefo meYeer meceehle nes
Ûegkeâe nw Deewj Ùen megvoj efce}ve keâer kes}e nw~ Øemlegle
efÛe$e kesâ oeefnves Deesj veeÙekeâ (ke=â<Ce) keâes veoer leš hej
DeMeeskeâ keâer heefòeÙeeW keâe Deemeve efyeÚeS jeOee keâer
Øeleerkeä<ee ceW yew"s oMee&Ùee ieÙee nQ~ keneR yeeÙeeR Deesj mes
jeefOekeâe Skeâ meeLeer kesâ vesle=lke ceW Ieves pebie} keâer Deesj
yeÌ{leer nw, pene@ veer}keCeer& ke=â<Ce heerleecyej kem$e henves
ngÙes Gvekeâer Øeleer#ee keâj jns nQ~ Ùen jeef$e keâe meceÙe nw
efpeme keâejCe mebhetCe& he=…Yetefce keâes ienjs jbie mes Debefkeâle
efkeâÙee nw~ jele kesâ DebOesjs ceW ke=â<Ce kesâ jlvepeefÌ[le
GheefmLeefle mes mebhetCe& keeleekejCe peieceiee G"e nw~ Skeâ
veewefmeefKeÙee Øesceer keâer lejn ke=â<Ce Glmegkeâlee mes Gme
efoMee keâer Deesj osKeles nQ pene@ mes jeefOekeâe keâe Deeieceve
nesvee nw~ efÛe$e mes Øeleerle neslee nw efkeâ ceefCeÙeeW keâer
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keâeefvle mes ØekeâeefMele efvekegâpeb ie=n ceW ßeer nefj keâes osKekeâj
ceeveeW DeÛeevekeâ jeOee, vekeesOee veeefÙekeâe keâer lejn MeefceËoe
nes peeleer nw~ efÛe$e ceW jeOee keâer meKeer pees Gmekeâer ieghle
}e}meeDeeW mes hetjer lejn keeefkeâheâ nw Gmemes keânleer nw
efkeâ ns! jeOes Deehe nbmeles ngÙes Ûesnjs kesâ meeLe ceeOeke keâer
Deblejbie ogefveÙee ceW ØekesMe keâjeW, pene@ }e} hebKegefÌ[ÙeeW
mes meefppele mespe hej ke=â<Ce Deehekesâ meeLe meceeiece kesâ
ef}Ùes Glmegkeâ nQ~ efÛe$e keâer he=…Yetefce ceW Ùecegvee veoer keâe
lespe yeneke Â<škÙe neslee nw~ efÛe$ekeâej jeOee ke ke=â<Ce kesâ
keâecegkeâ Yeeke leLee Glmegkeâlee keâes Øemlegle keâjves ceW hetCe&
™he mes meheâ} ngDee nw~

efÛe$e-6 : ØeLece ØeCeÙe efce}ve,ieerle-ieesefkevo ße=bKe}e, keâeBieÌ[e

ØeLecemeceeiece}efppeleÙee hešgÛeešgMelewjvegkeât}ced~
ce=ogceOegjefmceleYeeef<eleÙee efMeefLe}erke=âlepeIeveogkeât}ced~~

(efÉkesoer,2015)

Øemlegle efÛe$e ceW ke=â<Ce Deewj jeOee keâe meceeiece
oMee&Ùee ieÙee nw, pees mebÙeesie ße=bieej hej DeeOeeefjle nw~
efÛe$e ceW kemeble $e+leg kesâ mees}n ße=bieej mes meefppele
Øeeke=âeflekeâ heefjkesMe kesâ ceOÙe DeMeeskeâ kesâ heefòeÙeeW mes
mepeeÙes ieÙes mespe ceW jeOee-ke=â<Ce kesâ ØeLece efce}ve keâer
jeflekesâ}er keâes efoKeeÙee ieÙee nw~ efÛe$e kesâ ceOÙe ceW ceesj
cegkegâš Oeejer MÙeecekeCeer& ke=â<Ce keâes heerleebyej Oeesleer henves
oMee&Ùee ieÙee nw~ ceesefleÙeeW mes efveefce&le DeeYet<eCe henves
ke=â<Ce kesâ ceefmle<keâ hej Mee@òeâ efle}keâ Debefkeâle nw~ ke=â<Ce
Deheves YegpeheeMe ceW jeefOekeâe keâes yeÌ[s levceÙelee kesâ meeLe
yeeBOes ngS nQ~ efÛe$e ceW ke=â<Ce kesâ meccegKe yew"er ngF&

jeefOekeâe Deheves ieewj DeOe&veive Mejerj keâes efÚheeves keâe
Demeheâ} ØeÙeeme keâj jner nw~ jeefOekeâe ieg}eyeer jbie kesâ
heejoMeer& kem$e leLee DeeYet<eCeeW mes megmeefppele nw~ efÛe$ekeâej
ves Gvekesâ ™he ke YeekeeW keâes yeÌ[s ner megkeâesce}lee mes
Øemlegle efkeâÙee nw~ jeefOekeâe keâes mebkeâesefÛele osKe ke=â<Ce
Deheveer ÛešgkeâeefjleehetCe& yeeleeW kesâ Éeje GvnW Deheves ceveesvegkeât}
ceveeves keâe ØeÙeeme keâj jns nQ~ Fme meboYe& ceW jeefOekeâe
Deheveer meKeer mes keânleer nw efkeâ ns meKeer! ceQ }efppele
Leer, }sefkeâve ke=â<Ce Deheveer yeeleeW mes cegPes hegâme}elee
jne~ ceQves ceOegj cegmkeâeve ceW Gòej efoÙee lees Gmeves
YeekeekesMe ceW cesjs kem$eeW keâes {er}e keâj efoÙee~ meewvoÙe&
Skeb megjefYe mes megkeeefmele Fme keeleekejCe ceW he#eer Yeer ceevees
ØeCeÙe-ieerle iegveiegvee jns nQ~ he=…Yetefce ceW yenleer ngÙeer
Ùecegvee veoer Skeb Debefkeâle le™kej, keu}jer Skeb PeeefÌ[ÙeeW
keâer Pegjcegš Deeefo meYeer ieg}eyeer, MJesle, heer}s ke }e}
jbie kesâ efkeefkeOe ØepeeefleÙeeW kesâ heg<heeW mes DeeÛÚeefole nw~
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heneÌ[er mkeâtume, 1998~
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Abstract :

Colour constitutes an integral aspect of cultural expression. It plays a crucial
role in enhancing the quality of our lives. Color can serve as a distinctive marker for
a specific community. The development of culture is a historical process that we learn
from our ancestors. Since the early ages of humankind, men were used to live in the
cave shelter. During that time the early cave people prepared colours from the nature
and they have painted on the walls of the huge boulders. Such paintings depicted on
the walls documented the culture of that pass life. Manipur is a land, with a history
spanning over 3000 years, boasts a rich cultural heritage embodied by different ethnic
communities. The Meitei people, central to this cultural tapestry, have assigned
profound meanings to various colours that are intricately woven into the fabric of
their lives. This paper attempts to explore the significance and symbolism of colour
within the Meitei tradition, shedding light on how these vibrant hues hold deep-rooted
meanings in the lives of the people.

Keywords :

Colour, Culture, community, Meetei/Meitei.

Introduction :

Study on a Culture is an ample topic.
There are many verities of areas that we
can study in a culture. At first we need to
understand is defining a culture. The term
‘culture’ is derived from the Latin word
‘cult’ or ‘cultus’ which means tilling or
cultivating or refining and worship. The
development of culture is a historical
process that we learn from our ancestors.
(Berger, 2000) It can be interpreted in
many ways as in terms of aesthetic matter

and as a concept used by anthropologist
to describe the way people live. (https://
www.nios.ac.in) It is a way of life we exist.
The food habit, the way we speak, cloths
we wear, the way we worship are all about
culture. Culture is associated with the
religion we followed. The integration of
color into a culture is a complex process
influenced by a combination of historical,
social, psychological and symbolic factors.
India is a rich country form by many ethnic
communities. (Berger, 2000) Each comm-
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unity has their own beautiful culture and
believed system. In today generation
understanding the culture of a particular
group is an important part of our life. It
brings to make understanding and respect
between one culture to another. The deve-
lopment of culture is a historical process
that we learn from our ancestors. Since
the early ages of humankind, men were
live in the cave shelter. During that time
the early cave people prepared colours from
the nature and they have painted on the
walls of the huge boulders. Such paintings
depicted on the walls documented the
culture of that pass life. Manipur is a land,
with a history spanning over 3000 years,
boasts a rich cultural heritage embodied
by different ethnic communities.

There are more than 30 ethnic tribes
in the state. Meitei is an indigenous group
of people living in the Manipur state since
the formation of Meitei kingdom. Meitei
people living in Manipur adopted
Christianity, Hinduism and Sanamahism
(Indigenous religion). The Meitei people,
despite embracing various religions,
consistently uphold their traditional belief
system without evidence of neglect. The
infusion of Vaishnavite culture in Manipur
has significantly contributed to enhancing
the aesthetic aspects of Meitei culture,
adding a layer of beauty to its rich heritage.

This mix religion among the Meitei
people does not harm the community. There
are several noteworthy elements that
contribute to identifying a community, and
color stands out as a crucial factor in this
regard. Apart from Meitei community,
every community has their own signifi-
cance coulors and those colours signify
the particular community. Colour can be

treated as both scientific and artistic way.
It is a pigment made by different small
particles and it is one of the fundamental
elements of art. Each colour has their own
wavelength, values and intensity. We are
surrounded by full of colours and we
enjoyed. Worlds’ without colours will be
test less to us just like tea without sugar.
There are more than 7 million colours.
These colors have formed by three main
building blocks Primary, Secondary and
Tertiary colours along with three properties
such as hue, values and saturated.(Mario,
Jesus, 2001) People choices different
colours according to the geographical
condition of the place they live. The
interpretation of a single color can differ
significantly among various cultures. For
example in Asia continent the orange
colour signifies spirituality, enlighten,
positive etc. But in U.S. orange signifies
road hazard, traffic delays and fast food
restaurants. (Mario, Jesus, 2001) Color
plays a very important role in the society
we live. Since birth to till death we are
fashioned with full of colours. Selection
of colour is an important part of our life.
Colour also signifies the gender, ages,
male and female. Among different colours,
some colours they are very close to signi-
fying the particular culture. During every
celebration or festival within the Meitei
community, individuals enthusiastically
select a diverse array of colors. However,
their choices are often constrained by certain
established boundaries or limitations. For
example, in the religious ceremony the
uses of colourful dress are not so popular.
The present paper attempts to understand
the significances of colour in Meitei
tradition. The paper is limited to the Meitei
community.
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Objectives :

The objectives of the present study are :

1. To understand the significances of
colours in the Meitei tradition.

2. To study the meaning and relations of
colour with the culture.

3. To understand the values, role and
impact of colour in human life.

Methodology

The methodology adopted in this paper
used primary and secondary sources.
Interview with scholars and observational
method has adopted for the execution of
paper. Secondary data were collected from
the books, e journals and social media are
also employed.

Preparation of colours in Meitei

tradition :

Colour takes a very important part of
every ethnic community in Manipur. Each
community can be identified by a single
colour. It is one of the powerful medium
of non-verbal communication. For
example, in traffic signal Red interpreted
as stop, likewise orange and green has too
different meanings. In the Manipur history,
preparation of colours has been practiced
since from the early period. It was
mentioned in the Cheitharol kumbaba
(Royel chronicle) that the people of the
state used to prepare colour from the
plants and minerals. These extracted
colours were mainly used in textile, handi-
craft, fine arts etc. There are more than
50 plants that can be prepared colour in
the early history. During the reign of king
Taothing-mang (264AD-364AD) the
preparation of colour and dying process
has established. Later on the system of

dyeing processed has continued during the
time of king Yanglao Keiphaba (969-
984AD). During the time of king
Loyumba (1074-1133 AD), the traditional
method of preparing colour from verities
of plant leaves, fruits, bark and dye process
has highly practiced. Not only preparing
colour and dye he also introduced various
costumes design for different occasions.
He allocated the task of dyeing yarns using
plant materials among different clans.
Each clan was specifically assigned to
handle the dyeing process for a particular
color of yarn and cloth. This organized
distribution of responsibilities allowed for
a systematic and efficient production of a
diverse range of colored textiles within the
community. (Potsangbam, Ningombam,
Warjeet, 2008) The preparation of colors
is a complex process, requiring an experi-
mental approach to produce specific hues.
During the early period of Manipuri
civilization, the Meitei people engaged in
the artistic practice of creating colours.
This kind of art practice was mostly done
by women folk. They used to prepared
colours from the varieties of plant leaves,
flowers and barks for dying thread and
cloths. In addition to gathering colour-
yielding plants, there existed a cultural
practice of cultivating these plants within
the confines of households. Some commonly
utilized colors were derived from these
cultivated plants are-

Indigo : Indigo colours were prepared
from Kumna (Strobilanthus) plants.

Pink (Leimachu) : Pink colour was
prepared from Kusum Lei (Cartharnus
tinctorius). A special technical process is
needed for preparing the colour.
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Red : Ureirom (Bixa orellana) plant
was used for extracting red colour. In the
earlier time this plant was abundantly
found in Manipur. Now this plant is very
rear to find in the region. Red colour can
also prepare from the mixture of lime and
Tarmaric.

Yellow (Napu machu) : Yellow
colour is the mixture of U-Napu and
Tarmaric. This colour was also prepared
from the chingleipak (a typical soil found
in the hilly region).

Green : Preparation of green colour
is very difficult. Some technical process
is needed for preparing green colour.
According to Bahadur, green colour was
prepared from a type of creeper known as
Sambum. Sometimes cow dung is also
used for preparing olive green.

Black (Amuba machu) : For writing
manuscript black colour was preparing
from lamp black. For dying purposes black
colour was extracted from the mixture of
bark of shahi(Lithocarpus dealbatus) and
Kum plant. (Bahadur, 2018)

General concept of colour and it

meanings :

The meaning of colour is different to
regions, religions and community. According
to psychologist E.R.Jaensch stated that
generally colour has to be preference due
to the climatic condition of the region. In
his research work shows those who live
in a climate with lots of more sun light
preferred warm bright colour and those
who live in a less sunlight preferred cool
colour. This statement may be corrected.
For example, the people living in the
Rajashthan and other mainland states of
India preferred more bright colourful dress
than north east states. This may be the
region of geographical location of the
region. Below table shows the symbolic
meaning of colour of three different
regions. The interpretation of colour in
two country mentioned in the table was
narrated by Mario and Maroto. Colour
meaning of Meitei community mentioned
in the table was base on personal obser-
vation and information collected from the
scholars.

Colour United state
India

Significances
Manipur
(Meitei)

Red Excitement, warning, sex, passion,
adultery, safety rescue, hot, spicy Birth, fertility

Birth, fertility,
love, danger

Yellow Visibility, cautionary, happy, sunny,
cowardice Sun, commerce

Life, happiness,
sacred, prosperity

Blue Trus two rthy, o ffic ia l bus iness ,
philosophy, soothing

Heavens, love,
truth, mercy

Sky,water, truth

Green
Environmental, outdoorsy, masculinity,
freshness, healthy, envy, jealousy,
inexperience

Nature Nature
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Significances of colour in Meetei/Meitei

culture

Colour representing Meitei Clan :

Meitei is a group of indigenous people
having seven Yek salai (Clan) namely (1)
Ningthouja (2) Luwang (3) Khuman (4)
Angom, (5) Moirang, (6) Khaba Nganba,
(7) Sarang Leisangthem respectively. Each
clan has represented by a unique colour.

Fig-1 : Representing colour Meitei Clan
(Image source:https://www.instagram.com/p/

CzkzHtvxKHc/?img_index=1)

The red colour represent in the Fig.
1as Mangang clan; second white colour
represent Luwang; third black colour

represent Khuman clan; Yellow represent
Angom; Red and Black spoted colour
represent Moirang; Purple colour repre-
sent Khaba Nganba and last seventh light
blue (Sangbanaba) represent for Sarang
Leisangthem. In the earlier period Manipuri
women used to wear different Salai colour
phanek (Mekhala) representing the clan
they belongs. But due to the changes of
time now this kind of activities are not
seen. Oja Bahadur mentioned in his book
Traditional Textile of Manipur that Ningh-
thouja (which is under the Mangang clan)
women wear lotus colour and Kuhi-Kum
(local name) with red strip. Khuman belong-
ing women wear Chigonglei (local flower)
colour with black strip etc. (Bahadur, 1997).

The Sanamahi Temple Board, in a
recent post on the Kanglei Mapari blog
on February 1st, 2024, discussed the color
scheme of the Salai Taret flag. According
to Meitei mythology, in ancient Kangleipak,
the almighty god Lainingthou Sidaba
Salailen created seven goddesses from his

orange Visibility, refreshing, danger Death,
rebellion

Saint, faith

Purple Nobility, bravery, law, excess sorrow

Pink Feminity, childhood, fun, sweetness,
homosexuality

Happiness,
hope

feminity

Brown Dullness, boring, fertile, strength,
unprocessed, poverty

Poverty, Earth

Black Death, evil, sin, nothingness, business,
adult, formal, sexy

Laziness, anger,
intolerance

Death, evil, martial
art, Widow, Priest

White Clean, pure, elegant, antiseptic

Creation,
rebirth, light,
serenity,
reincarnation

Purity, clean,
mourning, funeral
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body. Pakhangba nurtured these seven
goddesses, each of whom gave rise to seven
clans during distinct time periods, with each
period symbolized by a different color.

“kangleipak kouba leibakta
lainingthou sidaba salailengi hakchang
kayatagi numpung wakhalna taduna
pokhiba lailuk taret mabu pakhangbana
panaduna matamgi khongleida pokhibana
khongleigi matung ena salai taret asi
semkhi.”

Uses of Colours in Meitei tradition :

Some basic colours commonly used
in the Meitei tradition are

Red : In Meitei tradition, red is
predominantly worn by newly married
women, particularly during the marriage
ceremony, where brides adorn themselves
in red dresses and potlois (cylindrical
skirts), symbolizing fertility. Red attire is
less commonly worn by males in this
cultural context.

Yellow : This colour is used by newly-
wed men. There is a tradition of wearing
yellow khudei (dhoti) by newlywed men.

White : In Meitei tradition, white
symbolizes purity. It is prominently featu-
red in funeral rites and other ceremonial
rituals.

Black : In Meitei culture, the color
black is prominently worn by martial arts
practitioners. According to Bahadur, black
attire was exclusively reserved for individuals
tasked with the solemn responsibility of
executing prisoners and managing cremato-
rium duties. It was not originally associated
with martial arts attire in earlier times.

Restricted colour :

Yellow : In Meitei tradition, the use
of yellow color dress and cloths are restric-

ted in caring for newborn babies. This
restriction stems from the belief that
dressing a baby in yellow clothing could
hinder the identification of jaundice, a
common disease in infants. Hence, the
tradition prohibits the use of yellow
clothing for newborns.

Black : The use of black-colored
phanek (mekhala) dress is not common in
Meitei culture. Occasionally, this attire is
seen worn by Maibis (Priests) during the
time of ritual ceremony.

Light saffron colour (Pungou

Phanek) : In Meitei culture, except for
religious ceremonies, the wearing of
pungou phanek by unmarried and married
women is prohibited. Oja Bahadur noted
that in earlier times, this attire was exclu-
sively worn by widows. However, in
contemporary times, the pungou phanek
has become popular attire for mourning
ceremonies.

Conclusion :

Color plays a pivotal role in shaping
distinct cultures, rendering a world without
it a miserable scene. From the vast expanse
of the universe to the intimate confines of
local communities, color holds varied signi-
ficance. Manipur, a vibrant state characterized
by its diverse ethnic tribes, exemplifies
this interplay of color and culture. Through-
out history, the Meitei community has been
instrumental in driving the development
of this kingdom. Within Meitei culture, the
utilization of color holds profound signifi-
cance, serving as a medium of expression
and symbolism. In today generation the
meaning and idea behind the colour are
not aware in vast. Instead of understanding
the meaning now a day’s people are more
impress on material culture. This may lead
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to deteriorating the existing belief system.
For example, Due to lack of aware of using
red colour now a day the designer make
Potloi (Cylindrical skirt) with different
colour. Now it is high time to realization
the values of colours in the human life.
The present paper has studied an overview
on the significances of colour in the
society. A deep study can be carried out
by the future researcher.
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Abstract :

India has a rich tradition of mumukshu meditative practices that enable spiritual
elevation and liberation in one’s lifetime. One such tradition is that of the chakra-s or
energy centres believed to be present in the subtle body. Seats of specific deities and
their respective consorts, these are conceptualised as lotus flowers with a specific
number of petals and colours. Endorsed by all the religions and significant sects of
the country, these centres conflate the practices of cleansing, body postures, breath
retentions, mudra-s, visualisations and chanting of mantra-s. This article explores the
information about these chakra-s from the Hatha yogic milieu as documented in the
Sanskrit texts. Their visual manifestations in Indian miniatures from the Kangra and
Jodhpur are examined in detail to have a nuanced understanding of the Hatha yogic
chakra-s.
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Hatha yoga is a significant Indian
knowledge system based on bodily
practices. Although some of its techniques
can be traced back to the earliest Sanskrit
texts, religious epics and the Buddhist Pali
canon, it is first referred to by this name
in texts dating to around the eleventh
century C.E.1 Amaraughaprabodha, a text
from the twelfth century C.E., reveals that
this term is used for denoting the three
methods of controlling the breath and
semen, which are first taught in an
eleventh-century text Amrtasiddhi.2

Subsequently, the thirteenth-century text

Dattatreyayogashastra also taught the
four-fold yoga, which is an alternative of
eight folds yoga of Amaraughaprabodha.3

The Hathapradipika, is considered a
standard Hatha yoga text in Sanskrit. It
was composed in the fourteenth century
and teaches three main practices as
Kumbhaka-s (eight techniques of breath
control), asana-s (fifteen bodily postures),
meditation on internal sounds that rise by
practising nadanusandhana.4 According
to the Hathapradipika, the first technique
to be included in Hatha yoga were the
physical postures.5 Birch observes that in
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the nineteenth century some Indologists
defined Hatha yoga as “a form of yoga
which includes great self-torturing”.6

Chakra-s of the Subtle Body :

Chakra is an indigenous term, which
means ‘wheel’ and ‘cycle’ and is a concept
found in early Indian traditions. These are
believed to be focal points, or powerful
energy centres in the subtle body (sukshma
sharira) of the practitioner, through which
energy flows.7 The textual sources mainly
in Sanskrit reveal that every chakra-s has
a specific colour and energy and serve as
a tool for meditation. Each chakra is
related to and activates particular spiritual,
emotional, psychological, and physical
aspects of a person and leads to immense
spiritual, mental and physical growth.
Through practising yoga (both asana
practice and meditation), a practitioner
intends to ascend the levels of energy in
the body and balance these chakra-s.
When a chakra’s energy is blocked, it can
cause emotional, mental, or physical
imbalances that can lead to mental and
physical diseases. Therefore, the chakra-
s needs to be regularly purified by the
practice of the eight karma-s and
pranayama.8 Seven primary chakra-s are
arranged vertically along the axial channel
(Sushumna nadi) from bottom to top as
Muladhara, Svadhishthana, Manipura,
Anahata, Vishuddha, Ajna, and Sahasrara.
The Kundalini /the feminine energy
progresses from the lower to the highest
chakra in order to reach the stage of
supreme enlightenment, also understood
as the ultimate union with the god to attain
eternal bliss in the Sahasrara Chakra. In
yogic philosophy, the Shiva is spirit and
Shakti is matter and through their
unification, every creature is born.9

Muladhara :

Muladhara Chakra is located at the
base of the spine in the perineum. Dormant
Kundalini is often said to be resting here,
wrapped three and a half, or seven or
twelve times. Sometimes she is wrapped
around the black Svayambhulinga, the
lowest of three obstructions/knots
(granthi-s) to her full rising.10 This chakra
is symbolized as a four-petaled lotus with
a yellow square at its centre representing
the element of earth.11

Svadhishthana :

This sacral chakra is believed to be
located at the root of the sexual organ along
the spine in the subtle body. Svadhishthana
is represented by an orange-coloured six-
petaled lotus within which is a crescent
moon symbolizing the water element and
the seed mantra in its centre is ‘vam’. The
presiding deity is Brahma, with the Shakti
being Rakini.12

Manipura :

In the subtle body, the Manipura
Chakra is located in the navel region. Its
colour is yellow and it denotes the element
of fire. In the Nath yogi meditation system,
this is described as the Madhyama-Shakti
or the intermediate stage of self-disco-
very.13 This chakra is represented as an
upward pointing triangle in the middle of
a lotus with ten petals. The seed syllable
is ‘ram’ and the presiding deity is Shiva
with Lakini as Shakti.14

Anahata :

The fourth chakra is Anahata, located
in or behind the heart. It is depicted with
a green colour lotus with twelve petals. It
also has a yantra of two intersecting
triangles, forming a hexagram, symbo-
lising a union of the male and female and
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the element of air. The presiding deity is
Ishana Rudra Shiva, and the Shakti is
Kakini.15

Vishuddha :

The Vishuddha Chakra is present at
the base of the subtle body’s throat. It is a
sixteen-petaled blue-coloured lotus
covered with sixteen Sanskrit vowels and
symbolises the space element. Shiva with
five heads and four arms, and the Shakti
as Shakini are the main deities.16

Ajna :

This is the subtle centre of energy also
known as Guru Chakra or third-eye chakra.
It is located between the eyebrows. It is
symbolized by an Indigo-coloured lotus
with two petals and at this centre the two
nadi-s17 (Ida and Pingala) are said to
merge with the central channel Sushumna,
signifying the end of duality.18

Sahasrara :

The final chakra – Sahasrara (the
crown chakra) literally means ‘thousand-
petaled’. In the subtle body it refers to the
topmost chakra located as the crown of
the head, above the physical body. It is
the state of pure consciousness and the
highest spiritual centre. When the feminine
energy in the form of Kundalini/Shakti
reaches this point, it unites with the mascu-
line Shiva and attains final enlightenment
or eternal bliss. A lotus with a thousand
different coloured petals represents this
chakra. However, in paintings, mostly
white or golden colours are employed.19

Depiction of Chakra-s in Indian

Paintings :

I. System of Nadi-s and Chakra-s in

the Subtle Body20

c. 1820, Gouache on paper, 12 x 9
inches Kangra, Himachal Pradesh

In this painting a yogi is depicted with
his eyes closed in meditation. He is seated
on a mat and before him are painted the
objects of his mundane use. Seated in
Siddhasana,21 his arms are raised from his
elbows. The yogi has a bald head, thin
black eyebrows, utpala nayana (lotus
petalled eyes), long nose, a thick bushy
moustache, thin pursued lips and round
chin. A plain yellow shawl covers his
broad round shoulders and a saffron-
coloured dhoti his legs. He has adorned
himself with a golden necklace. The
inflated stomach suggests that he has
retained his breath in the Kumbhaka
technique.22

Arrayed in a vertical hierarchy are
painted seven chakra-s on the yogi’s body
the details of which are as follows:

1. The bottom chakra is Muladhara or
the root chakra. It is depicted in
yellow colour with four petals. It has
Hindi alphabets on the petals and the
god Ganesha in the middle.

2. Svadhishthana Chakra is shown with
six petals of orange colour. Here
Devnagari alphabets are written as b,
bh, m, y, r, le in white colour. The
middle circle is coloured yellow
having a depiction of lord Brahma and
the mantra: Brahma hamsah written
in black.

3. The Manipura Chakra is shown with
ten petals adorned with the Deva-
nagari alphabets as dh, dha, na, t, the,
dae, dhe, ne, pe, phe. Coloured in blue
and brown colour, its middle portion
has the image of the god Vishnu with
four arms and his mantra: Vishnu
hamsah.



243
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

4. Anahata or heart chakra is depicted
in yellow and orange colours with
twelve petals. Beautiful Devanagari
alphabets as ke, khe, ge, ghe, dhe, de,
ce, che, je, jhe, aiya, te, the and the
centre has the depiction of Rudra
(a fierce form of Shiva) holding a
trident along with the mantra: rudra
hamsah.

5. Vishuddha Chakra is depicted with
sixteen petals adorned with the terms
hn and sah mantra-s in Devanagari
script.

6. The next is the representation of Ajna
between the eyebrows. It is a golden
colour three- petaled lotus on which
Devnagari alphabets are written. In
the centre one hamsah is present. Ida
(Moon) and Pingala (Sun) nadi-s form
the two stems of the two petals of this
chakra to form the central petal.

7. The topmost chakra, Sahasrara on the
yogi’s head is painted as a triangular
shape with two layers of petals
radiating out hinting the thousand-
petaled lotus. It exhibits the blissful
and eternal union of Shiva and
Parvati.

II. The Chakra-s of the Subtle Body

Folio 2, Nath Carita

Attributed to Bulaki, 1823

Gouache and gold on paper; 18.1 x
44 inches Jodhpur, Rajasthan

Mehrangarh Museum and Trust, RJS
2427

This extraordinary miniature presents
a Siddha standing in Tadasana.23 A Nath
ascetic evident by his earrings, which he
has worn in cartilages rather than earlobes,
a shringi tied to a long black thread resting
on his chest and his ash-smeared body.24

His shoulder length dreadlocks are

beautifully arranged in a tiny top knot.
With an oval face, he has a broad forehead,
long arched eyebrows, deep-set beautiful
eyes that are crossed in inward meditation,
long pointed nose, thin red lips and a
pointed chin. He has broad rounded
shoulders, powerful chest muscles,
tapered waist and is dressed in a saffron-
coloured dhoti with golden motifs and
edges that is tied to his waist with a cobra,
on whose hood is painted a male and a
female form seated on petal beds. His feet
are pointed on opposite sides. The
Siddha’s earrings are made of gold, which
are decorated with pearls and other semi-
precious stones; he is wearing multiple
exquisite necklaces made of pearls, semi-
precious stones and rudraksha berries and
armbands and bracelets.

Arranged in a vertical hierarchy there
are twelve chakra-s painted as flowers on
the Siddha’s body.25 Each of the energy
centre is devoted to a specific deity or
Nath Mahasiddha and their position from
the bottom to top is as follows:

1. Ganesha seated in the centre of a four-
petalled mauve-coloured lotus
Muladhara Chakra flanked by two
females (perhaps his two wives:
Riddhi and Siddhi or Shakti-s). This
chakra is placed on the knees of the
Siddha. Ganesha’s presence at the
very first centre from which the
Kundalini /energy rises to the
Sahasrara justifies his status as the
god of auspicious beginnings.

2. Four-faced Brahma on a six-petalled
yellow coloured lotus centre repre-
senting the Svadhishthana Chakra.
Before him is a female (perhaps his
wife Sarasvati or a Shakti). This
energy centre is placed on the groins
of the subtle body.
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3. Above the hood of the cobra, on the
Siddha’s navel is painted a ten-
petalled bluish-grey coloured lotus,
the Manipura Chakra. Vishnu is
painted here with a lady (perhaps his
wife Lakshmi or a Shakti).

4. On a multi-coloured sixteen-petalled
lotus is painted a Siddha with ash-
smeared body. The flower is divided
into two registers. On the upper
section, the Siddha is rendered and on
the lower one, two women devotes.

5. Shiva is on a twelve-petaled pink-
coloured energy centre, Anahata
Chakra. A female (perhaps Parvati or
Shakti) is seated before him with her
hands folded in Anjali mudra. This
chakra is painted on the heart portion
of the Siddha’s body.

6. Near the throat is present a sixteen-
petalled light blue coloured lotus. It
is the Vishuddha Chakra. A male, in
all possibility a god and before him a
female in Anjali mudra are painted.

7. On a two-petalled red coloured lotus
are depicted a male and a female
facing each other. This is Ajna Chakra
between the two eyebrows.

8. A thirty-two-petaled lotus chakra with
a golden-coloured centre is painted
slightly above the eyebrows. A female
is shown before a god.

9. A multi-coloured flower chakra with
numerous petals is located on the
forehead near his hair. Again, a god
is depicted here before a female.

10. and 11. On the dreadlocks of the
Siddha are painted two golden
chakra-s, which have similar
depictions of the Mahasiddha-s.

12. On the top of the knot of dreadlocks,
outside the body of the Siddha is
painted the golden coloured Sahasrara
Chakra with multiple petals believed
to be a thousand-petalled lotus. It has
a form of a Mahasiddha.

The brightly coloured chakra-s
contrast with the grey body and the blue
background of this vertical composition.
Debra Diamond has assigned this
beautiful painting to the Jodhpur artist
Bulaki on the basis of the rendering of the
face and the body.26

These two miniatures from Kangra
and Jodhpur having depictions of Hatha
yogic chakra-s were created in a milieu
which had a long awareness of the
traditions of yoga. The royal, elite and
educated classes patronized numerous
such paintings to document the type of
Indian scientific knowledge that was
floating in the country in the contemporary
religious landscape.
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The Cakra-s of the Subtle Body :

Folio 2, Nāth Carita
Attributed to Bulaki, 1823
Gouche and gold on paper; 18.1× 44
inches
Mehrangarh Museum and Trust, RJS
2427

Image Courtesy : Mehrangarh
Museum Trust, Jodhpur, Rajasthan, India,
and His Highness Maharaja Gaj Singh of
Jodhpur.
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Abstract:

This paper explores the visualization of the Assamese female spirit ‘Bordoisila’,
associated with storms and rains. The study analyzes paintings by Attrayee Gogoi,
Chinmoy Barma, Prasanta Medhi, Sanjib Borah, and Nirju Raj, examining how they
depict ‘Bordoisila’ based on traditional descriptions. The paper discusses the cultural
context and potential areas of visualization of Assamese folk beliefs, highlighting the
importance of considering cultural influences in visual representations.
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1. Introduction :

There is a reason behind every action.
Folk society cannot investigate the real
cause of the action. This resulted in the
birth of various folk beliefs and customs.
It is also believed that such reasons are
behind the birth of the ‘Bordoisila’ and
‘Sorudoisila’ (cause of heavy storms and
rains).

According to folk beliefs in Assamese
society, evil entity are invisible and work
in an invisible form. However, according
to folk belief, some of these evil entity have
their own physical forms and some do not.
Bordoloi mentions the physical forms of
bhut-pret, jakh, jakhini, mahajakh, kandh,
pishash, dhangulai, burha dangoriya, etc.
The water god does not have his own

form. It exists only by creating waves in
the water. (Bordoloi 66)

Various artists have tried to create
visual form of the female entity associated
with the storm based on the traditional
descriptions associated with the ‘Bordoisila’.
Artists have used different medium to create
such visual forms. This paper analyzes the
paintings of Attrayee Gogoi, Chinmoy
Barma, Prasanta Medhi, Sanjib Borah,
and Nirju Raj.

1.1 Objectives of the Study:

This paper discusses the depiction of
the entity ‘Bordoisila’ associated with the
wind, and storm prevalent in Assamese
society. The specific objectives of this
study are :
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Provide an introduction to the visuali-
zation of ‘Bordoisila’.

Judge whether the cultural context is
expressed in the painters’ artworks.

Identify potential areas of visualization
of Assamese folk beliefs.

1.2 Methodology :

A descriptive and analytical approach
has been adopted in the preparation of this
paper. The paintings adopted for analysis
are taken from the internet and private
collection. Attrayee Gogoi, Chinmoy Barma,
Prasanta Medhi and Nirju Raj uploaded
their paintings on Facebook and Sanjib
Borah drew a painting for the cover of a
souvenir. This paper presents a conceptual
introduction to ‘Bordoisila’ before the
main discussion.

2. Conceptual Introduction of

‘Bordoisila’ and ‘Bardwisikhla’:

Assam is a rain fed state. The region
receives rainfall for seven to eight months
of the year. Heavy storms and rains occur
in Assam, especially at the end of the
Assamese month of Chaitra (March-
April), before Bohag Bihu. ‘Bordoisila’
has been identified as a cause of storms
and rains in Assamese folk culture.
According to this myth, two sisters named
‘Bordoisila’ and ‘Sorudoisila’ went to their
mother’s house during Bihu. The pace of
this journey is very intense. This intensity
of motion causes storms and rains. “She
is a female spirit and lives with her husband
in a far-off land. She visits her parents’
home, which lies in this part of the country,
once a year to enjoy the national festival
of Bohag Bihu. She returns when the Bihu
is ended. We have thus in Assam two
strong gales, one just before and the other

just after the Bihu, occasioned by the flight
of the airy spirit on her journey to and from
her parents’ home. When she comes in, as
can naturally, be expected, she is serene
and delightful, but on her return voyage
she becomes turbulent. Thus the preceding
gale is harmless, while the after-gale is
destructive, overthrowing trees, razing houses
and doing other mischief.” (Rajkhowa 9-
10) According to the belief of Assamese
folk, there are two sisters, ‘Bordoisila’ and
‘Sorudoisila’, involved in the storm, but
the character of ‘Bordoisila’ gets more
important. The dictionary edited by Dinesh
Chandra Goswami defines ‘Bordoisila’ as:
“A sudden erratic storm in Assam before
or after the Bohag Bihu.” (Goswami 674)

It is believed that when a storm
(Bordoisila) comes, a ‘pi.ra’ (a flat
platform usually made from wood, used
for low-level seating) is placed in the yard
and mirrors and combs are placed there
to calm the ‘Bordoisila’. In other words,
‘Bordoisila’ sits in the ‘pi.ra’, dressing her
hair, and slowly goes to her mother’s
house. It is worth mentioning that there
are chanting in Assamese folk culture to
prevent storms. This chanting and the folk
customs associated with it are celebrated
during Bohag Bihu. During Bihu, it is
believed that chanting written on Indian
Rose Chestnut (Mesua Ferrea) leaves and
placed on the roof of the house will prevent
storms from causing any harm. The
chanting written on the leaf of the Mesua
Ferrea is: “Deva Deva Mahadeva Nilgriva
Jatadhar, Batabristi Harang Deva
Mahadeva Namastute’’. (Bordoloi 98)

It is noteworthy that the Boro people
of Assam have a dance called ‘Bardwi-
sikhla’. The word ‘Bordoisila’ is closely
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related to the word ‘Bardwisikhla’. In
Bodo, the term ‘bar’ means ‘wind’, ‘dwi’
means ‘water’ and ‘sikhla’ means ‘young girl’.
However, the Assamese word ‘Bordoisila’
does not have any special meaning if it is
fragmented (big, curd and kite). Therefore,
it can be confirmed that the Assamese
word ‘Bordoisila’ comes from the Boro
language.

‘Bardwisikhla’ dance is based on
natural phenomena. The Boros associate
the gods of water and air with this dance.
According to Goswami, ‘Bardwisikhla’ is
“An important dance of the Bodos depic-
ting the might of the goddess of water and
air.” (Goswami 674) In ‘Boro Mwsanai’
Liladhar Brahma includes Bardwisikhla is
in Bwisagu dance. Another Bodo dance
expert Thaneswar Boro also has included
this dance in Bwisagu. According to
Chakradhar Narzari “this is also creative
folk dance”. (Hazowary 84)

There is a myth associated with the
word ‘Bardwisikhla’. That myth is similar
to the myth associated with ‘Bordoisila’
prevalent in Assamese society. “In the
Bodo society Bardwisikhla is a young girl
and presumed to be the daughter of a Bodo
who has been married to a bridegroom of
some distance place of the west. Bardwi-
sikhla visits her mother’s home once a year
at the advent of springtime, Bwisagw
(Bihu) and she is regarded as a female
spirit. The Bodo people experience two
strong gales caused by Bardwisikhla just
before the springtime Bwisagw. The prece-
ding gale of Bwisagw or Bihu reminds the
Bodo people of the visit of Bardwisikhla
heralding Bwisagw and thereafter, the gale
which is often devastating reminds of her
return.” (Hazowary 84)

3. Result and Discussion

3.1 Attrayee Gogoi’s Painting

(September 29, 2019)

A Facebook page named ‘Daakor
Boson’ (https://www.facebook.com/
daakpurukh) started a series of Assamese
ghosts titled ‘OXOMIYA HORROR’. In
this series, various artists painted paintings
of the evil spirits prevalent in Assamese
society. They are: Sanjoyana (Burha
Dangoriya), Hrishikesh Bora (Jolkonwar),
Priyamjit Singh (Komora Bhut), Priyanka
(Daaini), Tanmoy Das (Bijuli), @art_
indam (Guloi), Abhishek Choudhury
(Baank), @illustration_de_kely (Kandh),
@dipantosaurus (Khetar), Chiranjit D.
Bhowmick (yakhini), Annie Hazarika
(Ghor Jeuti), Amalendu Kaushik (Paruwa),
Attrayee Gogoi (Bordoisila) and Siddhant
(Bira).

Fig.-1 : (Source: Facebook)

Attrayee Gogoi’s painting does not
show the traditional folk belief-based
‘Bordoisila’. The Assamese or Assamese
ethnic (Baro) motif is not clear in the
painting. According to traditional belief,
‘Bordoisila’ is an Assamese bride. She goes
to her mother’s house during Bihu. So, it
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would have been more interesting if the
journey had been in a rural setting rather
than through the forests.

Facebook page ‘Daakor Boson’ has
also produced a video [Channel Link:
https://www.youtube.com/@daakorboson
6381, Video Link: https://www.youtube.com/
watch?v=I3ih63ila_U (May 6, 2020)]
based on the poem by Hemchandra
Goswami.

3.2 Chinmoy Barma’s Painting (March

17, 2023)

Fig. 2 (Source: Facebook)

Chinmoy Barma has created photos
of ‘Bordoisila’ and other Assamese spirits
with the help of AI. He launched an AI Art
Series titled Assamese Folklore Legends
and Ghosts in 2023. The seventh of these
arts is ‘Bordoisila’. The photos are flawed
due to the lack of sufficient visual materials
related to Assamese culture on the Internet
and in the database of Silicon Valley AI.
For this reason, the photograph of Barma
lacks the physical structure and dress and
ornaments that represent the Assamese or
tribal culture of Assam. However, such AI
photograph can be edited and improved.

Evil entities are born in a particular
society. Therefore, those creations are
influenced by the cultural characteristics
of the society. Ignoring such influences
and visualizing folklore resources is likely
to reduce their acceptability. Chinmoy
Barma’s creation shows such weaknesses.

3.3 Prasanta Medhi’s Painting (March

24, 2023)

Prasanta Medhi (https://www.facebook.
com/prasanta.medhi.71) has given a visual
appearance to ‘Bordoisila’ based on the
poem ‘Bordoisila’ by Hemchandra
Goswami. (Barua 131-132) The following
is an English translation of the poem:

“Every Bohag Bihu, Bordoisila sets out
for her maternal place

Uprooting trees and destroying houses.

As she rushes, the fierce tempest,

She leaves behind a trail of broken mess

“Why do you hurry, with your disheveled
hair?

You will reach your maternal place even
at a slower pace.”

With a seat in the courtyard and a comb
we tempt her

To slow down and to perhaps rest awhile.

And list out the gifts awaiting her—
flowers from her mother,

Bangles from her father

Clothes and earrings from each of her
brothers;

A cool bed to sleep, a comfortable seat

And a delicious snack made with the finest
Joha rice.

We implore you, o wild one do go slow

Spare our worn out huts, spare us the
woe!” (English Translation: Maitri Das)
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Fig. 3 (Source: Facebook)

The contrast between calm and
turbulent is particularly evident in Medhi’s
artwork. There are no turbulent lines on
the eyes and lips, but the scattered vermilion
(a brilliant red pigment traditionally used
on their forehead by married Hindu
women) on the forehead and end part of
the ‘sa.dor’ (traditional dress of Assamese
women, used for covering the upper part
of the body) and disheveled hair that
merge with the sky, clouds, and thunder
represent the rapid movement of the
‘Bordoisila’. The painting would have
been even more attractive if the motifs of
Assamese and ethnic costumes of Assam
had been applied to the costumes.

3.4 Sanjib Borah’s Painting (2023) :

Sanjib Borah has painted a painting
based on the song by Bhupen Hazarika.
The lyricist Bhupen Hazarika explains the
meaning of the word ‘Bordoisila’ in one
of his songs as follows:

Boror bhashare

‘Bar’ mane botah

‘Dwi’ mane pani

Aaru ‘Sikhla’ mane hol goshannijoni.
(Hazarika 337-338)

Hazarika’s song reflects cultural and
linguistic harmony as well as nationalism.

Fig. 4 (Source: Own Collection)

Sanjib Borha painted this painting
mainly for a book cover (Gomseng ,
Noonmati Bihu Sanmilan, Guwahati,
2023). There is no direct appearance of
‘Bordoisila’ in Borah’s painting. He tries
to express through the painting the cultural
harmony and Assamese nationality of the
Bhupen Hazarika’s song. The aspects
emphasized by Borah in the painting are
the abundance of red, the bird of cuckoo
as a symbol of spring, the ‘Bihua boy’
(Male Bihu Dancer) as a symbol of Assamese
and the ethnic pattern of Gamosa. The
Gamosa is an article of great significance
for the people of Assam. It is generally a
white rectangular piece of cloth with
primarily a red border on three sides and
red woven motifs on the fourth. The pain-
ting is a combination of colors represen-
ting the ethnic folk art of the North East.
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The whole painting has become a folktale.
The waves of the Gamosa and the sky-
facing Peepal or Ficus Religiosa leaves
indicate the indirect presence of the
‘Bordoisila’. It is possible to create abstract
paintings based on the characters of the
devils prevalent in Assamese folk society
and a wide range of such possibilities are
associated with Assamese folk culture.
Borah’s work is an example of the real
expression of such possibilities.

3.5 Nirju Raj’s Painting (May 3, 2024)

The painting by Nirju Raj portrays
‘Bordoisila’ as an Assamese woman
wearing Muga clothes. His paintings also
feature Assamese ornaments. There is a
special association between the ‘Bordoisila’
and the Bohag Bihu. Nirju Raj has painted
the painting with this aspect in mind. This
painting would have been even better if
the folk beliefs associated with
‘Bordoisila’ had been presented together.

Fig.-5 : (Source: Facebook)

4. Conclusion :

The visualization of ‘Bordoisila’ in
modern art reflects Assamese society’s
cultural beliefs and traditions. The analyzed
paintings demonstrate varying degrees
of success in capturing the essence of
‘Bordoisila’, with some effectively conveying
the cultural context and others lacking in
traditional representation. The study
highlights the significance of considering
cultural influences in visual representations
of folk beliefs, ensuring that the artwork
remains authentic and meaningful. By
exploring the visualization of ‘Bordoisila’,
this research contributes to a deeper
understanding of Assamese folk beliefs
and their representation in art.
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Abstract :

Artefacts are cultural identity of a country. A cultural artefact is an object that
reveals valuable information about the history, society or civilization of a country.
According to the antiquities and art treasure act 1972, an antiquity is an article or
object that is at least 100 years old. These illustrates the science, art, craft, customs,
religion or literature of a bygone age or anything of historical interest. India was
known as the “Sone ki Chidiya” from ancient time. India’s treasure trove of gold and
precious stones was known through the world. India’s craftsmen, artists and artisans
were also well known to the world.

The UNESCO defined artefacts and antiquities of a country as cultural property
in 1970 convention. In India Item – 67 of the Union list, Item -12 of the state list and
Item -40 of the concurrent list of the Constitution deal with the country’s heritage.

Indian government trying to brought back Indian cultural items from many
countries including Australia, Canada, Germany, Singapore as well as US and UK.

Keywords :

Indian Artefacts, Repatriation, World museums, Cultural Identity, Migration

Introduction :

Loot and plunder have been an accepted
part of warfare and the Victor’s spoil. India
has a big history of warfare and plunder
through the foreigner Invaders from
medieval time to colonial era. After the
battle of Plassey and buxer, East India
Company strengthened it’s foothold in
India. Indian artifacts and antiquities like
Idols, gems, jewels, coins, sculpture, painting,
Epigraph, weapons and other were taken

away from India unauthentically. Cultural
Artefacts may be classified as follows…

1. Art (Paintings drawings prints
sculpture photography)

2. Diversions (Books toys games meals
theatrical performances)

3. Adornment (Jewellery clothing
hairstyle cosmetic tattooing)

4. Applied arts (Furniture, furnishings,
receptacles)
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5. Modifications of the landscape
(Architecture, town planning, agricul-
ture, mining)

6. Devices (Machines, vehicles, scientific
instruments)

Significance of artefacts and antiquities
of a country are varies like inheritance value,
cultural and economic value, survival of
historical events depends on it, voice of the
Subaltern (these artefacts represents the
skills of lower class), preservers country’s
culture in a multicultural society.

Important artifacts and antiquities

of India migrated to the world is a long
list of splendid Artefacts of India that were
looted or smuggled from India. While we
think about the plunder the name of
Kohinoor pops up in our mind first. But
there are lot of other artifacts and
antiquities which are also very much
valuable.

The migration of Indian artefacts and
antiquities are divided into 2 parts.

1. Pre -Independence

2. Post -Independence

Pre -Independence migration of

Indian artifacts- from medieval time to

colonial era :

Indian treasure have been looted from
a long time. Some of the Important artefact
are mentioned below.

Peacock throne of Shahjahan

Tipu Sultan’s mechanical tiger

Amaravati Buddha’s stupe featured
120 marbles sculpture inscribed
railing

Shahjahan archery’s ring made of
gold, diamond and has 21 rubies, 14
emeralds and 6 carat diamond

Sultan Ganj Buddha, Bihar

The copper plate charter of king
Rajendra first

Sword of Chatrapati Shivaji Maharaj

Maharaja Digvijay Singh necklace of
platinum, Ruby and diamond
designed by French jewellery house
Cartier designers

Sword and ring of Tipu Sultan

Golden throne of Maharaja Ranjit Singh

The emerald belt of Maharaja Sher
Singh.

Stone bracket from Hoysala temple

Yogini circa 900 CE Kanchipuram

Shiv Maheshwar 700-900CE
Kashmir

Shiva and Parvati circa 1200 CE
Odisha

Bronze Image of Shiva n Nataraja,
850 CE central Tamil Nadu

Raman circa 700 CE South India

2 panel of curved wooden desk
capture from a processional chariot
Thanjavur

Stone sculpture of tirthankara
Chandra Prabhu 993-994

Lion capital Mathura 100 CE

Stone sculpture or Buddha 100 to 300
CE Peshawar

Buddha 450 CE Sarnath U. P.

Bodhisattva Maitreya 100-300 CE

Wine cup of Shahjahan

Sculpture of Ganesha 1202 1300
CEO Odisha

Durga circa 1200CE Odisha

Surya Circa 1200 CE Konark
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There is a long list of migrated and
hawked items of India, some of them are
repatriated. Government and Archaeological
Survey of India is trying more patriation
possible.

Post -Independence migration of Indian

artefacts :

In post-independence era Indian
artifacts were snuggled in big scale. Just
after antiquities act 1972, almost 3000
thefts of antiquities were reported between
1977 and 1979. More than 4000 objects
have been smuggled out of India till 1989,
more than 100 erotic stone sculpture were
stolen between 1965 to 1970 from
Khajuraho temple in MP in 1968. 125
pieces of antique jewellery and 32 pieces
of rare gold went missing from the
National Museum New Delhi. South India
was also rich in bronze n stone sculpture.
So it was the attraction for smugglers. The
sites of theft are different :

1. Archaeological site

2. Museums

3. Unprotected ruins

4. Monuments

5. Troubled/War zone

Vaman Narayan, Deendayalan and
Subhash Kapoor were linked to smuggling
of Indian artefacts and antiquities.

The name of Subhash Kapoor is on
the top in smuggling Indian antiquities.
Subhash Kapoor is a New York based
smuggler or art dealer on trial in Chennai.
He was running $ 100 million- interna-
tional smuggling racket. He was the owner
of the “Art of the past gallery “in Manhattan.
His sister’s business was also to export
and import antiquities from across the

Indian subcontinent and South East Asia
to major museums around the world. In
2015 operation hidden idol was launched
by USA homeland securities investigation
to recover and repatriate looted around
2600 artifacts and antiquities smuggled by
Subhash Kapoor, worth estimated 650
crores. After detailed examination by ICE
consignment was found of rare Indian art
and antiquities. ICE collected all the
information and evidence against Subhash
Kapoor’s activities regarding his various
warehouses and galleries. He was arrested
in Germany and he is on trial in India. He
hawked Indian artifacts to some museums
also like. Honolulu Museum (U.S.) and
Peabody Essex (U.S.) museum.

Museums in the world having Indian

artifacts :

Museums are the hub of culture and
religion of a country that gives inside into
the past. Following are some museums
having Indian artefacts…

1. British Museum London : The Asian
gallery number -339 at the British
Museum displays collection of Indian
antiquities. It includes the remains of
Amravati school and other artefacts.

2. Victoria & Albert Museum (V&A),

South Kensington : It displays
paintings of Raja Ravi Varma from
Mughal empire, Wine cup of Sharjah
and turban Ornaments.

3. Metropolitan Museum of art, New

York : It’s exhibition on 13 November
2023 displayed around 125 Indian
objects including Tree and serpent:
early Buddhist art in India 2000 BC
E2 400 CE.
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4. Asia Society New York : It displays
large amount of South Asian artifacts
including Shiva, Parvati, Rama,
Lakshmi and Buddha.

5. Humboldt Forum, Berlin : This
museum displays Indian miniature
paintings, religious and ritual samples
etc.

6. Louvre Abu Dhabi, Abu Dhabi :

This museum highlights the Indian
artefacts like dancing Shiva and other
statue.

7. Los Angeles County Museum of

art, Los Angeles : It has more than
100 different art pieces belongs to
India.

8. National Gallery of Australia,

Canberra : It is the museum which
have Indian artefacts purchased from
Subhash Kapoor valued $3 million.
It returned 14 artefacts to India in
2022.

9. Honolulu Museum (U.S.)

10. Peabody Essex Museum. (U.S.)

Artifacts returned back to home :

Very few objects have been repatriated
from 1970-2010.We will find better numbers
of repatriation between 2010-2020 and
2020-2023. Ministry of culture of India
claims successful repatriation of 242
artefacts of India. National Gallery of
Australia returned 14 artefacts to India in
2022. Other countries also returning the
Indian antiquities. The process of repatria-
tion is slow. ASI organise an exhibition in
collaboration with Ministry of culture on
22-25 February 2023(during G-20
presidency in India). The title of exhibition
was “Re(ad)ress: Return of treasure”. It
displays several invaluable antiquities
brought back to India in recent times.

Exhibition was open for public from 25-
28 February. This exhibition displayed 26
objects returned to India from all around
the world.

 Some of important repatriated
artefacts are mentioned here :

Parrot lady- repatriated from Canada

Bronze image of saint Manik-
kavasagar (Chola period Poet) –
Repatriated from US

Brahma-Brahami- Repatriated from
U.K.

The sculpture of Vishnu Lalghni –
Repatriated from U.S.

Yogini Vrishanana- Repatriated from
France

Standing Pratyangira – Repatriated
from Australia

Anthropomorphic figure- repatriated
from U. S

Uma - Maheshwar -Repatriated from
U. S.

Manjushri- Repatriated from U. S.

Terracotta Yakshni of Tamluk –
Repatriated from U. K.

Terracotta figure Bihar- Repatriated
from U. S.

Panel depicting a battle scene-
Repatriated from U. S.

Mahishasurmardini – Repatriated
from U. S.

Female playing drum – Repatriated
from U. S.

Dancing Sambandar – Repatriated
from Australia

Surya – Repatriated from U. S.

Seated Jina-Repatriated from Australia

Painting depicting Rasikpriya from
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the Samdehi Ragini- Repatriated from
U. S.

Letter of invitation to Jain monks
picture scroll (Vijnaptipatra) -
Repatriated from Australia

Jain shrine with 24 Jain- Repatriated
from U.S.

Lakshmi Narayan- Repatriated from
U.S.

Image of Buddha – Repatriated from
UK

Shridevi (Chola) – Repatriated from
U.S.

Nataraja (Dancing Shiva Tamil Nadu)
– Repatriated from Australia

Nagaraja (The Serpent King) –
Repatriated from Australia

Metal Idol of Rama- Repatriated from
UK

Metal Idol of Laxman – Repatriated
from UK

Metal Idol of Sita – Repatriated from
U K

Source https://www.indiaculture.gov.in/

exhibition-readdress-return-treasures

Objectives :  Objectives of this research
paper is to highlight the significance of
stolen Indian antiquities that scattered all
around the world. Some have repatriated
but good policies of government are
important for more repatriation.

Methodology :

This study is based on secondary data
which has been arranged from reference
books journals and Internet sources,
Government sites etc.

Conclusion :

There are many more artefacts to be
repatriated. Most of the items were smuggled
from South India because of unawareness
of local people towards heritage. South
Indian temples belong to Pallav’s, Cholas
and Vijayanagar Kingdom were donated
a lot during these rulers and were hub of
treasure. Patriation is important to enrich
our culture and heritage. ASI is taking
steps for more repatriation but ASI, Ministry
of culture and Ministry of foreign affairs
should work in coordination for speedy
repatriation of remaining antiquities.
Naman P. Ahuja, Professor of JNU once
said “Thieves may smuggle Indian heritage,
but the inaction of policy makers can destroy
it forever.” Government needs good policies
for repatriation. So that we can have deeper
glimpse into our glorious past and can
explore our culture.

Pictures of some valuable artefacts of

India to be repatriated :

Fig-1: Charter plate of Rajendra Chola, Photo
Wikimedia
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Fig.-2 : Throne of Maharaja Ranjeet Singh,
Photo Wikimedia

Fig.-3 : Sultan Ganj Buddha, Photo Wikimedia

Fig.-4 : Mechanical Tiger of Tipu Sultan,
Photo Wikimedia
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Abstract :

Indian Cuisine is renowned for its diverse regional culinary traditions, each
distinguished by unique flavors, ingredients, and preparation methods. The Thali is a
well-known illustration of culinary diversity, showcasing a dish that exhibits the
harmonious fusion of many foods. This research study explores the cultural significance
of the Thali, analyzing its symbolic significance, its role in religious and festive
practices, and its representation of regional identity. This paper examines the symbolic
significance of the Thali, a circular and specifically arranged dish, in representing the
all-encompassing worldview that underlies Indian culinary traditions. The Thali, in its
various regional forms, reflects the cultural and culinary diversity of the Indian
subcontinent, impacted by variables like as unique agricultural landscapes, historical
influences, and social customs. The findings of this study can offer valuable perspectives
for formulating strategies to save and enhance indigenous culinary traditions, while
also contributing to the broader discourse on the impact of food on cultural identities.

Keywords :

Culinary Traditions, Cultural Significance, Indian Cuisine,
Regional Diversity, Thali

Introduction :

The culinary landscape of India is a
tapestry woven with intricate regional
variations, each reflecting the unique
cultural, historical, and environmental
influences that have shaped the nation’s
diverse food traditions (Antani &
Mahapatra, 2022). At the heart of this
vibrant culinary heritage lies the Thali, a
quintessential representation of Indian
cuisine. Thali is a traditional Indian dining

concept that features an assortment of
dishes served on a single platter (Antani
& Mahapatra, 2022). It is not merely a meal,
but a holistic gastronomic experience that
encapsulates the essence of regional cuisines
and the cultural significance of food in
Indian society (Verma & Rana, 2023). The
Thali typically includes a main dish,
usually a curry or a lentil-based preparation,
accompanied by an array of complementary
elements such as rice, breads, chutneys,
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pickles, and desserts (Antani & Maha-
patra, 2022). This study aims to explore
the regional diversity of Thali across India
and analyze the cultural significance of
this culinary tradition. By examining the
nuances of Thali in different regions, we
seek to uncover the intricate tapestry of
Indian cuisine and shed light on the
profound role that food plays in shaping
cultural identity and social practices
(Henderson, 2014). The origins of Thali
can be traced back to the ancient Vedic
period, where the concept of a balanced
and holistic meal was deeply rooted in
religious and cultural beliefs (Antani &
Mahapatra, 2022). The Mughal era, for
instance, left an indelible mark on Indian
cuisine, introducing new ingredients,
cooking techniques, and flavor profiles
that were subsequently incorporated into
the Thali (Antani & Mahapatra, 2022).

Regional Variations of Thali :

The regional diversity of Thali is a
testament to the cultural and geographical
richness of India. Each state or region has
its own distinct Thali, reflecting the local
produce, culinary traditions, and gastrono-
mic preferences.

North Indian Thali :

The North Indian Thali is renowned
for its rich and creamy flavors, with naan,
butter chicken, and paneer (cottage cheese)
being the hallmarks of this regional culinary
tradition (Jain & Bagler, 2018). The North
Indian Thali is often a celebration of the
region’s agricultural abundance, featuring
an array of wheat-based breads, dairy-
based preparations, and slow-cooked meat
dishes. The North Indian Thali holds a
significant place in the cultural fabric of
the region, reflecting the deep-rooted

traditions and social customs that are inter-
twined with food (Antani & Mahapatra,
2022). The shared experience of enjoying
a Thali together is often a testament to the
strong familial and community bonds that
characterize North Indian society (Verma
& Rana, 2023).

South Indian Thali :

The South Indian Thali is a symphony
of flavors, featuring steamed rice, sambar,
rasam, and an assortment of vegetable-
based dishes, such as poriyal and aviyal
(Jain & Bagler, 2018). The South Indian
Thali is known for its balance of spicy,
tangy, and savory elements, often comple-
mented by the use of aromatic spices and
the prominent role of lentils and coconut
in the region’s culinary traditions.The
South Indian Thali holds deep cultural
significance, reflecting the region’s
reverence for the natural world and the
importance of a balanced and nourishing
diet (Verma & Rana, 2023). The act of
consuming a South Indian Thali is often
imbued with ritualistic elements, such as
the specific placement of the dishes on the
banana leaf and the prescribed manner of
eating, which are deeply rooted in the
region’s cultural an d religious practices
(Watanasin, 2020).

West Indian Thali :

The West Indian Thali is a vibrant and
diverse culinary experience, showcasing
the region’s rich agricultural bounty and
unique flavor profiles (Jain & Bagler,
2018). The Thali often features dishes
such as dhokla, thepla, and a variety of
dal preparations, reflecting the region’s
preference for vegetarian and cereal-based
staples. The West Indian Thali is deeply
intertwined with the region’s cultural



262
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

identity and social practices. The Thali serves
as a medium for the expression of regional
pride, with each state or community within
Western India putting its own distinctive
stamp on the composition and presentation
of the Thali (Prabhu, 2012).

East Indian Thali :

The East Indian Thali is a celebration
of the region’s proximity to the Bay of
Bengal, with an abundance of fish-based
dishes taking center stage. The Thali often
features a variety of rice preparations,
including steamed rice, biryani, and pulao,
accompanied by aromatic fish curries,
mustard-based vegetable dishes, and a
selection of chutneys an d pickles (Jain &
Bagler, 2018). The East Indian Thali is
deeply rooted in the region’s cultural
heritage, reflecting the importance of the
aquatic environment and the reverence for
the bounty of the sea. The Thali serves as
a medium for the expression of regional
identity and the preservation of culinary
traditions that have been passed down
through generations (Prabhu, 2012).

Central Indian Thali :

The Central Indian Thali is charac-
terized by its robust and earthy flavors,
with dishes like poha, dal bafla, and bhutte
ka kees taking center stage (Jain & Bagler,
2018). The Central Indian Thali reflects
the region’s agricultural heritage and the
cultural significance of staple grains like
millets and pulses. The Thali serves as a
means of preserving the region’s culinary
traditions and celebrating the close-knit
communities that have developed around
the shared experience of food (Kenoyer,
2012) (Prabhu, 2012). The diversity of
Thali across India is a testament to the rich
cultural tapestry that defines the nation.

Each regional variation of the Thali is a
unique expression of the local culinary
traditions, agricultural practices and social
customs that have evolved over centuries,
making the Thali a truly remarkable
representation of India’s cultural heritage.

Cultural Significance of Thali :

The Thali, as a culinary tradition, is
imbued with profound symbolic meaning
that transcends its utilitarian function as a
vessel for food. The circular shape of the
Thali, for instance, is often interpreted as
a metaphor for the cyclical nature of life,
with the various dishes representing the
diverse elements that come together to
sustain and nourish the individual
(Chakraborty & Roy, 2018). The place-
ment of the dishes within the Thali follows
a prescribed order, with the central
position typically reserved for the staple
grain or carbohydrate-rich component,
symbolizing the importance of balance
and harmony in the overall meal (Sarkar,
2020). The Thali, with its deep-rooted
symbolic significance, holds a prominent
place in the religious and festive celebra-
tions of many Indian communities. During
these auspicious occasions, the Thali is
often the centerpiece of ritual offerings and
ceremonial feasts, serving as a tangible
representation of the divine bounty and the
blessings bestowed upon the community
(Tapaswi, 2019). In Hindu traditions, the
Thali is an integral part of various religious
ceremonies, such as puja (worship), where
it is used to present offerings to the deities.
The Thali may be adorned with items like
flowers, incense, and lighted lamps,
transforming it into a sacred vessel that
connects the physical and spiritual realms.
The Thali, with its diverse regional varia-
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tions, stands as a powerful symbol of the
cultural and culinary diversity that defines
the Indian subcontinent. Each regional
iteration of the Thali reflects the unique
agricultural landscape, historical influences,
and social customs that have shaped the
local culinary traditions (Jain & Bagler,
2018). For instance, the West Indian Thali,
with its emphasis on vegetarian and
cereal-based dishes, is a direct expression
of the region’s preference for plant-based
staples and the reverence for the agrarian
way of life. Similarly, the South Indian
Thali, characterized by its abundance of
rice-based preparations and an array of
spicy, coconut-infused curries, serves as
a tangible representation of the region’s
proximity to the Arabian Sea an d the
cultural influences that have shaped its
culinary heritage. The Thali, therefore,
transcends its role as a mere vessel for
sustenance and becomes a canvas upon
which the vibrant tapestry of Indian
culture is woven. Each regional variant of
the Thali is a testament to the resilience
and adaptability of the country’s culinary
traditions, serving as a powerful symbol
of the unity in diversity that lies at the heart
of the Indian identity.

Conclusion :

The Thali, with its unique regional
variations, serves as a powerful symbol of
the country’s cultural diversity, reflecting
the agricultural practices, historical
influences, and social customs that have
shaped the local culinary heritage. This
study has explored the multifaceted cultural
significance of the Thali, a quintessential
this study has explored the multifaceted
cultural significance of the Thali, a quint-
essential representation of the diverse

culinary traditions that define the Indian
subcontinent. The Thali, with its unique
regional variations, serves as a powerful
symbol of the country’s cultural diversity,
reflecting the agricultural practices, histo-
rical influences and social customs that
have shaped the local culinary heritage.
The Thali is imbued with profound
symbolic meaning, with its circular shape,
prescribed arrangement, and the use of
specific materials serving as a metaphor
for the holistic worldview that underpins
Indian culinary practices. Furthermore, the
Thali holds a prominent place in the
religious and festive celebrations of many
Indian communities, serving as a tangible
representation of the divine bounty and the
blessings bestowed upon the people’s
presentation of the diverse culinary tradi-
tions that define the Indian subcontinent.
This study has focused on the cultural
significance of the Thali, but there are
numerous avenues for further research that
could deepen our understanding of this
quintessential element of Indian cuisine.
Finally, the study of the Thali could be
expanded to include its role in shaping the
gastronomic tourism industry, exploring
how the unique regional variants of the
Thali can be leveraged to promote cultural
exchange and the preservation of
traditional culinary practices.
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Abstract :

The Kalighat School of painting is one the foremost school of India, which is truly
modern and popular at the same time. (Sanyal 2013) In respond to the changing
urban society, Patuas, the folk artist transform the traditional painting, according to
urban needs. They used newer technique and composition according to the existing
demand. They modified existing Patachitra style and technique, used diverse subject
from religious to contemporary socio cultural events. With the rise of cheap oleograph
prints of the exiting Kalighat paintings, the century old painting tradition declined.
Though the surroundings of Kalighat temple became inhabitable to the patuas but the
technique, style and subjectivity of Kalighat painting continue influenced other artist
till today and many patuas try to revive this style in their own way. Here I discuss
about different artist who influenced from kalighat painting and transform into newer
dimension in modern and contemporary art.

Keywords :

Kalighat painting, technique, subject, revive

Objectives :

To study origin and development of
Kalighat Painting.

To study some artists’ work to under-
stand further changes & transformations
to revive Kalighat painting in modern
and contemporary times.

Introduction :

Kalighat art emerged in the evolving
urban milieu of 19th century Calcutta. The
Kalighat Temple served as a prominent
pilgrimage site for local residents, devotees

and select international tourists. The
popularity of Goddess Kali attracted artists
and craftsmen to the Kalighat region,
enabling them to capitalize on the
burgeoning market by selling inexpensive
religious trinkets to tourists.

A number of Patuas or chitrakaars
(scroll painters) relocated to Kolkata from
rural Bengal, particularly from 24 Paraga-
nas, Midnapore, Birbhum and Murshidabad
to establish booths outside the Temple.
The Patuas condensed extensive narrative
scrolls (Patachitra) into singular frames by
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eliminating superfluous elements, using
just one or two characters that could be
swiftly rendered with simple shapes, while
maintaining a minimalistic backdrop to
satisfy the incessant, low-cost need. It
resembled mass manufacturing. (Sanyal
2013).

These paintings had an incredible link
to Indian contemporary art because of the
stark simplifications, powerful lines,
brilliant colors and visual rhythm that they
featured. (Partha Sanyal). Kalighat patas
lines are simple, bold and roundish initially
derived from clay image whereas experts
find the brushwork very precise, flawless,
elegant and one of India’s smoothest art
types. Maybe the beginner use to make
less demanding parts of the painting, and
the stylistic parts were handled by the
master. Artist of Kalighat painting mostly
use hand-made or machine-made paper for
the drawings and paintings.

The Kalighat School was a unique
blend of two different styles of painting-
the Oriental and the Occidental. It blended
beautifully with the European style. In the
religious paintings the goddess Kali was
a favorite for the painter and visitor. Images
of Durga, Lakshmi, and Annapurna and
themes like Sita-Rama, Radha-Krishna,
Hanuman, Chaitanya Mahaprabhu and his
disciples are also very popular. Kalighat
artists did not restrict themselves only to
religious themes. They work on diverse
theme depicting different professions and
costumes, important personalities, portray
secular themes. They also inspire from
contemporary culture like Babu Culture,
and captured the everyday life and events
of Kolkata. Even contemporary events like
crime also very interesting and popular
themes of kalighat paintings. Their pain-

tings served as a kind of mirror of the
society. Under the influence of an increa-
singly growing European society, they
underwent a transformation. (Priya 2019)

As more and more cheap printed
copies of Kalighat paintings hit the
market, the unique beauty of the paintings
slowly faded away. (Shanyal 2013). When
German traders saw that these pictures
were selling really well across the country,
they made colored lithographs of them and
sent them all over the country. These cheap
copies have pretty much put an end to the
hand-painted production of Kalighat
paintings. Because machine-made goods
are cheaper than hand-drawn paintings,
Kalighat artists have been unable to keep
up with the competition and have been
moving on to other jobs. The old art is
now gone for good. These works are now
only found in museums and the homes of
a few art fans.

Influence of Kalighat Paintings and

Farther Development Through Contem-

porary Artist :

Most of Kalighat paintings were
undated, unsigned; most of the artists
remain unknown. However, Kalighat
paintings were influencing succeeding
generations of Indian artists, most
notably Jamini Roy, Lalu Prasad shaw and
more recently the Midnapore-based
contemporary patua artists Uttam
Chitrakar, Bhaskar Chitrakar, Anwer
Chitrakar and one of the finest artist
Kalam Patua. (Mapacademy)

Jamini Roy (1887-1972) :

Jamini Roy, the preeminent and most
inventive painter, transformed the view of
Indian contemporary art. He was born in
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1887 in the Bankura area of Bengal. He
obtained a diploma from the Government
College of Art, Kolkata. Although he was
schooled in the Western technique, he
fully transitioned to the indigenous form
around 1930. Roy consulted local pata
artists to get knowledge about the true pata
style. Roy’s paintings exhibit a praise-
worthy influence from Kalighat; yet, he
did not only reproduce its style and idea,
but rather integrated the spirit of Kalighat
directly into his work. He incorporated
diverse components from folk paintings,
Kalighat Patas, scroll paintings of patuas,
motifs from Bengal terracotta in the
Bishnupur temples, clay and wooden
dolls, nakshi kanthas, Alpana, baluchuri
saree designs, and Santhal tribal art, along
with other elements from the local
community. He was transforming the clay
toys, horses, and other animals into
paintings. The primary topics were often
surrounded by decorations and motifs in
the background. He exerted much effort
to cultivate a distinctive vocabulary, a
novel visual language using the graphical
elements of vernacular art. (Kumar, 2013)

He starting using cost-effective
materials and mediums characteristic of
folk art. He used painting surfaces compo-
sed of fabric, handmade paper, wood, and
mats treated with lime, using earth and
vegetable pigments for coloration. He
included a palette of traditional colors,
limited to seven hues: Indian red, yellow
ocher, cadmium green, indigo for blue,
Ganges clay for gray, and vermilion for
red and white. He used simple two-
dimensional shapes, using flat colors and
emphasizing lines; the pronounced
simplicity of forms, flat hues, and linear

continuity increasingly characterized his
oeuvre. Roy has integrated the simple
brush strokes characteristic of the
Kalighat style.

Jamini Roy embraced themes derived
from the quotidian existence of local and
rural Bengal. He produced illustrations of
the Ramayana and Krishna Leela. He
depicted commonplace individuals from
the community, reinterpreting well-known
representations from the patua’s collection,
such as Santhal drummers and laboring
blacksmiths. His portrayal of Jesus Christ
on the mat highlighted his folk art’s
incorporation of elements from a distinct
culture. In the 1940s, his paintings gained
prominence among the British society,
thereby elevating the worldwide recog-
nition of Indian folk art.

Working blacksmith, National Gallery of
Modern Art) “Bride and two companions”

tempera on card, 75cm×39cm

Bankura Hourse (with Durga), Gouache on
board (38cm × 61cm), 1935 Crucifixion
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Krishna and Balarama, Tempera on card

(size: 27"×26"), 1940

Lalu prashad Shaw :

Shaw skillfully captured the middle-
class life of Bengali men and women, the
‘bhadralok’. He mostly works in tempera
and gouache, with fine lines. He painted
the lives of babus and bibis in portraits
full of hidden drama. These works shows
his fascination with Company School of
art, the traditional Kalighat Pata painting,
and the Ajanta paintings. Shaw admires
Jamini Roy’s work. Shaw is highly stylized
painter interested in patterns, where each
minute detail significantly, reminding
miniature portraits. (Galleriesplash.com)

His is best known for his depiction of
babus and bibis in tempera. When Shaw
worked at Kala Bhavan photography
studio, in Santiniketan, he used to observe
Babu and bibis closely and depicts in his
painting. The Bengali babus use to came
in dhotis, and the ladies dressed up in their
best saris pose with flowers or a mirror,
the omnipresent umbrella carried by men
on the road, their typical hairstyles and
adornments, even the bananas in the
background. All these make his depiction,
a very intimate portrayal of the middle
class life.

In the Kalighat style, Shaw’s works
are mainly painted portraits of women and
couples. The women eyes are looking
inwards. He gave emphasis on eyes, which

are beautiful and deep as they are the most
important element in his works. Through
the stylish fine lines and colour he
captures the emotions and personality of
the characters.

Bibi, size 20.5x 14.5 inches Bibi, size 21×14
inches

Medium -Tempera on paper board

Babu, Size (21×14) inches, Acrylic

on canvas
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Kalam Patua :

Kalam Patua is the first patachitra
artist who reinvented the Kalighat style of
painting in the modern idiom in the post-
independence period. When gradually all
other centers of patachitra practice have
faded away except Medinipur, as patuas
in those areas have shifted from their
tradition in search for better life, Kalam
potua try reviving this art form. The success
of Kalam Patua is of individualist nature.
His repertoire is a complex synthesis of
the traditional Kalighat, Birbhum/ Murshi-
dabad idiom of patachitra, miniature
paintings, and works of Jamini Roy and
the world of modern art. (Adhikari 2021).

He was born in November, 1962 in
Murshidabad district, West Bengal in a
Patua family. He is a postmaster in
Rampurhat, west Bengal. In his early age
he was fascinated by the incredible speed.
The patua and Kalighat techniques
demand extremely swiftness. (Adhikari
2021) The gentle postmaster unleash a
storm of brush strokes and brilliant colours
on his canvas, to produce what is now
called as New Kalighat paintings’ (Datta
2012).

Kalam studied original Kalighat
paintings, by copying works of masters,
from Gurusaday museum. He was deeply
fascinated by its simple but more expressive
rendering, and treatment of contemporary
urban themes. He continues his hard work
to master the medium and modification
within the idiom of Kalighat. He started
to depict everyday life of the middleclass
people, such as a tailor at work or a man
brushing his teeth. Gradually, his themes
reflect urban angst, politics, consumerism,
sexuality. (Adhikari 2021).

In original genre of Kalighat painting
use to poked fun at the westernized Bengali
culture, while double standards middle
class came in Kalam’s frames, such as, A
couple having tea casually as they watch
the 9/11 tragedy on TV or a middle-aged
man with a spreading midriff and receding
hair appears in his frames. He has worked
alone towards reviving Kalighat art. His
approach is like a post-modern artist’s
towards Kalighat painting, looking back
into the tradition.

The background and the space he
creates in his composition look rather
realistic and add the layered meaning of
his subjects. Kalam Patuas took from
various sources and achieved the mastery
to synthesize into a refined personal idiom
for his works. Kalam Patua has imagina-
tively reusing the language of Kalighat
painting and also expands the boundaries
of the medium and the genre, both in
formal and conceptual aspect. Kalam has
created a body of work that is at once
contemporary, personal and reflective of
the satire in the life of Indian mega-city.
His exceptional ability to transform the
everyday habit of the middle-class life into
metaphors which derived from Indian
mythology makes his work both complex
and subtle.

Shopping spree, 2003, water colour on paper,
33 × 41 cm, Kalam Patua

(Courtesy: Sinha and Panda 2011)
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Nectar of her body, 2003, water colour on
paper, 40x58cm, Kalam Patua

(Courtesy Sinha and Panda 2011)

Krishna came too early, 2003, water colour on
paper, 37 × 50 cm, Kalam Patua

(Courtesy: Sinha and Panda 2011)

Ladies’ Tailor, 2004, water colour on paper,
54 × 44 cm, Kalam Patua

(Courtesy: Sinha and Panda 2011)

Oh Kolkata, 2008, water colour on paper,
50 × 41cm, Kalam Patua

(Courtesy: Sinha and Panda 2011)

Nine-Eleven for breakfast, 2002, water colour
on paper, 76 × 53 cm, Kalam Patua
(Courtesy: Sinha and Panda 2011)
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Meanwhile some potuas inspired by
Kalam success from Medinipur, they are
Uttam chitrakar and Anwar Chitrakar they
both were exhibited with Kalam in
Victoria memorial hall on contemporary
Kalighat painting from modern practice.
(daricha.org)

Anwar Chitrakar :

Chitrakar Anwar Born in 1980 in
Naya Village, West Midnapore, from a
traditional patua family, he learned the art
of Bengali folk painting from his father,
Amar Chitrakar. While adhering to the
artistic guidelines of Kalighat Painting,
Anwar endeavors to resurrect rather than
replicate historical events. He captures the
transient images and feelings of the
ordinary environment using the visual
potentialities of traditional art genres.
Anwar Chitrakar’s “Tales of our Times”
pata paintings have intricate details such
as flowing lines, tonal volumes, and iconic
figuration that are brilliantly captured by
the masterful use of colors. These paintings
by Pata not only highlight the themes they
represent, but also demonstrate the artist’s
distinct perspective and astute sense of
humor. Anwar portrays the painter as a
colorful storyteller, adding a modern twist
to the old artistic styles.

Both his perspective and creative
method show the uniqueness that comes
from his blend of heritage and contem-
porary. As an example, he follows the
Patua heritage by creating natural colors.
Colors of yellow are provided to the artist
by turmeric and marigold. The mud inside
the adjacent lakes is mined for its white

pigment. The ink from kerosene lamps is
used to make the black. There are eight
different hues that may be found in
coconuts. The bael-gum is preserved for
years and is combined with water to make
it ready for use when a color is required.

However, he is also updating his
methods and he is of the few traditional
painters who signs their works. In
addition, he used more contemporary
media including canvas, British paper, and
Italian paper in addition to continuing to
paint on the conventional cloth-paper
scroll. (Agrawal, 2020)

Throughout the years, his paintings
have included a variety of themes, ranging
from traditional subjects like as the
portrayal of Radha and Krishna to modern
challenges such the Saradha fraud, Maoist
insurgency, HIV, child marriage and
surrogate motherhood - often infused with
humor. Recently, due to the coronavirus
lockdown, he felt confined within and was
unable to concentrate on his usual tasks.
He then started a series of 13 paintings
exploring the peculiar and ephemeral
character of the shutdown. The exhibition
titled ‘Tales of our Times’ was presented
online on the Emami Art Gallery website.
Anwar’s creations are very modern. His
paintings have been shown in prominent
Indian towns and beyond. (Agrawal,
2020)

Anwar comically illustrates a novel
scenario involving young couples under
the lockdown. They use their vehicle as a
venue for romance due to a lack of
alternatives.
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The artist reinterprets the traditional
concept of nayak and nayikas in the
context of the lockdown. The protagonist
is shown not as a romantic figure but as
an astute chef in his kitchen, while his
heroines occupy themselves with card
games.

In this artwork, Anwar mocks the
police officers who are now furious since
they are unable to receive bribes from
vehicles due to the lockdown. Tired of
waiting, they ask a rural lady whether a
vehicle is on its way.

Hot hero (firstpost.com)

Bhalobashar chotto jaega (A tiny space for
love) (firstpost.com)

Gari ashche (The car is coming)
(firstpost.com)

The image depicts the aspirations and
hopes of the ordinary individual, whose
existence has been impacted by the
epidemic and subsequent lockdown. The
growing danger of the coronavirus
increasingly jeopardizes their aspiration
for a harmonious family life.
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Bhaskar Chitrakar :

 Bhaskar Chitrakar, motivated by his
grandpa, has rejuvenated the Kalighat art
tradition by reinterpreting pata chitra with
modern themes and concepts. Over the last
decade, Chitrakar has been integrating
contemporary elements into traditional art,
drawing influence from Kalighat pata,
miniatures, Mughal paintings, movie
posters, newspaper clippings, and the
populace of Kolkata. 21st-century
talismans, such mobile phones, automo-
biles, auto rickshaws, and synthesizers,
were included into his paintings with a
whimsical, sometimes surreal, flair. The
predominant theme of virtually all his
paintings was the Bengali babu, a persis-
tent focus of the Kalighat painters for over
a century. He integrates contemporary
elements with our traditional aesthetic.
Nonetheless, his subjects always wear
dhotis and sarees rather than slacks, suits,
or jeans, since he like the contrast this
generates. (Sikhwal, 2019)

Bhaskar persists in using old powde-
red pigments, meticulously grinding them,
combining gum arabic and chemicals to
enhance durability, and utilizing high-
quality handmade or watercolor paper
along with superior brushes. He works
carefully and meticulously, pondering,
designing, and ultimately creating each
artwork. He infused humor into each
artwork, particularly in his “Babu” series.

Chitrakar’s paintings preserve the
ancestral style within a uniquely contem-
porary 21st-century context. One of his
recent pieces shows a babu being harshly
refused by a No Refusal cab, a prevalent
and infamous mode of transport in Kolkata
known for refusing passengers not
traveling in precisely the same route.
Another depicts an embodiment of Shiva
in a confrontation with a puchka-wallah.

A prominent aspect of Chitrakar’s art
is a profound appreciation for women.
Kalighat Patachitra illustrates the babu,
always overshadowed by the ladies in his
life. Consequently, Chitrakar’s feminine
subjects seem bigger than their masculine
counterparts. It is a visual illusion that
conveys a thematic message. For an
extended period in Indian art, women have
been portrayed as deities or subservient
figures. (Priya, 2019)

Swapner songshar (Dream of
a perfect household) (firstpost.com)

 ‘Untitled’, Powder Pigment on Paper.
‘Untitled’, Powder Pigment on Paper.

 Image credit: Bhaskar Chitrakar
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Conclusion :

Kalighat pata painting is one of the
great inspirations of modern and contem-
porary Indian art. Different artists took
inspiration from different aspects of
kalighat such as lines, colours, techniques,
compositions, and themes. Various artists
successfully transform and revive this
traditional art form, with their personal
touch. In post independent period when
many potua artist leave their profession
and shifted to other profession a very few
potua artists are actively involved in
reviving and practicing this art. Their
success inspires other young potua artist
to work with this art form and make it as
main profession of earning. Kalighat

painting continue inspire contemporary
Indian art and culture, in main stream art
or commercial art.
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Depevlee keâ}e keâer efkeMes<eleeSB
efmelesvõ jbpeve efmebn

meneÙekeâ ØeeOÙeehekeâ (ÂMÙekeâ}e), efMe#ee efkeYeeie,

ceefn}e keâe@}spe, ÛeeF&yeemee, heb. efmebnYetce, PeejKeC[

MeesOe meejebMe

Depevlee keâer iegheâeSB yeewæ keemlegkeâ}e, iegheâe efÛe$ekeâ}e Deewj efMeuhe efÛe$ekeâ}e kesâ Glke=â<šlece GoenjCeeW ceW mes Skeâ
nw~ iegheâeDeeW kesâ efÛe$eeW keâer Ûecekeâ Fleves ke<e& yeerleves kesâ yeeo Yeer DeeOegefvekeâ meceÙe ceW efkeÉeveeW kesâ ef}Ùes DeeMÛeÙe& keâe efke<eÙe
nw~ DeYeer lekeâ 29 mLe}eW keâer KegoeF& keâer pee Ûegkeâer nw Deewj DeYeer Yeer KegoeF& peejer nw~ yeewæ Oece& mes mecyeefvOele efÛe$eCe
Skeb efMeuhekeâejer kesâ Gòke=â<š GoenjCe ÙeneB osKeves keâes efce}les nQ~ Fvekeâe Yeejle ceW keâ}e kesâ efkekeâeme hej ienje ØeYeeke
heÌ[e~ jbieeW keâe jÛeveelcekeâ GheÙeesie Deewj efkeÛeejeW keâer mkeleb$elee kesâ GheÙeesie mes Fve iegheâeDeeW keâer lemkeerjeW ceW Depevlee kesâ
Devoj pees ceeveke Deewj pebleg ™he efÛeef$ele efkeâÙes ieÙes nQ, GvnW keâ}elcekeâ jÛeveelcekeâlee keâe Skeâ GÛÛe mlej ceevee pee
mekeâlee nw~ Depevlee ceW cÙetj} kee}er efkeefOeÙeeW mes efÛe$e yeveeÙes ieÙes nQ~ efÛe$e yeveeves mes hetke& oerkeej keâes meeheâ efkeâÙee peelee
Lee leLee Gmekesâ Ghej }she ÛeÌ{eÙee peelee Lee~ Ûeeke} kesâ ceeÌ[, ieeWo Deewj DevÙe kegâÚ heefòeÙeeW leLee kemlegDeeW keâe meefcceße
keâj Deeefke<ke=âle efkeâÙes ieÙes jbieeW mes efÛe$e yeveeÙes ieÙes~ kele&ceeve ceW Fve iegheâeDeeW keâe jKe–jKeeke YeejleerÙe hegjeleeeflkekeâ
meke&s#eCe (ASI) Éeje efkeâÙee pee jne nw~ Fme DevegÛÚso keâes heÌ{ves mes Depevlee keâ}e kesâ jnmÙe, cenlke, yeveekeš,
Kegyemetjleer Skeb Fmekesâ Devet"eheve kesâ yeejs ceW peeve mekesâbies~

yeerpe Meyo

iegheâeSB, iegheâe efÛe$ekeâ}e,efMeuhe efÛe$ekeâ}e, efkenej,ÛewlÙeie=n, efYeefòe efÛe$ekeâ}e~

ØeefkeefOe : efÉleerÙekeâ ceeOÙeceeW kesâ Deefleefjòeâ }eskeâ
kÙekenej mes Øeehle peevekeâeefjÙeeW keâes Meeefce} efkeâÙee ieÙee
nw~

heefjÛeÙe :

Yeejle kesâ ceneje<š^ jepÙe ceW efÉleerÙe Meleeyoer F&Ê
hetÊ ceW 29 ÛeóeveeW keâes keâeškeâj yeewæ mceejkeâ iegheâeSB
yeveeÙee ieÙee efpemes Depevlee keâer iegheâeSB keâne peelee nw~
Ùes iegheâeSB Depevlee veecekeâ ieeBke kesâ heeme efmLele nw pees
ceneje<š^ kesâ Deewjbieeyeeo efpe}s ceW nw Deewj 20 ef[«eer

30’ GÊ 75 ef[«eer 40’ hetÊ hej DekeefmLele nw~ Fve
iegheâeDeeW keâer Keespe 1819 ceW efyeÇefšMe mesvee keâer ceõeme
jsefpeceWš kesâ Skeâ mewvÙe DeefOekeâejer kesâ Éeje keâer ieF&
iegheâeSB DeÕe vee} Deekeâej keâer Iešer ceW Depevlee ieeBke mes
3.5 efkeâ}esceeršj otj yeveer nw~ Ùen pe}ieeBke mes 60
efkeâ}esceeršj otj leLee Yegmeeke} mes 70 efkeâ}esceeršj otj
nw~ YeejleerÙe hegjeleeeflkekeâ meke&s#eCe efkeYeeie kesâ Devegmeej
ÙeneB kegâ} 29 iegheâeSB nQ pees veoer mes 35 mes 110
heâerš lekeâ keâer TBÛeeF& keâer nw~ 1983 mes Ùen Ùetvesmkeâes
keâer ‘efkeÕe Oejesnj (efkejemele) mLe}’ Ieesef<ele nw~
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efkeM}s<eCe :

Depevlee ceW keâF& efkenej (DeekeemeerÙe ce") Deewj
ÛewlÙe ie=n (mlethe mceejkeâ ne@}) nQ efpevekeâe GheÙeesie
yeewæ efYe#egDeeW Éeje OÙeeve }ieeves Deewj yegæ keâer efMe#eeDeeW
keâe DeOÙeÙeve keâjves kesâ ef}Ùes efkeâÙee peelee Lee~ Ùes oes
ÛejCeeW ceW yeves nQ~ ØeLece ÛejCe nerveÙeeve Ùee mLeefkejkeeo
nw efpemeceW yegæ keâer cetle& ™he mes keâesF& efve<esOe veneR nw~
Depevlee keâer iegheâe mebKÙee 9, 10, 12, 13, 15 S
Deewj Debeflece iegheâe pees keâer 1956 ceW Keespee ieÙee efpemes
DeYeer lekeâ mebefKÙele veneR efkeâÙee ieÙee nw~ FmeceW yegæ keâes
mlethe Ùee ce" ™he ceW oefMe&le efkeâÙee ieÙee nw~ otmeje
ÛejCe pees keâer ceneÙeeve Ùee keekeâeškeâ keâne ieÙee nw ceW
yegæ keâes efÛe$eeW Ùee efMeuheeW ceW oefMe&le efkeâÙee ieÙee nw~
otmejs ÛejCe keâes heeBÛekeer Meleeyoer keâe ceevee peelee nw~
Depevlee efkeMes<e%e keeušj Sce0 efmhebkeâ kesâ Devegmeej
ceneÙeeve iegheâeSB 462 F&Ê-480 F&Ê kesâ ceOÙe efveefce&le
ngF& nw~ ceneÙeeve ÛejCe keâer iegheâeSB mebKÙee nQ 1, 2,
3, 4, 5, 6, 7, 8, 11, 14, 15, 16, 17,
18, 19, 20, 21, 22, 23, 24, 25, 26,
27, 28 Skeb 29~ iegheâe mebKÙee 8 keâes hen}s nerveÙeeve
ÛejCe keâe mecePee ieÙee hejvleg yeeo ceW Fmes ceneÙeeve
ÛejCe keâe Ieesef<ele efkeâÙee ieÙee~ kegâ} 29 iegheâeDeeW ceW
kele&ceeve ceW kesâke} 6 ner, iegheâe mebÊ-1, 2, 9, 10,
16, 17 Mes<e nw~ iegheâe mebÊ -16 Skeb 17 ner
ieghlekeâe}erve nw~ nerveÙeeve ÛejCe ceW oes ÛewlÙeie=n efce}s
Les pees iegheâe mebKÙee 9 ke 10 ceW Les~ Ùen meyemes ØeeÛeerve
iegheâe nw~ Fme ÛejCe keâer iegheâe mebKÙee 12, 13 Deewj
15 S efkenej nQ~ ceneÙeeve ÛejCe ceW leerve ÛewlÙeie=n Les
pees iegheâe mebKÙee 19, 26 Deewj 29 ceW Les~ DevÙe
meYeer iegheâeSB 1, 2, 3, 4, 5, 6, 7, 8, 11,
14, 15, 16, 17, 18, 20, 21, 22, 23,
24, 25, 27 Deewj 28 meYeer efkenej nQ~ keekeâeškeâ
kebMe kesâ kemegieghle MeeKee kesâ Meemekeâ nefj<esCe (475-
500 F&Ê) kesâ ceb$eer kejenceb$eer ves iegheâe mebÊ-16 keâes
yeewæ mebIe keâes oeve ceW efoÙee Lee~ iegheâe mebÊ 17 keâes

‘efÛe$eMee}e’ keâne ieÙee nw~ Fmekeâe efvecee&Ce nefj<esCe
veecekeâ Skeâ meeceble ves keâjkeeÙee Lee~ Depevlee keâer iegheâe
mebÊ-16 ceW GòkeâerCe& ‘cejCeemeVe jepekegâceejer’ keâe efÛe$e
ØeMebmeveerÙe nw~

Depevlee keâer iegheâeSB efkeâmeves yevekeeF& :

Depevlee keâe keâeÙe& Megbie, meelekeenve, kegâ<eeCe leLee
ieghlekeâe} ceW ngDee~ ieghlekeâe} ceW keâ}e keâe mekee&efIekeâ
efkekeâeme ngDee keäÙeeWefkeâ ieghle meceÇeš keâ}e Skeb mebmke=âefle
kesâ mebj#eCe kesâ he#eOej Les~ Ùen YeejleerÙe keâ}e Fefleneme
ceW mkeCe&Ùegie ceevee peelee nw~ ieghle kesâ mecekeâe}erve
keekeâeškeâ kebMe ngDee pees meelekeenve jepeeDeeW keâes njekeâj
GòejeefOekeâejer yeves~

ieghle leLee keekeâeškeâ kebMe keâe meeceÇepÙe ÛeewLeer mes
Ú"er Meleeyoer lekeâ ceevee ieÙee nw Fmeef}S oesveeW ner
kebMeeW keâer meebmke=âeflekeâ hejcheje keâe ØeYeeke Depevlee kesâ
efYeefòeefÛe$eeW hej heÌ[e~

Ûeerveer Ùee$eer heâeefnÙeeve : ‘kÙeefòeâÙeeW keâer mebKÙee
DeefOekeâ nw leLee kes ØemeVe nQ~ GvnW Deheves IejeW keâes
jefpemš[& keâjkeeves keâer Ùee efkeâmeer vÙeeÙeeOÙe#e kesâ efveÙeceeW
kesâ hee}ve keâjves keâer keâesF& DeekeMÙekeâlee veneR nw~ jepee
efMejÛÚsove Ùee Meejerefjkeâ Ùeelevee efoS efyevee Gvehej
Meemeve keâjlee nw~ efkeefYeVe celeeW Ùee mecØeoeÙeeW kesâ }esieeW
kesâ Iej oÙee Skeb Goejlee mes heefjhetCe& nw Deewj peneB Ùee$eer
keâes efkeßeece keâer meYeer kemlegSB meg}Ye nQ~’

‘Depevlee’ ceeveke cee$e kesâ ef}Ùes Skeâ veece
veneR kejCe keâ}e keâer Deelcee nw~ Fmekesâ veecekeâjCe
kesâ meboYe& ceW celeYeso nw~

ØeLece efkeM}s<Ce kesâ DeeOeej hej Depevlee keâer
iegheâeSB efvepe&ve mLeeve hej Leer peneB keâesF& Deelee-peelee
veneR Lee DeLee&led Depevlee (pevelee mes nerve)

efÉleerÙe efkeM}s<eCe kesâ DeeOeej hej iegheâeDeeW kesâ
meceerhe Skeâ Úesše mee ieeBke Deefpeb"e Lee~ mebYekele: Gmeer
kesâ DeeOeej hej Depevlee veece efoÙee ieÙee~
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cegkegâ} [s kesâ Devegmeej : ‘Depevlee ceW Gve
keemleefkekeâ ÂMÙeeW keâe efÛe$eebkeâve efce}lee nw pees keâer
keâ}ekeâej kesâ ves$eeW ceW hen}s mes ner efkeÅeceeve Les keäÙeeWefkeâ
meceepe ceW jnkeâj Gvekeâe efvejer#eCe-hejer#eCe efkeâÙee Lee
Deewj ken Gvemes efÛejheefjefÛele Lee~’

[eÊ meke&heu}er jeOee ke=â<Ceve : ‘Depevlee iegheâe
cebefojeW keâer efYeefòe efÛe$ekeâ}e Deheveer Gme hetCe&lee hej
hengBÛeer Leer, efpemekeâer keâ}elcekeâlee mebmeej ceW Deleg}veerÙe
nw~ efke<eÙekemleg keâer Gòke=â<šlee, Deekeâuheve keâe ieewjkeMee}er
GösMÙe, me=peve keâer mece™helee, mhe<šlee, menpelee Deewj
jsKeebkeâve keâer efveÙeceyeOelee mes nceW mechetCe& iegheâe cebefojeW
keâer DeeMÛeÙe&pevekeâ mece«elee keâe DeeYeeme efce}lee nw l
Oeeefce&keâ heefke$e Yeeke ves ceevees mLeehelÙe keâ}e, cetefle&keâ}e
Deewj efÛe$ekeâ}e keâer Skeâ megKeo veÙeveeefYejece mebieefle
Øeoeve keâer nw~’

Depevlee efÛe$eMew}er keâer efkeMes<eleeSB :

jsKee : Depevlee kesâ keâ}ekeâej jsKeerÙe Debkeâve ceW
efvehegCelee kesâ ye} hej ner Deeke=âefleÙeeW keâes Skeâ meewcÙe
Deewj mewæebeflekeâ ™he ceW Øemlegle keâj mekesâ~ kegâMe}
keâ}ekeâejeW kesâ o#e neLeeW mes jsKeeDeeW kesâ ØeÙeesie ceW ieefle,
}Ùe mebÙece Skeb mebleg}ve meowke yeves jns nQ~ Yeekeebkeâve
kesâ ef}Ùes Øeefmeæ ÙeneB kesâ efÛe$eeW ceW jsKee ner ØeOeeve jner
nw~ ceej efkepeÙe, meke&veeMe, oÙee ÙeeÛevee pewmes Deveskeâ
efÛe$e ÙeneB ØeÙegòeâ jsKee keâer ØeOeevelee mLeeefhele keâjles nQ~

™he (Form) : ØeYeeke ™he keâe meej neslee nw~
efYe#egkeâ, ceb$eer, vele&keâer Deeefo Deveskeâ ™he ves$e heLe keâes
megKe Øeoeve keâjlee nw~ Ssmee ™he keâer meÛÛeer ke meewvoÙe&
hejkeâ Úefke keâes Gleejves leLee ™he ke Devleje} keâer
meblegef}le kÙekemLee keâjves mes mebYeke ngDee nw~

keCe& Skeb ÚeÙee (Colour and Shade) :
Depevlee efÛe$eeW ceW nje Yeeše, }epekeo&, efnjefceÛe, keâe}e,
meÌHeâso, efmebotjer ke heer}e jbie cegKÙe ™he mes ØeÙeesie efkeâÙes
ieÙes nQ~ Deeke=âefleÙeeW ceW YeekeeefYekÙeefòeâ kesâ DeeOeej hej ner
jbie Yejs ieÙes nQ~ ÚeÙee leLee ienjeF& nsleg Deeke=âefle ceW

cegKÙe jbiele ner nukeâe keâe}e efce}ekeâj ØeÙeesie efkeâÙee
peelee Lee~ Ùen efÛe$e ceW ØeYeekeeslheeokeâlee keâes yeÌ{eves kesâ
ef}Ùes efkeâÙee peelee Lee~

heefjØes#Ùe (Perspective) : Depevlee ceW
keeleekejCeerÙe ke jsKeerÙe heefjØes#Ùe ceW mes efkeâmeer keâe Yeer
ØeÙeesie veneR ngDee nw~ jsKee kesâ Iegceeke Deewj Devleje} ceW
™he-mLeehevee kesâ ceeOÙece mes otjer ke meceerhelee keâe yeesOe
keâjeÙee ieÙee nw~ Deveskeâ Âef<š efyevogDeeW mes yeves ™heeW
keâe efkekeâeme Devleje} keâer mej}-meebiele leLee yee}
meg}Ye ÙeLeeLe&lee kesâ DeeOeej hej efkeâÙee ieÙee nw~

mebÙeespeve (Composition) : Depevlee kesâ efÛe$eeW
keâe cenlke GveceW ØeÙegòeâ mebÙeespeve Mew}er kesâ keâejCe nw~
efÛe$eeW ceW cegKÙe ™he keâes ye=noekeâej leLee Devleje} kesâ
kesâvõ ceW efmLej efkeâÙee ieÙee nw Skeb Flej ™heeW keâes ceOÙe
kee}s ™he kesâ ØeYeeke keâes GYeejves nsleg ÛeejeW Deesj Âef<š-
heLe keâer megKeo DevegYetefle kesâ Devegmeej efÚlejeÙee ieÙee
nw~ keCe&-Ùeespevee Meerle}lee kee}er leLee jsKee }Ùe hetCe&
meceeÙeesefpele keâer ieF& nw~ hetjer keâneveer keâes Skeâ ner efYeefòe
Keb[ hej meheâ}lee kesâ meeLe mebÙeesefpele efkeâÙee ieÙee nw~

cegõeSb (Posture) : mvesn, cew$eer, keâece, Yeej,
}ppee, n<e&, Glmeen, efÛeblee, Dee›eâesMe, efjòeâlee, Ie=Cee,
cecelee, Glmeke, mecheVelee, efkeheVelee, jeie, efkejeie,
Deevebo Deeefo Deveskeâ YeekeeW kesâ ØekeâšerkeâjCe nsleg efkeefkeOe
nmle-cegõeDeeW keâe ØeÙeesie Depevlee kesâ efMeefuheÙeeW ves efkeâÙee~

MeesYeve : keâce} kesâ heg<he, cegefjÙeeB, heâ}, (DeeceÇ,
Mejerheâe Deeefo) ke heMeg-heefÚÙeeW (nbme, yew}, neLeer ke
F&nece=ie Deeefo) leLee keâYeer-keâYeer Øesceer Ùegie}eW mes Ùegòeâ
efokÙe Dee}sKeve (MeesYeve) Éej-MeeKeeDeeW ke ÚleeW ceW
yeveeÙes ieÙes nQ~ Depevlee Dee}sKeveeW keâer keâer ceOegj
mechegvpevee DeveesKeer nw Deewj YeejleerÙe efÛe$ekeâ}e keâer
mekee&slke=â<š efveefOe nw~

Øeke=âefle-efÛe$eCe : Depevlee ceW efÛe$ekeâej Øeke=âefle
keâe efkeefkeOe njereflecee-™heeW leLee kevÙe heMeg-heef#eÙeeW mes
oMe&keâ keâe Ieefve… heefjÛeÙe keâjelee nw~ Údoble kesâ efÛe$e ceW
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iepejepe keâer MeesYee, Øeke=âefle kewYeke leLee Gvcegòeâlee keâe
megboj mecevkeÙe nw~ efÛe$eeW ceW neLeer, IeesÌ[s, yevoj, YesÌ[,
yew}, ce=ie, nbme Deeefo Deveskeâ heMeg-heef#eÙeeW keâes efÛeef$ele
efkeâÙee ieÙee nw l Fmeer Øekeâej keâo}er, DeMeeskeâ, mee},
Deece-yejieo, heerhe}, leeÌ[ ke ieg}j Deeefo kesâ ke=#e
yeveeÙes ieÙes nQ~

veejer meewvoÙe& : Depevlee ceW veejer }ppee ke
efkeveÙe kesâ ™he ceW efÛeef$ele ngF& nw~ Fmeer keâejCe veejer
Göeòe Yeekevee kee}e ™he veneR GYej mekeâe–efkevÙe
keeefjle ke=efòejlemlÙee, ve efke›eleeW ceovees ve Ûe mebke=le:~
Depevlee ceW veejer keâes ØesÙemeer, jeveer, heefjÛeeefjkeâe, vele&keâer,
DeemekeheeÙeer, ceelee, Dehmeje ke yeeef}keâe Deeefo ™he ceW
efÛeef$ele efkeâÙee nw~ veejer kesâ Újnjs heve, leerKes vekeäMe
leLee YeekehetCe& Debkeâve kesâ ye} hej Gmes ‘meewvoÙe& kesâ
efmeæeble’ kesâ ™he ceW DeeuesefKele efkeâÙee ieÙee nw~ ‘Depevlee
ceW veejer keâe ™he meke&$e ceesnkeâ Deewj ieewjkehetCe& nw~
efkeâmeer Yeer efÛe$e ceW Gmes oerve Ùee DeMeesYeveerÙe veneR
oMee&Ùee ieÙee nw~ Gvekesâ ves$eeW ceW efokÙe lespe Mejerj keâer
meg[es}lee ceW kegâÚ Ssmeer efkeMes<elee nw, pees meewvoÙe&
cece&%eeW keâes Gmekeâer Skeâ-Skeâ jsKee Deewj Debkeâve Devegheele
ceW Âef<šiele neslee nw~’ keâ}e meceer#ekeâ mee}ceve -
‘keâneR Yeer veejer keâes Fleveer hetCe& menevegYetefle ke ßeæe
Øeehle veneR ngF& nw~ Depevlee ceW Ùen Øeleerle nesleer nw keâer
Gmes Skeâ efkeefMe<šlee kesâ meeLe veneR yeefukeâ Skeâ meejlelke
kesâ ™he ceW efve®efhele efkeâÙee ieÙee nw~ ken keneB Skeâ veejer
cee$e ner veneR yeefukeâ mebmeej kesâ DeefKe} meewvoÙe& kesâ cetle&
™he ceW nw~’

efke<eÙe kemleg : yeewæ Oece& keâer keâ®Cee, Øesce Deewj
Deefnbmee cegKÙe efke<eÙe jner nw~ yegæ keâer pevcepevceevlej
keâer keâLeeSB, yeesefOemelke ™he, jepeheefjkeej ke meeOeejCe
meceepe keâer hejchejeDeeW Skeb efkeÕeemeeW keâes Depevlee keâes
keâer efYeefòeÙeeW ceW efÛeef$ele efkeâÙee ieÙee nw~ veiejeW, ieebkeeW,
cen}eW Deewj PeesheefÌ[ÙeeW, mecegõeW Skeb Ùee$eeDeeW keâes Gkesâje
ieÙee nw~ neLeer, IeesÌ[s Skeb peg}tme keâes efÛeef$ele efkeâÙee
ieÙee nw~

efÛe$eCe Øeef›eâÙee : iegheâe keâer efYeefòeÙeeW hej }esns
kesâ DebMe kee}er efÛekeâveer efceóer ceW ieesyej ke Oeeve keâer
Yetmeer yeejerÌkeâ jsle, kevemheefleÙeeW kesâ jsMes ke ieeWo Ùee mejsme
keâe Iees} efce}ekeâj DeeOee FbÛe ceesšer len }erhe osles Les~
Fmekesâ Thej efÛekeâveer efceóer, yeejerÌkeâ jsle, kevemheefle kesâ
jsMes efce}ekeâj Skeâ Deewj hele}er len hen}s efkeâÙes ieÙes
h}emlej hej ÛeÌ{eles Les~ Gmehej Meno pewmee ieeÌ{e
meheâsoer keâe Iees} Skeâ Ùee oes yeej efkeâÙee peelee Lee~ jbieeW
keâes yeebOeves ke mLeeÙeer-efkemlejCe kesâ ef}Ùes ieeWo keâe ØeÙeesie
efkeâÙee ieÙee pewmee keâer šscheje ØeefkeefOe ceW neslee nw~

keCe& : Depevlee ceW jbie leLee Gvekeâer efkeefYeVe leeveeW
keâe ØeÙeesie ‘cÙetjume’ kee}er ØeefkeefOe keâes Deheveekeâj efkeâÙee
ieÙee nw~ heer}s jbie kesâ ef}Ùes heer}er efceóer, }e} kesâ
ef}Ùes ies™, meÌHeâso kesâ ef}Ùes Ûeerveer efceóer, efpehmece Ùee
Ûegvee, keâe}s kesâ ef}Ùes keâepe}, veer}s kesâ ef}Ùes }epekeo&,
leLee njs jbie kesâ ef}Ùes i}skeâesveeFš helLej keâe ØeÙeesie
efkeâÙee ieÙee nw~ Fve jbieeW keâes mejsme DeLekee ieeWo kesâ
meeLe Iees}keâj lewÙeej efkeâÙee peelee Lee~

Depevlee efÛe$e Mew}er keâe ØeYeeke-Øemeej : Depevlee
efÛe$e Mew}er keâe ØeYeeke Deheves osMe kesâ meeLe Deheâieeefvemleeve,
F&jeve, efleyyele, Ûechee, peekee, megcee$ee, keâecyegpe, ce}eÙee,
Ûeerve, keâesefjÙee, peeheeve pewmes megotj osMeeW lekeâ ieÙee~
Fmeer keâejCe mes Depevlee efÛe$e Mew}er YeejleerÙe Mewef}ÙeeW
keâer efmejceewj keâner peeleer nw~ Ûeerve keâer leebie kebMeerÙe
efÛe$ekeâ}e ves Depevlee kesâ efkeMes<e ØeYeeke keâes «enCe
efkeâÙee Lee~ Depevlee kesâ efÛe$e cee$e efÛe$e veneR nw Ùes keâekÙe
nw, oMe&ve nw, Fefleneme nw~ ÙeLeeLe& ceW legef}keâe keâer Yee<ee
ceW efveefcele Ùes ‘ef$eefheškeâ’ kesâ meceeve Decej «evLe nw~

}s[er nwefjbIece ves melÙe ner keâne nw- ‘Depevlee kesâ
efÛe$eeW kesâ keâejCe Yeejle ceevekelee keâer ßeæe keâe DeefOekeâejer
nw~’

Depevlee iegheâeDeeW keâer efkeMes<eleeSB :

KegoeF& ceW efce}s efkenejeW ceW efYeVelee nw,pÙeeoelej
efkenej keiee&keâej nQ meyemes yeÌ[e efkenej 52 heâerš keâe nw~
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Fvekesâ yeveekeš ceW Yeer efYeVelee nw kegâÚ kesâ Éej ceC[he
yeves nQ lees kegâÚ efyevee Éej ceC[he kesâ nQ, keâF& meeOeejCe
nQ lees keâF& De}bke=âle nQ~ meYeer efkenejeW ceW Skeâ ke=nle
ne@} keâceje nw~ keekeâeškeâ ÛejCe kee}eW ceW keâF&ÙeeW ceW
heefke$e mLeeve veneR yeves nQ keäÙeeWefkeâ kes Oeeefce&keâ meYeeDeeW
Skeb Deekeeme nsleg yeves Les, yeeo ceW GveceW heefke$e mLeeve
peesÌ[s ieÙes efpemekesâ kesâvõerÙe keâ#e ceW Oece&-Ûe›eâ-Øekele&ve ceW
yegæ keâer cetefle& yew"s ngS nesleer Leer~ kegâÚ iegheâeDeeW keâer
efkeâveejs keâer oerkeejeW, Éej ceC[heeW hej Deewj ØeebieCe ceW
ieewCe heefke$e mLe} Yeer yeves nQ~ kegâÚ kesâ oerkeejeW kesâ
heâ}keâ vekeäkeâeMeer mes De}bke=âle nQ oerkeejeW Deewj ÚleeW hej
efYeefòe efÛe$eCe efkeâÙee ieÙee nw~

ØeLece Meleeyoer ceW efkeÛeejeW ceW Deblej Deeves mes yegæ
keâes oskelee keâe opee& efoÙee peeves }iee efpememes hetpee-
DeÛe&vee ØeejbYe ngDee Deewj ceneÙeeve keâer Gòheefle ngF&~
Depevlee Skeâ Øekeâej keâe ceneefkeÅee}Ùe ce" Lee~ £sve
lmeebie kesâ Devegmeej efoVeeie Skeâ Øeefmeæ oeMe&efvekeâ,
lelke%e, pees leke&âMeem$e kesâ keâF& «ebLeeW kesâ }sKekeâ Les ÙeneB
jnles Les~ ÙeneB efMe#ekeâ Deewj Úe$e Skeâ meeLe jnles Les~
keekeâeškeâ kebMe DeÛeevekeâ Meefòeâ efkenerve nes ieÙee efpeme
keâejCe meYeer ieefleefkeefOeÙeeB ®keâ ieÙeer Deewj Fmeer keâejCe
mes keâesF& Yeer keekeâeškeâ ÛejCe keâer iegheâe hetCe& veneR nw~
Ùen meceÙe Depevlee keâe Debeflece keâe} jne~

iegheâe mebÊ-1 : Ùen DeÕevee} keâer {e} hej hetkeer&
Deesj mes ØeLece iegheâe nw~ efmhebkeâ kesâ Devegmeej Fme mLe}
hej yeveer iegheâeDeeW ceW mes Skeâ nw Deewj keekeâeškeâ ÛejCe
kesâ meceeefhle keâer Deesj nw~ Fme iegheâe ceW DelÙeble efkemle=le
vekeäkeâemeer keâe keâeÙe& efkeâÙee ieÙee nw efpemeceW keâF& Deefle
GYejs ngS efMeuhe Yeer nQ~ ÙeneB yegæ kesâ peerkeve mes
mebyebefOele keâF& IešveeSB Debefkeâle nQ~ Deveskeâ De}bkeâjCe
kesâ vecetves Yeer nQ~ Fmekeâe efÉmlecYeer Éej-ceC[he pees
GVeermekeeR Meleeyoer lekeâ ÂMÙe Lee ken Deye }ghle nes
Ûegkeâe nw~ Fme iegheâe kesâ Deeies Skeâ Keg}e KeecYesoej
ieef}Ùeejs Les pees GÛÛe mlej keâe Lee~ Fmekesâ Éej ceC[he
kesâ oesveeW Deesj keâesef"Ùeeb nQ~ ÙeneB leerve Éej heLe nQ, Skeâ

kesâvõerÙe ke oes efkeâveejs kesâ~ Fve ÉejheLeeW kesâ yeerÛe oes
keiee&keâej lejeMeer ngF& efKeÌ[efkeâÙeeB nQ~ cenekeâ#e keâer ØelÙeskeâ
oerkeej 40 heâerš }cyeer Deewj 20 heâerš TBÛeer nw~ yeejn
mlebYe Úle keâes meneje osles nQ~ heerÚs keâer oerkeej hej Skeâ
Úefke lejeMeer ieÙeer nw efpemeceW yegæ Oece&-Ûe›eâ-Øekele&ve
cegõe ceW oefMe&le nQ~ heerÚs yeeÙeeR Deewj oeÙeeR oerkeej ceW
Ûeej-Ûeej keâcejs yeves nQ efpevekesâ oerkeejeW hej efÛe$ekeâejer nw
efpemeceW ÂMÙe GheosMeeW,Oeeefce&keâ Skeb De}bkeâjCe kesâ nQ~
Fvekesâ efke<eÙe peelekeâ keâLeeDeeW, yegæ kesâ peerkeve, Deeefo
mes mebyebefOele nw~

iegheâe mebÊ-2 : Ùen oerkeejeW, ÚleeW Skeb mlebYeeW hej
efÛe$ekeâejer kesâ ef}S Øeefmeæ nw Skeb mebj#eCe keâer yesnlej
efmLeefle ceW nw~ FmeceW oes Éej ceC[he nw~ FmeceW iegheâe keâes
meneje efoS oes ceesšs mlebYe nQ pees vekeäkeâeMeer mes De}bke=âle
nw~ Éej ceC[he ceW meeceves keâe heesÛe& oesveeW Deesj mlebYeeW
mes Ùegòeâ Øekeâes…eW mes Ùegòeâ nw~ ÚleeW Deewj oerkeejeW hej
efYeefòe efÛe$eeW keâe De}bkeâjCe nw~ FveceW yegæ kesâ pevce kesâ
hetke& yeesefOemelke ™he keâer keâLeeSB nQ~ heesÛe& keâer heerÚs keâer
oerkeej kesâ yeerÛe Skeâ ÉejheLe nw efpemekesâ oesveeW Deesj
keiee&keâej efKeÌ[efkeâÙeeB nQ~

heefjCeece :

Depevlee keâ}e keäÙee nw? keâneB hej efmLele nw?
efkeâme meceÙe keâer nw? Fme keâ}e keâe efke<eÙe keäÙee nw?
yeveeves keâe keäÙee lekeâveerkeâ nw? efkeâmekesâ Éeje yeveeÙee
ieÙee nw? Fmekeâer mebKÙee efkeâleveer nw? efkeâme meece«eer mes
yeveeÙee peelee nw? Fmekeâe cenlke keäÙee nw? keâwmes Ùen
Devet"e nw? meceepe kesâ yeejs ceW keäÙee peevekeâejer efce}leer
nw? Deeefo ØeMveeW keâer peevekeâejer Fme DevegÛÚso keâes
heÌ{ves mes Øeehle nesleer nw~

efve<keâ<e& : Yeejle ØeeÛeerve keâe} mes ner nj ceece}s
ceW efkeÕe ieg® jne nw~ Ûeens yeele efke%eeve keâer nes Ùee
meeefnlÙe keâer nes Ùee jepeveerefle keâer nes Ùee kewYeke keâer nes
Ùee mebmeeOeve keâer nes Ùee keâ}e keâer ner keäÙeeW ve nes~ nceW
heefMÛece keâe DebOe DevegkeâjCe keâjves mes hetke& Deheves ieewjkeceÙeer
mkeefCe&ce Fefleneme leLee keâ}e Skeb meeefnlÙe kesâ Kepeeves
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keâes osKevee ÛeeefnS Skeb iekee&efvkele cenmetme keâjvee ÛeeefnS~
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Abstract :

An ideal studio is a priority for any artistic endeavour. Every artist needs a place
to initiate his thoughts with practice and skill to turn his ideas into physical form and
that place is the artist’s studio, but in the initial stages, it is not easy to afford personal
space, particularly in an urban vicinity where artists migrate to explore themselves.
Garhi Art Studio (New Delhi) provides a common studio facility to some Indian artists
selected through a national-level selection process. This article will discuss the
supportive vicinity of the Garhi art studio in the context of sculptors and further
elaborate on its importance and current challenges. Data were collected through in-
depth interviews with Scholars and senior artists working there and observational
analysis of Garhi Art Studio during fieldwork. The findings highlight how a studio’s
physical attributes influence art and the artistic process and that a long-term studio
facility is essential to an artist’s identity and livelihood.

Keywords :

Garhi Artist Studio, Sculptors, Prolific vicinity, Urban Space,
Community Art Studio.

Introduction :

Urbanization, which symbolizes
growth and development, often overlooks
the needs of creative communities.
Community or open studios first emerged
in communities facing urban decline and
economic hardship (BERRY & ILES,
n.d.). London established creative spaces
in former industrial buildings by organisa-
tions such as Space and Acme, while Paris
provided government-sponsored housing
and charitable programs to encourage

artists during the 20th century (Billier, 2016).
One such welfare scheme established the
Delhi-based Garhi Art Studio under the
aegis of the Lalit Kala Akademi and the
Delhi Development Authority, which
provides a platform for artists. Although
Garhi Art Studio plays a vital role in many
disciplines such as painting, sculpture,
printmaking and ceramics, this article here
premise it with specific reference to the
sculptors. Being a student of sculpture, I
am deeply concerned with the subject and
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its basic needs. This article will understand
how Garhi Art Studio promotes artistic
development and collaboration in terms
of its ambience, environment, physical
space and facilities. It will also shed light
on the challenges currently faced by the
sculptors at Garhi Studio, the outcome of
which will be valuable (Karimimoshaver,
Eris, & Aram, 2023).

Methodology :

A mixed-method approach was selected
for this study to gain a comprehensive
understanding of the impact of Garhi
environments on sculptors. The research
is divided into two phases : in-depth inter-
views with scholar-artists and senior artists
who have worked there for many years,
and direct observation of the studio space
during fieldwork. Documentation was
carried out through photographs and notes
gathered during the observation.

Objectives of the Study :

To study how the Garhi Art Studio
vicinity helps sculptors grow and
develop their creativity.

To identify the obstacles and
challenges that affect the art and
artistic process.

Literature review :

To learn more about this topic, I read
a lot of books and articles. As Balaram,
Mitter, and Mukherji (2022) and Midgley
(1988) pointed out, art centres are signi-
ficant. Research studies on the subject of
artist studios offer a variety of viewpoints
and emphasise the importance of studios
(Cole, 2021; Hall, 2022; Grabski, 2017;
Ghosh, 2007). (Kristen, 2004; Berry &
Iles, 2010; Billier, 2016; Mitan, 2022).

Literature gap :

Generally, art and artists have been
topics of discussion in our field among art
historians, researchers and scholars.
Although the artwork is the physical
manifestation of the artist’s expression, the
artist’s studio is the birthplace of his creation.
There are very few books research papers
and articles available on the importance
of studios and the relationship between
artist and their studio. Therefore, this study
seeks to fill this gap by exploring this
under-researched area.

Historical Background of Garhi Art

Studio :

Garhi Art Studio a regional centre of
Lalit Kala Academi was established in
1976 and at that time it’s named was Kala
Kuteer. The entire complex is located on
the premises of a heritage site locally
known as Village Gargi, near Amar
Colony in Delhi. This place came into
existence as a result of the joint efforts of
the Lalit Kala Akademi and the Delhi
Development Authority (Tripathi, 2016).
When Sankho Chowdhury a modern
Indian sculptor took charge of Lalit Kala
Academi, played an important role in
setting up Garhi Studio to promote,
support and provide a platform to foster
excellence for individual artists. This was
the first time the idea of a community art
studio supporting working artists was
presented in India which developed on the
vision of Pt. Nehru the first prime minister
of India who wanted India to develop a
culture and national identity. The self-
sufficient, non-profit Garhi Studio is
managed by the Lalit Kala Akademi. Apart
from Delhi, Bhubanes-war, Chennai,
Kolkata, Lucknow, Agartala and Ahmedabad
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are the other regional centres of the Lalit
Kala Academi. These centres play a
significant role in suppor-ting local young
and professional artists in the visual arts
by providing studio facili-ties,
scholarships and other art-related
activities. Garhi Art Studio has been the
home of many eminent artists who worked
here and contributed rich Indian contem-
porary art, such as Arpana Caur, Mrinalini
Mukherji, Manjit Bawa, G. R. Santosh, J.
Swaminathan, Krishen Khanna, Shankho
Chaudhury, Paramjit Singh, Himmat
Shah, and Subodh Gupta. According to
Kalidas (2006), “Garhi is a popular
meeting place for artists, their friends and
contacts in the heart of the city (Tripathi,
2016).

Discussion :

Garhi Artist Studio’s Locational Benefit :

Located in East of Kailash, New
Delhi, the Garhi Studio offers artists
convenient access, with the proximity of
Vinoba Puri and Lajpat Nagar metro
stations, along with the availability of buses,
autos and other public transportation
options, enhancing accessibility and
aiding in the management of their daily
routines. Art material dealers are easily
accessible in Lajpat Nagar, such as Aakriti

Art Gallery and Frames, Sita Ram
Stationery, Super Art Gallery, and Rama
Gallery, which provide the required art
materials artists need. Additionally,
affordable housing alternatives are
available in several residential areas close
to Garhi Studio, including Ashram and
Maharani Bagh, which makes it simpler
for artists—especially those from other
states—to live in the vicinity.

Regarding amenities and Physical

Space:

Figure-3 : Photographs of the landscape of
Garhi Artist Studio, taken by the author during

a field visit on September 19th, 2023

Figure-2 : Photographs of the inside view of
Garhi Sculpture Studio, taken by the author

during a field visit on Sept 19th, 2023.

Spread over four acres, the campus
of Garhi Artist Studio is full of lush
greenery and spacious open areas, creating
a naturally serene environment. The
government has thoughtfully established

Figure-1 : Entry gate of Garhi Art Studio.
Photograph taken by the author o Agust 8, 2023
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a park and gym in an open area fostering
a conducive and inspiring atmosphere for
the artist. In addition, facilities such as a
canteen and a tea stall are also available
at Garhi Studio. Over time, the studio area
has established itself as a park where people
from the surrounding area come to relax
and spend time (Tankha, 2021). The sounds
of children’s play groups, groups of artists
having lunch together, and the chirping
of birds under the tall Ashoka trees, paint
a clear picture of a fresh and vibrant place
that helps the artist to maintain their peace
of mind and in enhancing creativity. Two
community studios, four shared studios,
and a separate studio for young scholar
sculptors are located in this verdant setting.
The community studio is split into two
stories. The studio area is approximately
25 feet by 25 feet, with a ceiling height of
15 feet. Apart from this, Garhi Studio
provides some basic facilities like clay,
stone, modelling stands, iron rods for arma-
tures and other materials at reasonable
prices, along with facilities like a furnace,
trolleys for moving heavy materials or
sculptures, hammers, grinder machines,
and welding machines, electricity and
running water ensuring a fully equipped
facility for sculptors. This setup is part of
the offerings by the community art studio,
supporting artists in their creative pursuits.
Haryana-born sculptor Pradeep Kumar has
worked at Garhi Studio for many years.
Shares that to create sculptures require a
large space, which is difficult to find at
an affordable price in Delhi, especially for
stone carving. For an artist like him, Garhi
Studio is the most economical option for
him as it offers a valuable workplace at a
low rate.

Creative involvement and artist

support system :

Lalit Kala provides a Young Artist

Scholarship every year to encourage new
artists, which currently gives artists a sum

of twenty thousand per month, under

which selected artists can work in the led
lectures and workshops held here. From
time to time, various artistic activities are
conducted in the studio under the aegis of
Lalit Kala, including artist talk shows,

senior artist slide shows, seminars, art
camps and traditional art workshops. These
activities provide artists with opportunities
to explore their creativity, engage with
contemporary art practices and share

experiences with senior artists, which
contribute to their growth as artists. Apart
from this, the studio provides admission
provisions, under which fifty to sixty

interested artists can avail of the studio
facilities in each discipline by paying a
very low-cost fee of six hundred per month

(Tripathi, 2016). Also, 300 to 350 artists
benefit from the facilities at Garhi Studio
every year.

Challenges & Difficulties in Studio

Operations :

Figure-4 : Photographs of the Stone carving space at Garhi

Art Studio, Taken By the author on Aug 7th, 2023
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Figure-5 : Photographs of the community studio room,
taken by the author during a field visit on Sept 19th, 2023.

Rising property values and gentri-
fication pressures in metropolitan areas
have led to the renovation or redevelop-
ment of industrial buildings for competing
land uses. Finding an affordable studio
space is becoming more and more challen-
ging for artists in this tough land market.
Over time, urbanization has led to housing
issues, traffic congestion, and congested
neighbourhood, making it increasingly
difficult to maintain a vicinity that fosters
innovation, Garhi Artist Studio is tackling
many of these problems (Fernandes &
Afonso, 2014).To transform their materials
into the desired physical form, sculptors
use tools like grinders, welding equipment,
casting techniques, and various machinery.
As a result, sound waste, dust, and other
materials are generated. While this is
normal for sculptors, it disturbs the peace
of the general public, which is why artists
are frequently given instructions. The
biggest problem faced by sculptors is
storage, which is evident from the artworks
on display. Some important artworks that
once made a mark are now dumped at the
back of the studio, which is disappointing
to see. There is a gradually shrinking space
to display the artworks. According to
Mukesh Goswami, supervisor of the
community studio, when artists leave the
workshop, they should pick up their

creations. He said that even though many
senior artists are no longer working in the
studio, their sculptures and paintings have
been there for a long time. The studio
makes an effort to maintain these artworks,
but as the collection grows, it becomes
more difficult. He claims that artists often
forget to take them back. Moreover,
inadequate light arrangement and working
outside present additional difficulties for
stone carvers (Midgley, 1988). Here, there
is a serious issue with insufficient works-
pace and storage due to the pressure of an
increasing number of artists every year.
Numerous upcoming artists are compul-
sively working outside, and currently, the
complex is full of abandoned statues
(Karimimoshaver et al., 2021).

Conclusion :

In summary, this study has demons-
trated that the establishment of Garhi
Artist Studio in independent India was a
commendable initiative to promote Indian
art on an international level by Lalit Kala
Academi, providing Indian artists with an
opportunity to work and engage with
contemporary art in a metropolis city like
Delhi, acting as a bridge between the
opportunities the city offers and the
requirements of artists. With its significant
resources and facilities, the studio offers
invaluable possibilities for young artists,
especially sculptors, to grow and develop.
However, due to increasing demand and
urbanization, it also facing certain
problems and challenges that need to be
addressed.
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Abstract :

The heritage and legacy of traditional Kangra miniature painting is known
worldwide. This paper is focused on exploring the present practitioners of this tradition
and how they are approaching the future regarding the conservation of this living-
heritage of Indian art. Authenticity was a priority in identifying traditional artists. Do
they follow the values and traditional standards? That was another concern of
investigation. There were ample leads in the previous studies by great researchers
like A. K. Coomaraswamy, W. G. Archer, K. Khandalavala, J. P. Losty, M. S. Randhawa,
B. N. Goswamy, V. C. Ohri, Vijay Sharma and others. The rest of the investigation was
carried away by fieldwork with the traditional miniature artists of Kangra. The paper
concludes with a categorical analysis of information about the practising artists of
Kangra. It brings a clear scenario to understand the present situation and future
possibilities of traditional Kangra Art.

Key words :

Kangra, Miniature Painting, Traditional Art, Indian Style Painting, Pahari
Miniature Painting

Introduction :

Kangra school of miniature painting
is one of the most important phases of
Indian miniature paintings, comes under
the larger flag of Pahari styles which was
parallelly developed with Mughal and
Rajput miniature styles (Archer, 1991,
Khandalavala, 1958, Coomaraswamy,
1976, Randhawa, 1962). It flourished
mainly during the 17th century. Kangra
art was at its pic under the patronage of
the great Kangra king Raja Sansar Chand

(1765-1824). It was declined by the
decline of the Royal Court of Kangra
(Sharma, 2020). At present the researchers
find some traditional artists are struggling
to conserve this tradition.

Objective :

This research paper is about the prese-
ntly practising artists of the traditional
Kangra Art. It is focused on ‘who are they?’,
‘what they are doing?’ and ‘How they are
doing?’.
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Methodology :

Before all these, another question
comes forth, the question of authenticity.
To confirm the authenticity a thorough
investigation has been done from multiple
aspects. The existing literature written by
A. K. Coomaraswamy, Khandalava, M. S.
Randhawa, B. N. Goswamy and others
was studied to know the history of Kangra
Art and its aesthetic roots. The next aspect
was the background of the artists. Either
the artists were from the direct bloodline
of the artists who used to serve at the royal
court of Kangra, or they are coming from
the Guru-sisya Parampara (Mentor-
Disciple Tradition). With the help of the
experts, most of them were identified and
categorically analyzed from the different
perspectives of lineage, training and social
aspects.

Artists of Kangra :

Under the royal patronages during the
17th to 18th century, we may get the
presence of legendary artists like Pandit
Seu, Manaku, Nainsukh and Purkhoo
(Goswamy & Fischer, 1992). Their
successors are struggling to conserve the
tradition at present in Kangra. Anil Raina
and his brother, belong to the bloodline
of legendary Pandit Seu and his sons
Manaku and Nainsukh are well-known
artists of Rajol village of Kangra (Sharma,
2020). We get mentions of Rajol and
Samolti villages in the old histories of
Pahari royals where they provided lands
to the artists as a reward for their work.
Late Chandulal Raina, Father of Anil
Raina dedicated his entire life and struggle
to revive the tradition and trained many
young artists. Dhaniram Khushdil was one
the most talented disciples of Chandulal

Raina who is carrying forward his mentor’s
mission at present. Om Sujanpuri is
another senior-most artist of this style who
lives in Shimla

(Ohri, 1991). He is a profound practi-
tioner, speaker, teacher and appreciator of
Kangra art. Vijay Sharma is a living legend
of Pahari miniature art who was conferred
with the third highest Indian civilian award
‘Padmasree’ for his contribution to revi-
ving the traditions of Pahari miniature
painting. Kangra artist Mukesh Dhiman
is a direct disciple of Vijay Sharma. Manu
Kumar, Suresh Kumar, Ritu Dhiman,
Poonam Katoch and many other young
talented artists are working under the
seniors mentioned above to carry the
tradition forward.

What they are doing and how they are

doing?

Position in the present art world :

The artists presently active in Kangra,
either belong to the direct bloodline of the
traditional artists or come from the Guru-
sisya Parampara. Both of the sects are
equally concerned and passionate about
the legacy of the art. Classical or tradi-
tional arts have distinct parameters of
evaluation as an art which are often
confused with the present parameters of
mainstream contemporary arts. Different
forms or styles of art should be compared
by the artistic fundamentals only. The
present art market is dominated by inter-
national cartels of art business that have a
huge influence on the art institutions, art
promoters, art critics and even on the govt.
policymakers. This biased dominance
does not allow fairness in comparing tradi-
tional parameters with the contemporary
parameters of art.
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It is the main struggle for the preset
practitioners of Kangra art. They have
become socially and culturally margi-
nalized. The decline of the Kangra
Kingdome and all other neighbouring
royal families around the end of the 18th
century causes a big loss of patronage for
the artists. Without patronage and
recognition, it was very hard to survive as
the traditional Kangra artists. The present
generation of Purkhoo family residing in
the Samolti village of Kangra has stopped
continuing the tradition after years of
struggle. Anil Raina explicitly expressed
his frustration and inevitably said that he
would never encourage the next
generation to continue Kangra art when
he was interviewed by the author.

Initiatives from the Government :

On the other hand, Dhani Ram
Khushdil is very optimistic about the
future of Kangra art. He belongs form an
economically and socially deprived
community. His struggle for art and artistic
life is inspiring many other young talents
in the region of Kangra. He has been
employed as the traditional Kangra artist
at Jwala Ji temple, Kangra. Mukesh
Dhiman has been employed at Chamunda
Devi temple. These employments come
under the policies of the Himachal
Pradesh Government to encourage and
conserve the living tradition of Kangra art.
The author has also noticed these artists
also run live Kangra art workshops at the
Museum of Kangra Art in Dharmshala
(The main city of Kangra district). Another
important policy in this regard from the
state government is Mukhyamantri Gram
Koshal Yoyona. Under this policy, several
centres for Kangra art training have been

established. The author has visited several
such training centres in Kangra. Dhaniram
Khushdil, Mukesh Dhiman, Dipak Bhan-
dari, Jiwan Kumar and other skilled artists
are running such centres where young
aspirants may learn Kangra Art. Ministry
of Textile, Government of India has several
programs and schemas to encourage
traditional handicrafts. Kangra artists are
also facilitated by those, especially
through handicraft fairs and national-level
awards and honours.

Initiatives from the non-government

organizations:

Apart from government set-up, non-
governmental organizations like Kangra
Art Promotion Society are also active in
Kangra, McLeod Ganj. Kangra artists
Manu Kumar, Ritu Dhiman, Poonam
Katoch and others are working in this
society. They also run training centres, sell
Kangra art, put up stalls at art or handicraft
fairs and organize art workshops and
ceremonial programs to promote Kangra
Art.

The upcoming generation of Kangra

artists :

This paper has already mentioned the
training centres run by the traditional Kangra
artists where a large number of young
aspirants are coming to learn the skills of
Kangra miniature painting. During the
visit to these centres, the author observed
a struggle for identity among the trainees,
especially among the women trainees. The
struggle is rooted in the conventional rural
social set-up where cast discrimination
and gender discrimination still exist. Due
to social suppression for several decades
in terms of education and economic
stability, the backward classes became
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completely marginalized. In the case of
women, the situation gets more complicated
because they have to handle discrimina-
tion both in society and at home. Training
centres of Kangra art become a place for
exploring their individuality, liberty and
self-respect as a traditional artist. So many
talented young people and housewives are
coming to learn Kangra art. Many of them
doing well and earning their living through
selling Kangra art. The artistic elements
of Kanra art are deeply connected to the
natural beauty, history and traditional
culture of Kangra Valley. As the son of
the soil, therefore they get the privilege
of learning Kangra art. The passion,
dedication, motivation and struggle for
identity among these trainees may give
birth to the future legends of Kangra art.

 Another group of young potentials
are the trained children of Kangra art who
have managed to enrol themselves in BFA
and MFA courses in reputed art colleges
and Universities. Suresh Kumar, nephew
of Dhaniram Khushdil is now pursuing
PhD in Kangra art from the Central
University of Himachal Pradesh. Dr
Balbindar Kangri who has also done his
PhD on Kangra painting and well-known
Kangra Artist. Kartik (Son of Dhaniram
Khushdil), and Jatin (Son of Mukesh
Dhiman) are the students of BFA painting
in the same university. Kajal (Daughter of
Dhaniram Khushdil) has completed her
MFA from another very important
institution which is the Department of
Pahari Miniature Painting at Himachal
Pradesh University, Shimla. These people
who have both traditional and academic
training may play a big role in bridging
the gap between traditional Kangra art and
mainstream contemporary art.

Conclusion : (Categorical Analysis) :

The presently practising traditional
Kangra artists can be categorised in
different aspects. The artists belonging to
the bloodline of old masters of Kangra art
deserve to be mentioned at the beginning.
The situational conflict between their
ancestral glory and the present struggle for
existence entangled their morals to some
of extent.

Regarding age group we may gate
four prominent layers of Kangra Artists,
senior most artists (sixty years old and
above), senior artists (forty to sixty years
old), young artists (twenty-five to forty
years old) and trainees (below twenty-five
years). The senior Kangra artists of our
period like Chandulal Raina, Om Sujanpuri
and Vijay Sharma have established a strong
foundation for this tradition. Followers of
them like Dhaniram Khushdil, and
Mukesh Dhiman have achieved the level
of senior artists who are on-ground
operational leaders of this movement of
tradition conservation. Young artists like
Manu Kumar, Suresh Kumar, Balbindar
Dr. Kangri, Ritu Dhiman, Deepak Bhan-
dari and Poonam Katoch exploring
opportunities and expanding larger access
to Kangra art across India with their dynamic
approach and youthful enthusiasm. Last
but not least, the trainees of Kangra art
under the elders mentioned above. The
struggle of this generation is different. the
context, content and entire visual culture
of Kangra art are very difficult to connect
with the smartphone and internet-
dominated worldview. Within the torment
of day-to-day distractions staying stable
to captivate all the ideological and
aesthetic roots of Kangra art is a challenge
for them.
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Regarding gender category, the
women section of practising Kangra artists
may bring a huge social change within the
rural set-up of the Kangra region. Through
this practice, they are achieving the confi-
dence to step out of all the pre-existing
socio-cultural and economic thresholds.

Regarding the commercial approach,
we have some over-adaptive ones who sell
with the tag of Kangra art but are ready to
bring any modification according to their
buyer’s demand. Although, most of the
Kangra artists are conservative and protec-
tive towards the tradition the community
is small and slow-growing. Unfair monitory
sabotages may become lethal over time.
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Abstract :

Craft is one of the explicit elements of culture which showcases the creativity of
the people in the society, expresses their suppressed and unexpressed emotions and
perceptions of the world. In addition, it also serves as a medium for representation of
culture. Due to its importance, the makers of these crafts, the craftsmen hold a
prominent role in the society as they help in transmitting their culture across time and
space. Aside from being a cultural element, the art of creating a craft serve as a basis
to differentiate the craftsmen from others and bind themselves together as a single
endogamous communal identity called caste. So, this paper focuses on understanding
the underlying thread that connects the caste, craft and the lives of craftsmen, with
further analyses on how changes in craft could affect their communal standing in the
hierarchical society and vice-versa by tracing the Kammalas, one of prominent
traditional Tamil craftsmen.
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Introduction :

Culture forms the basis for any society
and craft are considered as the most tangi-
ble expression of the intangible components
of culture. It can be depicted in various forms
such as furniture, clothing and jewellery,
storage containers, decorative art, ritual
objects, transportation, technology, music
instruments, toys for amusement and

education, shelter and household objects
are some (UNESCO, n.d.). Apart from
this, crafts were treated as visual language
that could transcends the verbal language
and cultural barriers by connecting people
from different backgrounds and under-
stand each other (Newbigin, 2014).

India has the history of 5000 years in
the crafts and their craftsmanship with the
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first references dating back to Indus Valley
Civilization (Trivedi, 2019). Most of the
crafts in that period are associated more
closely with religious rituals and was
treated as a way to connect the divine
(Artie, 2023). It also played a significant
role in economy and had the power to
change the status quo by influencing the
societal norms and values. In addition,
they are very important in maintaining
identity and connection to the commu-
nity’s history and reinforce their cultural
values (Newbigin, 2014).

Another important cultural concept
that is almost unique to India is Caste. It
is an indispensable part of an individual’s
life and their identity due to its ascribed
and endogamous nature. In addition, it
defines the position and status of the
individual based on his occupational status
on the ladders of social hierarchy. In
accordance with these words, the lives of
craftsmen are defined by the importance
of craft and craftsmanship among the
people in the society. In prehistoric and
rural India, craftsmen were integral part
of village construction as they were respon-
sible for producing goods by utilizing the
natural or indigenous materials to satisfy
the economic, ritualistic and everyday
needs of the people (Mavali Rajan, 2020).

Among them are Kammalas also
known in other regions as Vishwakarmas,
are one of the most prominent traditional
craftsmen in Tamil Nadu. The term
‘Kammala’ or ‘Kammalar’ derived from
the original form of name ‘Kannalan’ or
‘Kannalar’ meaning, one who rules the
eye or one who gives the eye. In addition
to this, the term also refers to those who
make articles and open the eyes of the
people i.e., who make articles pleasing to

the eye (Thurston, 1909). Kammalas are
the entrepreneurial caste group, compri-
sing of five sub-castes as occupational
categories such as blacksmiths (Karuman),
carpenters (Tachchan), sculptors (Kal-
Tachchan), coppersmiths (Kannan) and
goldsmiths (Tattan) (Chindamany, 2021).

They provided support and services
for livelihood and economic activities like
household utensils and tools, agricultural
tools and implements and transportation
equipment. Moreover, they also served as
architects and sculptors for the temples
aside from providing with the ritualistic
materials like copper vessels, bells, jewels
for the deity (Ram & Rao, 1961). Since
ancient times, the craftspeople are the
essential link in traditional economy and
Kammalas lead a prominent life with the
springboard of their creative skills. They
acquired their creative skills through here-
ditary means of generational dispensations
since the distant past (Devi & Nadarajan,
2022). Kammalas enjoyed a unique
position in the ancient and medieval society
of Tamil Nadu as they are culmination of
diversified craft-making communities and
is a perfect choice for this study to
understand the dynamics of a caste and
their crafts through ages.

Objectives :

This paper focuses on the under-
standing the underlying connection that
craft has with the craftsmen and the effect
it had on their communal identity and their
social standing in ancient Tamil society
by analysing on function and importance
of craft along with the role played by the
craftsmen in the society in the past. In
addition to this, the paper wants to find
out, how the changes in craft and its
production have affected the livelihood of
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craftsmen and their communal identity at
the present.

Methodology :

To analyse the present-day situation
of Kammalas, a survey was conducted
with a sample population of Ninety-Four
people chosen through Snowball sampling
from all the regions of Tamil Nadu. In this
study, the data were collected especially
from the male-headed households because
in the past men had the highest chance of
inheriting and continuing their traditional
occupation when compared with females.

Kammalas Yesterday :

In ancient Tamil society, Kammalas
and other craftsmen were an indispensable
part of both rural and urban economy. Lite-
ratures from first to fifth century depicts,
craftsmen were appreciated for making
iron weapons and implements that were
used in the war and domestic life, vehicles
for transportation, for the construction of
palaces and mandaps with woodworks and
paintings, also for making jewellery in
gold (Subbarayalu, 2019). When the
establishment of temple-architecture and
temple-centred urbanism started in sixth
century during the Pallavas, the increased
demand for the crafts reinstated the
position of craftsmen in the everyday lives
of people (Heitzman, 1987). This urbanism
provided an opportunity for various groups
of craftsmen such as stone-masons, car-
penters, goldsmiths, metalsmiths and
blacksmiths who were involved in the
construction of temples to culminate under
a new identity, referring themselves as
Kammalas (Ramasamy, 2019).

The increased participation of
Kammalas in the temple-construction and
its maintenance led others in the society

to re-evaluate their social standing and
gave an opportunity for the Kammalas to
improve their status and identity (Ram &
Rao, 1961). The rising importance of crafts
in the society and royal courts, paved the
path for Kammalas to be educated. Being
a literate, made them improve their roles
and elevate their social standing by taking
up various positions in the courts such as
engravers or writers of royal records
(Subbarayalu, 2019). Apart from this,
when Kammalas entered the urban market
and trade complexes, education also
helped them to exhibit their crafts to newer
levels of regional and national arenas by
spreading their areas of clientele.

Aside from temple building, Kammalas
were involved in the manufacturing of
rathas that were used for transportation
by the royals resulting in gaining a new
epithet, Rathakarar (Ramaswamy, 2004).
Kammalas particularly goldsmiths were
also involved in minting of gold and silver
as coins which were used as currency
during the Chola reign when market-based
economy arose with the temple-urbanism
(Subbarayalu, 2019). Following these
increased positive changes in the role and
responsibilities, Kammalas had desire to
rise their position in the ladder of social
status. To fight against Brahminical supe-
riority they followed the practices of brah-
minhood. In addition, they also sought
after equal status as that of brahmin legally
which was evidenced from the court case
filed in Chittoor, present day Andhra follo-
wed by the counter charges of Brahmin
in 1885. Though dragged on for years, the
verdict was announced in favour of
Kammalas sanctioning them with the
Brahminhood on 1915 (Ramaswamy,
2004).
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Kammalas Today :

But in today’s economy, with the
growth of globalisation and adoption of
modernisation, people rarely sought after
traditional craftsmen. This resulted in

incurring difficulties to Kammalas, that
led to the present condition, where they are
pushed to pursue and explore other arenas
of occupations as show in following tables,
leaving only a portion of Kammalas in
craft-making.

It is evident (See table 1) that out of
ninety-four samples collected from the
male-headed households, only ten (10.6
percent) people depends on their
traditional occupation as their sole source
of income. Among remaining samples,
twenty-two (23.4 percent) people have
taken up crafting as their primary
occupation comprising of eight owners
who has a workshop of their own and
twelve labourers who work for others. A

high number of people amounting forty
(42.6 percent) is involved in it for
secondary source of income comprising
fifteen owners and twenty-five seasonal
labourers among them, a total of thirteen
are agricultural labourers, twelve are in
private sector. Remaining twenty-two
(23.4 percent) have permanently left by
taking up various occupations (see table
2) other than craft-making.

Table 2 : Present-day occupation of those who left craft industry

S. No. Nature of Occupation Number Percent

1 Private Sector 8 36.4

2 Government Sector 7 31.8

3 Agriculture 5 22.7

4 Own Business 2 9.1

Total 22 100

Table 1 : Male heads involvement with craft industry today

S. No.
Involvement with Craft

Industry
Number Percent

1 Only Occupation 10 10.6

2 Primary Occupation 22 23.4

3 Secondary Occupation 40 42.6

4 Permanently left the industry 22 23.4

Total 94 100
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This shift from the traditional occupa-
tion is primarily due to insufficient income
generated from traditional craft-making
and difficulties they had to face from
procurement of raw materials to marketing
them in today’s globalised world. The five
major difficulties listed by them are :

a) The increasing involvement of non-
Kammalas in the manufacturing of
crafts.

b) The lack of skilled labourers who can
keep up with emerging digital techno-
logies.

c) The fluctuating cost of raw materials
needed for their craft-making.

d) The lack of modern and innovative
marketing strategies for attracting the
present-day consumers.

e) Increased automation in designing
and manufacturing made human
labour unnecessary.

To match up with the growing needs
of their clientele and the increasingly
mechanised society, Kammalas have never
stopped in remoulding themselves by
pursuing the formal education (see table
3). Among the sample population surveyed,
a high total of twenty-seven (28.72 percent)
people had completed their higher education
amounting to 23.4 percent in Graduation
and 5.32 percent in Post Graduation. In
addition, most of them have completed
their schooling comprising of 19.15 percent
in Higher Secondary, 14.89 percent in
Secondary and 12.76 percent in Primary

education. At present the crafts of the
Kammalas are experiencing difficulties
and is faced with the possibility of fading
out from the memory of the society. Thus,
Kammalas are now focused on educating
themselves, so that they can find ways to
innovate and preserve their rugged journey
of craft-making. Amidst the various
problems cropped in the path of pursuing
their craft-making, Kammalas are still
willing (see table 4) to pass on the traditional
craft-making so as to preserve their
knowledge from obscuring and also to
preserve their identity.

Table 3: Educational status of the respondents

S. No. Education Level Number Percent

1 Primary 12 12.76

2 Secondary 14 14.89

3 Higher Secondary 18 19.15

4 Graduate 22 23.40

5 Post Graduate 5 5.32

6 Others (Diploma) 15 15.96

7 Illiterate 8 8.52

Total 94 100
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The majority of sixty-eight (85.1
percent) people have expressed their
willingness to continue their traditional
inheritance to younger generation. It is
unexpected that people who had left their
traditional occupation has also expressed
their willingness to continue their inherita-
nce among the next generation. They
expressed that the reason behind their shift
in occupation is to achieve the required
economic stability to keep their family
afloat and also because of the conviction
that income from other sources will help
them to bounce back when they face diffi-
culties in their path of the craft preservation
and revival. The younger generation are
also willing to inherit their traditional occu-
pation so that their identity and knowledge
can be sustained and passed on to the
future. Though many of them want to
inherit only as secondary occupation (52.1
percent), in the fast-paced computer world
it is much appreciated to know that they
are people who are willing to take initiative
in continuing and preserving their tradi-
tional knowledge.

Conclusion :

It is evident that the diminishing
importance and underutilisation of tradi-

tional crafts led to the change in economic
status of the craftsmen, which in turn
impacted their social standing, identity and
the continuity of their traditional crafts.
From the study conducted, we can conclude
that Kammalas, though being a prominent
traditional craftsman in the ancient society,
are still struggling through the strings of
society in their journey to find a place for
themselves in this globalised world. In
addition to their struggle to achieve stability,
they are still holding on to the hope of
reviving their craft and making their crafts-
manship and identity shine through ages.
In the past, the rising importance of craft
gave Kammalas an opportunity to be
educated and in present Kammalas
utilising their improved educational status
to sustain their craft and identity despite
the jeopardizing situation to preserve.

Table 4 : Willingness to transmit craft tradition to next generation

S.No.
Involvement with Craft

Industry
Number percent

1 Only Occupation 0 0

2 Primary Occupation 31 33

3 Secondary Occupation 49 52.1

4 NOTA 14 14.9

Total 94 100
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FËš : YeejleerÙe mecekeâe}erve cetefle&keâ}e keâer Skeâ meece«eer
jepeerke jbpeve [e@. DecejsMe kegâceej
MeesOe Úe$e, cetefle&keâ}e efkeYeeie, meneÙekeâ DeeÛeeÙe&, cetefle&keâ}e efkeYeeie
ÂMÙekeâ}e mebkeâeÙe, keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer ÂMÙekeâ}e mebkeâeÙe, keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer

meejebMe :

Deepe mecekeâe}erve cetefle&keâ}e kesâ mke™he keâe pees efkemleej ngDee nw, GmeceW helLej, keâe…, Oeeleg kesâ De}ekee Deewj
Yeer keâF& iewj hejbhejeiele ceeOÙece ceW me=peve ngDee nw~ m›eâwhe, heâeGb[ Dee@ypeskeäš, kesmš cešsefjÙe} Deeefo keâe ØeÙeesie
nes jne nw, Ssmes heâeGb[ Dee@ypeskeäš ceW FËš keâe ØeÙeesie kegâÚ keâ}ekeâejeW ves Deheveer Yeeke DeefYekÙeefòeâ kesâ ef}S efkeâÙee
nw~ FËš Skeâ otmejs mes peesÌ[e pee mekeâlee nw Deewj FmeceW vekeäkeâeMeer keâer mebYeekevee Yeer nw~ Fmekeâer mebYeekeveeDeeW keâes
osKeles ngS Fceejle mes štšves kesâ yeeo FËšeW keâes keâ}ekeâej Skeâ efkeMes<e efJeÛeej keâes peesÌ[lee nw pees keâer ceeOÙece ceW
efveefnle nw~ Deye mecekeâe}erve heefjkesMe keâer keâ}eke=âefleÙeeW ceW Yeeke kesâ Dehes#ee efJeÛeejeW keâer DeefYekÙeefòeâ keâes DeefOekeâ
cenlke efoÙee peeves }iee nw~ keâ}ekeâej keäÙee me=peve keâj jne nw Deewj Gmekeâe ceeOÙece efkeâlevee meeLe&keâ nw, Gme keâ}e
me=peve kesâ ef}S~ Fme leLÙeeW hej Yeer efkeÛeej efkeâÙee peelee nw efkeâ keâ}eke=âefle keâe mke™he Gme Yeeke keâes ØeoefMe&le keâjves
ceW meceLe& nw pees keâ}ekeâej kÙeòeâ keâjvee Ûeenlee nw~ cetefle&keâ}e ceW F&Ëš keâe ØeÙeesie keâjvee Skeâ efkeÛeej kÙeòeâ keâjlee
nw efpemes ceove}e}, ye=pesMe efmebn Deeefo keâ}ekeâejeW keâer keâ}eke=âefleÙeeW ceW osKee pee mekeâlee nw~

kegâbpeer Meyo :

mecekeâe}erve cetefle&keâ}e, Yeeke, DeefYekÙeefòeâ, ceeOÙece, FËš, meece«eer

heefjÛeÙe :

FËšeW keâe Skeâ mece=æ Fefleneme nw pees ØeeÛeerve keâe}
mes Ûe}e Dee jne nw, ØeejefcYekeâ oewj ceW FËš keâes Oethe ceW
megKeekeâj ner ØeÙeeie efkeâÙee peelee Lee~ menœeeefyoÙeeW mes,
FËš Glheeove keâe lekeâefvekeâer Øeieefle kesâ meeLe efkekeâefmele
ngDee nw, pees hekeäkeâer efceóer, keâb›eâerš Deewj heä}eF& SsMe
FËšeW pewmeer efkeefYeVe Øekeâej keâer meeceef«eÙeeW keâer hesMekeâMe
keâjlee nw~ Fve heefjkele&veeW kesâ yeekepeto Yeer FËš efškeâeT,
yengcegKeer Deewj meeQoÙe& keâer Âef<š mes ceveYeekeve yeveer ngF&
nQ, pees GvnW efkeÕe mlej hej Yekeve efvecee&Ce ceW }eskeâefØeÙe
yeveeleer nQ~ Fmekeâer Fefleneme nces lekeâveerkeâer Øeieefle Deewj

mLeeÙeer mebjÛeveeDeeW kesâ efvecee&Ce keâer ceevekelee keâer FÛÚe
keâes oMee&lee nw~

efmebOeg Ieešer meYÙelee (2500-1500 F&mee hetke&)
Yeejle ceW efceóer mes hekeâer FËšeW kesâ Glheeove Deewj GheÙeesie
keâe hen}e Øe}sefKele GoenjCe nw~ efceóer mes hekeâer FËšeW
keâe GheÙeesie keâF& Ssefleneefmekeâ mLe}eW ceW osKee peelee nw,
efpeveceW vee}boe (4keeR-12keeR Meleeyoer F&Ê) Deewj meejveeLe
(3keeR Meleeyoer F&Ê hetÊ-11keeR Meleeyoer F&Ê) Meeefce}
nQ~ cegie} keâe} kesâ oewjeve Fmlescee} keâer peeves kee}er
meeceevÙe FËš keâer ceesšeF& oes FbÛe nesleer Leer~ Yeejle ceW
ÙetjesheerÙe }esieeW kesâ ØekesMe kesâ yeeo YeejleerÙe FËš efvecee&Ce
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hej yengle ØeYeeke heÌ[e~ DeeOegefvekeâ efceóer keâer Úle šeF}
Glheeove megefkeOeeSB, efpemeceW FËšeW kesâ ef}S ne@heâcewve
Yeªer Deewj Deekeâej kesâ ef}S mkeÛeeef}le efceóer keâer
lewÙeejer Deewj yeenj efvekeâe}vee pewmeer lekeâveerkeâ Meeefce}
nw, 18 keeR Meleeyoer ceW pece&ve efceMeveefjÙeeW Éeje cee}eyeej
leš hej }eF& ieF& Leer~ yeÌ[s Deekeâej keâer FËš (10 FbÛe
× 5 FbÛe × 3 FbÛe) keâer Meg®Deele efyeÇefšMeeW Éeje keâer
ieF& Leer~

FËš : cetefle&keâ}e keâer Skeâ meece«eer :

Ùen Skeâ efvecee&Ce meece«eer kesâ ™he ceW FËš meceÙe
keâer keâmeewšer hej Kejer Glejer nQ, pees mLeeefÙelke Deewj Skeâ
}byes meceÙe lekeâ Ûe}ves kesâ keâejCe Deekeâe|<ele keâjlee nw~
ØeeÛeerve meYÙeleeDeeW mes GlheVe, FËšW npeejeW ke<eeX mes
Yekeve efvecee&Ce Deewj keemlegkeâ}e keâe Skeâ cet}Yetle efnmmee
jner nQ~ cegKÙe ™he mes FËšeW keâes efceóer mes yeveeÙee peelee
nw, megKeeÙee peelee nw Deewj efheâj Skeâ keâ"esj, efškeâeT
efvecee&Ce meece«eer keâe Glheeove keâjves kesâ ef}S Yeóer ceW
hekeâeÙee peelee nw~ Ùen Øeef›eâÙee, mewæeefvlekeâ ™he ceW
mej} nesles ngS Yeer, FËšeW kesâ Øekeâej Deewj iegCeeW keâer Skeâ
efkemle=le ße=bKe}e keâer Devegceefle oslee nw, efpeveceW mes Ùen
efkeefYeVe heÙee&kejCeerÙe heefjefmLeefleÙeeW Deewj keemlegefMeuhe
DeekeMÙekeâleeDeeW kesâ Devegkeât} Yeer nw~

FËšeW keâe GheÙeesie efkeefYeVe heefjÙeespeveeDeeW ceW efkeâÙee
pee mekeâlee nw, FceejleeW keâer mebjÛeveelcekeâ oerkeejeW mes
}skeâj De«eYeeie (heâmee[) Ùee jemles pewmes meeQoÙe& mebkeOe&ve
lekeâ~ mebjÛeveelcekeâ DeKeb[lee Deewj ÂMÙe ®efÛe Øeehle
keâjves kesâ ef}S FËšeW keâes efkeefYeVe hewšve& ceW jKee pee
mekeâlee nw~ Fmekesâ De}ekee, Gvekesâ leeheerÙe iegCe FceejleeW
ceW Tpee& o#elee ceW Ùeesieoeve keâjles nQ, keäÙeeWefkeâ FËšW ieceer&
pecee keâj mekeâleer nQ Deewj Yekeve kesâ Deboj kesâ leeheceeve
keâes efveÙebef$ele keâj mekeâleer nQ~ Ùen iegCekeòee FËš mebjÛeveeDeeW
keâes jnves kesâ ef}S DeejeceoeÙekeâ yeveeleer nw, efpememes
ke=âef$ece «eer<ce Deewj Meerle}ve keâer DeekeMÙekeâlee keâce nes
peeleer nw~

DECORATED TILE, 8TH Cent. CE,
NALANDA (Acc. No. 13414)

Decorated veneering brick depicting
kirtimukha threshing his hands into mouth

Terracotta/ Nalanda /9th-10th Century A.D.
Accession No. - 00186

ne}eBefkeâ, Skeâ keâ}elcekeâ ceeOÙece kesâ ™he ceW FËš
keâe GheÙeesie Skeâ ØeeÛeerve keâe} mes nes jne nw efpemekesâ
kegâÚ GoenjCe vee}boe meb«ene}Ùe ceW megjef#ele nw, }sefkeâve
meefoÙeeW mes FmeceW efiejekeš DeeF& nw Deewj kele&ceeve ceW Fme
ceeOÙece keâe GheÙeesie MeeÙeo ner keâYeer efkeâÙee peelee nw~
ne}eBefkeâ, efheÚ}s oMekeâ kesâ Yeerlej kegâÚ cetefle&keâejeW ves
FËš keâes cetefle&keâ}e kesâ ceeOÙece kesâ ™he ceW ØeÙeesie efkeâÙee
nw Deewj Glke=â<š heefjCeece Øeehle efkeâS nQ~

FËš keâer vekeäkeâeMeer keâer Øeef›eâÙee meekeOeeveerhetke&keâ
keâer peeleer nw~ FmeceW cetefle& keâe Deekeâej osves kesâ ef}S
yengle lesÌpe Oeej keâer Ûehešer Úsveer, Oeejoej ieQleer Deewj
jsleer keâe GheÙeesie efkeâÙee pee mekeâlee nw~ Ùen meece«eer
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efškeâeT nw Deewj peesj mes ceejves hej Deemeeveer mes štš Yeer
peeleer nw~ Skeâ keâ}ekeâej kesâ Âef<škeâesCe mes, Gvekesâ Éeje
Ûegvee ieÙee ceeOÙece Skeâ ienje mebyebOe jKelee nw, pees
GvnW Deheveer efpe%eemee keâes Øemeeefjle keâjves Deewj Fmes Skeâ
veF& DeefYekÙeefòeâ ceW yeo}ves ceW me#ece yeveelee nw~ keâuee
Fefleneme keâe DeÛe&vee kesâ meeLe Skeâ mee#eelkeâej ceW,
ceove }e} keânles nQ efkeâ meece«eer Skeâ Mejerj nw efpemeceW
peerkeve Skeâ Deelcee kesâ ™he ceW ØekesMe keâjlee nw Deewj Ùen
meece«eer keâe cenlke veneR nw, yeefukeâ Deelcee Gme meece«eer
kesâ Yeerlej keâwmes efvekeeme keâjleer nw, efkeâmeer Yeer keâeÙe& keâe
hetje DeLe& Gmeer Deelcee mes pegÌ[lee nw~

mecekeâe}erve keâ}ekeâej Deewj Gvekeâer keâ}eke=âefleÙeeB:

Skeâ keâ}ekeâej kesâ ™he ceW, FËš efvecee&Ce keâer cesjer
Keespe keâer ØesjCee Skeâ ie=n vekeerkeâjCe heefjÙeespevee kesâ
oewjeve Meg™ ngF&~ ‘Yeejle’ Deewj ‘1947’ Debefkeâle FËšeW
kesâ efceueves kesâ yeeo FmeceW Deewj Yeer FËšeW keâes Keespeves mes
cesjer ®efÛe yeÌ{er, 1947 Yeejle kesâ mkeleb$elee kesâ Fefleneme
hej efkeÛeej GlheVe ngS~ Fve DekeMes<eeW keâes Deheveer keâ}eke=âefle
ceW Meeefce} keâjles ngS, ceQ Gve keâ}ekeâejeW hej MeesOe
keâjves ceW }ie ieÙee, efpevneWves Skeâ ceeOÙece kesâ ™he ceW
FËšeW keâe GheÙeesie efkeâÙee nw, Deye nce kegâÚ keâ}ekeâejeW
Deewj Gvekesâ keâeÙeeX keâes osKeW Deewj DevegYeke keâjW efkeâ kes
Deheveer keâ}eke=âefleÙeeW kesâ ef}S meece«eer Ùee ceeOÙece kesâ
™he ceW FËšeW mes keâwmes pegÌ[s nQ, hen}s keâ}ekeâej efpemeves
cesjer ®efÛe peieeF& ken ceove }e} ieghlee nQ~ mee#eelkeâej
kesâ oewjeve DeÛe&vee SÛe keâes}keäkeeGve ves Gvemes hetÚe,
Deehekesâ ceve ceW Deheves keâece ceW FËšeW kesâ Fmlescee} keâe
efkeÛeej keâye Deewj keâwmes DeeÙee? Deewj keäÙee Deehe cegPes
FËš efvecee&Ce keâer Deheveer Ùee$ee hej }s pee mekeâles nQ?

ceove }e} FËšeW kesâ iegCeeW kesâ keâekÙeelcekeâ keCe&ve
kesâ meeLe pekeeye osles nQ, efpemekesâ yeeo Gvekesâ FËš keâeÙeeX
keâe keâe}›eâce neslee nw, efpemeceW ØelÙeskeâ DekeefOe mes Gvekesâ
keâeÙeeX keâer Øeef›eâÙeeDeeW Deewj DekeOeejCeeDeeW hej keâ}ekeâej
keâe keCe&ve neslee nw~ceove }e} pekeeye osles nQ, ‘FËš kesâ
cetefle&efMeuhe ceW kÙeehle efke<ecelee, Kegjogjeheve, meeoieer,
DeLe&kÙekemLe, lehemÙee, efkeveceÇlee, Deblejbielee, Øeeke=âeflekeâ
keemleg Deewj Øeke=âefle keâer megbojlee Meeefce} nw Deewj Ùener
meYeer meeQoÙe& kesâ iegCe nQ~’

keâ}ekeâej ceove }e} ves Deheveer Ùee$ee kesâ yeejs ceW
Yeer yeleeÙee efkeâ keâwmes GvneWves FËšeW mes keâece keâjvee Meg™
efkeâÙee, ‘ceQves hen}er yeej FËšeW mes keâece efkeâÙee peye ceQ
1978 ceW yeveejme efnvot efkeÕeefkeÅee}Ùe mes mveelekeâ
keâjves kesâ yeeo yeÌ[ewoe DeeÙee Lee, Skeâ efove ceQ Deheves
kegâÚ keefj… efce$eeW kesâ meeLe }ef}le keâ}e mebkeâeÙe keâer
keâQšerve ceW pee jne Lee ~ jemles ceW ceQves meÌ[keâ kesâ efkeâveejs
yengle meejer FËšW heÌ[er osKeeR Deewj ceQves megefcelee Ûe›eâkeleer&
mes hetÚe...oeroer, keäÙee ceQ FËšeW mes cetefle&Ùeeb yevee mekeâlee
nBt? Gmeves Gòej efoÙee- neB, keäÙeeW veneR?’’

Experimants in Bricks 1989 Baroda
Image source https://madanlalsculptor.com

Untitled Image, 1987 Bricks 150×150×18 cm

Image source https://madanlalsculptor.com
Title-1947 Old Bricks 2023
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keâ}e Feflenemekeâej DeÛe&vee ves yeÌ[ewoe kesâ keâeÙeeX
keâe Dee}esÛeveelcekeâ cetuÙeebkeâve efkeâÙee, cetefle&Ùeeb yeveeves
kesâ ef}S FËšeW keâe GheÙeesie keâjkesâ ceove }e} kesâ hen}s
ØeÙeemeeW keâes Gvekesâ ™he Deewj keâ}elcekeâ DeefYekÙeefòeâ ceW
efkeMes<e ™he mes DeefYeveke veneR ceevee pee mekeâlee nw~
ne}eBefkeâ, efkeâmeer keâeÙe& kesâ keâ}elcekeâ cetuÙe keâes jÛeveelcekeâlee
Ùee keâ}elcekeâ keâewMe} kesâ mlej kesâ DeeOeej hej veneR
yeefukeâ ‘mecemÙee meceeOeeve’ Deewj efkeâmeer heefjÙeespevee keâer
meceÙe meercee kesâ Yeerlej keâ}eke=âefleÙeeW kesâ meceÙe hej
Glheeove pewmes keâejkeâeW kesâ DeeOeej hej Deebkeâe peevee
ÛeeefnS~ Fmekesâ De}ekee, ceove }e} Skeâ Ssmeer meece«eer
Ûegvekeâj, efpemekeâer }eiele kegâÚ Yeer veneR Leer Deewj pees
meÌ[keâ kesâ efkeâveejs Deemeeveer mes Ghe}yOe Leer, Skeâ
ØeoMe&veer kesâ ef}S keâece keâjves kesâ ef}S efkeòeerÙe mebmeeOeveeW
keâer keâceer keâe meceeOeeve {tb{ves ceW me#ece Les~ keâ}ekeâej
ves Deeoeve-Øeoeve ceW keâneR Deewj pees Skeâ Deewj cegöe
G"eÙee ken Ùen Lee efkeâ Fve FËš keâeÙeeX keâes ØeoMe&veer ceW
ØeoefMe&le keâjves kesâ ef}S hew[mš} kesâ GheÙeesie keâes Kelce
keâjkesâ }eiele keâer mecemÙee keâes Deewj n} keâj efoÙee~
ceove }e} kesâ Fve hen}s FËšeW kesâ keâece keâes ‘efke<ecelee’
Meyo keâe GheÙeesie keâjkesâ meyemes DeÛÚe keefCe&le efkeâÙee
pee mekeâlee nw, pees keâ}ekeâej kesâ FËšeW kesâ iegCeeW kesâ
efkekejCe mes ef}Ùee ieÙee nw~

Skeâ DevÙe keâ}ekeâej efiejpesMe kegâceej efmebn efvecee&Ce
mLe}eW mes Øeehle ce}yes keâe GheÙeesie keâjkesâ DeefYeJÙeefòeâ
keâes Deekeâej osves ceW me#ece nw~ efpevnW Deeceleewj hej
DeheefMe<š ceevee peelee nw~ ken kegâMe}leehetke&keâ Fve
heâWkeâer ieF& ce}yes keâes DeefÉleerÙe keâneefveÙeeW, DeefYekÙeefòeâÙeeW
Deewj DekeOeejCeeDeeW kesâ meeLe kÙeefòeâÙeeW kesâ peerkeble
ØeefleefveefOelke ceW yeo} oslee nw~ efmebn keânles nQ, ‘meece«eer
keâe Ûeefj$e’ Deewj ceeOÙece cesjer keâ}eke=âefle keâer DeefYekÙeefòeâ
ceW Skeâ DeefYeVe Yetefcekeâe efveYeelee nw~ ceQ Deheveer meejer
meece«eer meesÛe-mecePekeâj Ûegvelee ntB~ efmebn kesâ ef}S,
Gvekesâ keâece keâer Øeef›eâÙee nceejs Deheves peerkeve keâe Øeefleefyebye
nw : nce ceW mes ØelÙeskeâ, efkeâmeer ve efkeâmeer efyebog hej,
efvecee&Ce mes yeenj Deeles nw~

efmebn Deheves Éeje GheÙeesie keâer peeves kee}er meece«eer
keâes efkeOkebme mes Deekeâej keâes Ûegveles nQ, Deekeâej kesâ ef}S
meekeOeeveerhetke&keâ Gvekeâe ÛeÙeve keâjles nQ~ ne}eBefkeâ GvnW
lejeMeves kesâ ef}S mkeeYeeefkekeâ ™he mes Ûegvee peelee nw,
FveceW keâesF& Yeer šgkeâÌ[e heefjhetCe& veneR neslee~ Úesšer-ceesšer
KeeefceÙeeB neWieer, Deewj Ùes KeeefceÙeeB ner jÛevee keâes metefÛele
keâjves ceW meyemes yeÌ[e ØeYeeke [e}Wieer~ efmebn cegKÙe ®he
mes Skeâ Ûesnje yeveeves hej OÙeeve osles nw, kes ceeveles nQ efkeâ
DeefYekÙeefòeâ, Deheveer Øeeke=âeflekeâ KeeefceÙeeW kesâ meeLe, ceeOÙece
kesâ Deebleefjkeâ Ûeefj$e Deewj meece«eer keâe heefjCeece nw~

Image source https://
www.architecturaldigest.in/content/series-

sculptures-made-demolished-buildings-girjesh-
kumar-singh-india-art-fair-2017

Title: Laga Chunari Mein Daag (Look at You
lll). Medium: Created from the rubble of brick

and mortar from demolished constructions.

 Image source https://
www.architecturaldigest.in/content/series-

sculptures-made-demolished-buildings-girjesh-
kumar-singh-india-art-fair-2017
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peye keâesF& cetefle& keâe efkeM}s<eCe keâjlee nw, lees Gmes
Gmekeâer megbojlee Ùee keâ}elcekeâ cetuÙe keâer mejenvee keâjves
kesâ De}ekee, Gmes yeveeves ceW }ieer peefš} Øeef›eâÙee keâes
Yeer mkeerkeâej keâjvee ÛeeefnS~ efiejpesMe kegâceej efmebn kesâ
keâece kesâ Meer<e&keâ ‘‘}eiee Ûegvejer ceW oeie’’, keâe cet}
DeeOeej pees 16keeR meoer kesâ oeMe&efvekeâ keâyeerj ves hetkee&«eneW
Deewj he#eheeleeW keâe keCe&ve keâjves kesâ ef}S Ssmes keekeäÙeebMeeW
keâe Fmlescee} efkeâÙee efpemekeâe Devegkeeo oeieoej kem$e
neslee nw, efpemekesâ nce meYeer heerefÌ[le Deewj DehejeOeer oesveeW
nQ~ efmebn kesâ Devegmeej, nce meYeer keâe cetuÙeebkeâve nceejer
KeeefceÙeeW Deewj YesoYeekeeW kesâ DeeOeej hej efkeâÙee peelee nw,
}sefkeâve nce meYeer Skeâ ner meeBÛes ceW {}s ngS nQ~ Fme
efke<eÙe keâes peejer jKeles ngS, Gvekesâ Éeje yeveeS ieS
efMeuhe keâF& lejn keâer efkeMes<eleeDeeW keâes ØeoefMe&le keâjles nQ
pees peeleerÙe he=…Yetefce keâer efkeefkeOelee keâe megPeeke osles nQ~
Fvekeâer keâuhevee Deewj jesÌpeceje& kesâ ÂMÙe meboYeeX keâes Skeâ
meeLe efce}ekeâj kegâÚ iegceveece Ûesnjs yeveeS ieS nQ~

Sce. Øekeele Deheveer FËš keâer keâ}eke=âefleÙeeW kesâ meeLe
Skeâ ØeYeekeMee}er keâ}ekeâej nQ, jeng} kegâceej kesâ meeLe
Skeâ mee#eelkeâej ceW kes keânles nQ, ‘‘...cesje keâece keemlegkeâ}e
kesâ yeejs ceW Glevee veneR nw efpelevee FceejleeW Deewj efvecee&CeeW
kesâ yeejs ceW nw~ Ùen efveefce&le keeleekejCe ceW lej}lee Deewj
ieefle kesâ yeejs ceW DeefOekeâ nw~’’

ke<e& 2006 mes, keâ}ekeâej efvecee&CeeOeerve Deewj
DeOetjer FceejleeW mes Øesefjle ngS nw~ Ùen efpe%eemee keemlegefMeuhe
DekeMes<eeW, #eÙe Deewj Fve efvecee&CeeW kesâ yeeo kesâ peerkeve
keâer Keespe ceW efkekeâefmele ngF& nw~ efou}er Gvekesâ ef}S Skeâ
mebmeeOeve nw keäÙeeWefkeâ veF& FceejleW KeÌ[er nes jner nQ Deewj
hegjeveer FceejleeW keâes Okemle efkeâÙee pee jne nw~ mLeeefÙelke
Deewj efkeIešve kesâ yeerÛe heâbmes efveefce&le ™heeW kesâ Fve
GoenjCeeW keâes cewhe keâjles nQ, Gvekeâer keâ}e MenjeW Deewj
Gvekesâ Fefleneme leLee kele&ceeve keemleefkekeâleeDeeW kesâ yeerÛe
yeeleÛeerle Meg™ keâjvee Ûeenleer nw~ efÛe$eeW, øesâceeW, meleneW
Deewj efveefce&le ™heeW keâer veeRke keâes Gvekesâ Yeeweflekeâ Deewj
mLeeefvekeâ iegCeeW keâes yeveeS jKeles ngS efheâj mes yeveeves kesâ

ef}S, keâ}ekeâej GvnW leesÌ[lee nw Deewj Gvekeâer }ewefkeâkeâ
Deeke=efòeÙeeW keâes mebMeesefOele keâjlee nw~ Kee}er mLeeveeW kesâ
Gvekesâ GheÙeesie mes helee Ûe}lee nw efkeâ nce Fve Deefveefce&le
lelkeeW mes keâwmes mebyebefOele nQ Deewj nce mLeeve keâes keâwmes
mecePeles nQ~ keâ}ekeâej mekee} keâjlee nw efkeâ keäÙee Fve
Debleje}eW keâes GösMÙehetCe& ™he mes yeveevee mebYeke nw yepeeÙe
Fmekesâ efkeâ GvnW De}ie-De}ie mLeeveeW hej jKee peeS~

 Deheves ØeoMe&veer kesâ Meer<e&keâ ‘ÌHeäÙetpeerefške [mš’
Meyo meyeern Denceo kesâ meeLe ÛeÛee& mes DeeÙee, pees keâF&
ke<eeX mes keâ}ekeâej kesâ keâece keâe DevegmejCe keâj jns Les~
keâ}ekeâej kesâ mštef[Ùees Deewj efou}er ceW Oet} keâer cee$ee
ves Meer<e&keâ kesâ ef}S ØesjCee keâe keâece efkeâÙee~ keâ}ekeâej
efveefce&le heefjkesMe kesâ Kee}er mLeeveeW ceW heejoMeer& mebjÛevee
yeveeves kesâ ef}S Oet} keâe GheÙeesie keâjlee nw, pees Gmekesâ
keâece keâe Skeâ DeefvekeeÙe& Ieškeâ nw~ ‘šshesmš^er cetkeceWš
Fve efmš}vesme’ keâes hegjeves Keb[nj kesâ Skeâ šgkeâÌ[s keâe
DevegkeâjCe Ùee keâešves kesâ Fjeos mes FËšeW keâe GheÙeesie
keâjkesâ yeveeÙee ieÙee Lee~ keâ}ekeâej ienjs Menjer meYÙeleeiele
Deleerle mes ceesefnle nw, pees keâYeer-keâYeer DeeOegefvekeâ MenjeW
keâer melen kesâ veerÛes Øekeâš neslee nw Deewj keâYeer-keâYeer
efÚhee neslee nw~ keâ}ekeâej FËšeW, Oet}, keâeiepe Deewj
mÙeener kesâ GheÙeesie mes efkeMee} }ewefkeâkeâ Deewj Ssefleneefmekeâ
hewceeves lekeâ hengBÛe mekeâlee nw~

M. Pravat | Elevation 1 | Fired Brick, Cut
Slate, Stone Dust, Metal | 60H x 60W x 3D in
Image source https://www.stirworld.com/inspire-
people-artist-m-pravat-responds-to-his-immediate-

environment-and-material-to-create-art
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M Pravat Granular structure 1 Fired bricks,
slate marble, metal frame and stand 71×51×3in
 Image source https://www.artvilleacademy.com/

single-post/artist-of-the-day-m-pravat

efve<keâ<e& :

FËš keâes Deepe Yeejle kesâ keâF& keâ}ekeâejeW ves Deheveer
DeefYekÙeefòeâ kesâ ceeOÙece kesâ ™he ceW Ûegvee nw pewmee efkeâ
ceove}e}, Sce. Øekeele Deewj ye=pesMe efmebn keâer cetefle&efMeuhe
ceW osKee pee jne nw~ efpeme Devegheele ceW ØeeÛeerve keâe} ceW
F&šeW keâe ØeÙeesie cetefle& efMeuhees kesâ ef}S efkeâÙee ieÙee
keâceesyesme Deepe Yeer Ssmes ner osKee pee mekeâlee nw~ FËš
keâes cetefle&keâ}e ceW Yeeke DeefYekÙeefòeâ kesâ ef}S meMeòeâ
ceeOÙece kesâ ™he ceW ØeÙeesie efkeâS nQ~ Fme ceeOÙece keâer
Øeemebefiekeâlee Deepe Yeer keâeÙece nw~ cetefle&keâ}e ceW ØeÙeesie
efkeâS peeves kee}s meece«eer keâF& lejn mes Deheveer Yetefcekeâe
Deoe keâjleer nw pewmee efkeâ Gmekeâe jbie, heesle, Deekeâej
Deeefo~ ceeOÙece kemlegle: cetefle&efMeuhe keâe efnmmee nw~ Fmes
cete|le efMeuheeW kesâ yeveekeš mes Deekeâj efce}lee nw~ ye=pesMe
efmebn efpeve FËšes keâe ØeÙeesie efkeâS nQ ken efkeâmeer Fceejle
mes Øeehle ngDee~ FvneWves FËš keâer henÛeeve keâes yejkeâjej
jKee nw }sefkeâve ceove}e} ves Deheveer keâ}eke=âefleÙeeW ceW
FËš keâes helLej keâer Yeebefle lejeMee nw peneB FËš keâer mke™he
efke}erve nes ieÙee nw~ Fmekesâ meeLe ner ceeOÙece ceW Skeâ
kewÛeejerkeâ hen}t keâe meceekesMe Yeer nce osKeles nQ, FËš keâes

Deheves keâ}e keâe ceeOÙece Ûegvekeâj Deheves Skeâ efveefMÛele
Yeeke keâes meowke Gme FËš ceW Øekeâš keâjves keâe ØeÙeeme
keâjles nQ~
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Abstract :

Ivory carving in Assam, India, represents a rich cultural tradition deeply rooted
in the region’s history and craftsmanship. Known for its intricate designs and skilled
artistry, Assamese ivory carving spans centuries, blending influences from Hindu,
Buddhist, and indigenous Assamese cultures. This craft has evolved from its ancient
origins as a religious art form to encompass decorative and utilitarian objects,
reflecting both aesthetic beauty and functional elegance. Despite challenges posed by
conservation regulations and changing societal values, contemporary artisans continue
to innovate within traditional frameworks, preserving this unique heritage while
adapting to modern sensibilities. This abstract explores the historical significance,
artistic techniques, and ongoing cultural relevance of ivory carving in Assam,
highlighting its enduring contribution to India’s diverse artistic landscape.

Keyword :

Ivory, Assam, Craftsmanship, skill, handicrafts etc.

Introduction :

In the early days, when people began
to cultivate and settle down, art was created.
However, in the beginning it was some
practical items made as needed. Later, in
addition to daily necessities, these items
were manufactured to attract attention and
gain mental satisfaction. These manufac-
turing activities were later named as cottage
industries, crafts or handicrafts. These
industries were created in rural areas.
Assam has always been advanced in the
field of arts. There are many different
types of handicrafts and cottage industries

in Assam. Handicrafts are made from
naturally occurring bamboo, cane, clay,
yarn etc. In Assam. These handicrafts are
influenced by various geographical, social
and cultural factors of Assam. Handicrafts
also carry the traditions and beliefs of a
society. Notable handicrafts of Assam
include weaving, pottery, bamboo and
cane handicrafts, ivory handicrafts etc. In
ancient times, the ivory industry was
popular in Assam. There are many ivory
products mentioned in the pages of history.
Ivory industry has been in use in Assam
since before the Ahom era. However, it is
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also true that this type of art was parti-
cularly popular during the Ahom era They
were developed. This is attributed to the
ease of availability of elephants in Assam.
Ivory craftsmen were able to practice their
art without worrying, especially during the
Ahom period, under the patronage of the
kings. In those days, kings had elephant
stables. In addition, most noble families
raised elephants to show their prestige.
Naturally, elephants are widespread in
Assam. Therefore, it can be said that many
such factors played a role in the
development of ivory industry in Assam.

History of the Ivory Industry in India :

The history of handicrafts in India is
about five thousand years old. The idea
of the date of the Indus civilization came
from the handicrafts excavated by Mohenjo-
Daro. Since the history of the Indus Valley
is estimated to be around 3000 BC to 1700
BC, the history of handicrafts in India is
also said to be five years old. Similarly,
various handicrafts are mentioned in the
literature of the Vedic period. However,
ancient Vedic literature indicates that I
elephants were prevalent in India.
Consequently, it can be said that the ivory
industry expanded throughout India.
Indian art gained a new dimension, among
other things to Ivory industry based on
paintings, sculptures and ornaments. The
ivory paintings, especially in Jaipur and
Udaipur, have their own distinct identity.
It spread to Bihar, Assam, Kerala, Rooper,
Takshashila and other locations in India.
Ivory miniature paintings gain popularity,
particularly in Delhi, Udaipur and Jaipur.

History of Ivory Industry in Assam :

Art and craft are part of material
culture. In place of reality material culture

is contained arts and crafts, fine arts,
architecture, cuisine or cooking etc. which
are rich in traditions and conservative
heritage prevalent in society. Ivory is one
of the most popular industries in Assam.
The ivory industry of Assam has been
famous folk art and craft industry since
the time of the Mahabharata. One of the
gifts sent by Bhagadatta to Yudhisthira
was an ivory tusk sword. Harshavardhana
received ivory earrings and elephant pearls
as gifts from King Bhaskarvarma. In
Banabhatta’s Harsacarita it is mentioned
that these gifts were made by the ivory
artisan of Kamrupa. It says “…rings of
hippopotamus ivory, encrusted with rows
of huge pearls from the brows of elephants”1

Ivory rings, handmade fans, pots, sword-
sharp edges, and blade cutting edges were
particularly popular during the Ahom period.
This industry thrives due to the requirements
of country craftmanship and individuals.
As a sign of alliance, Swargadeo Jayadhwaj
Singha also sent many gifts to Mughal
Nawab along with ivory plates and comb
(kakai). Numerous ancient books also
make mention of elephants and ivory art
and crafts. For example, in 10th Skanda of
the Bhagavad Geeta, it is mentioned that,
after killing Naraka, Krishna sends huge
amount of elephant from Prakajyotispur
to Dwarka.2 In addition, elephants of
Assam mentioned in the Hastividyarnava,
Raghuvamsham and other works. King
Bhagadatta of Kamarupa fought for the
Kauravas with a massive elephents army
even during the Battle of Kurukshetra.
One of Assam’s most renowned endeavours
is the ivory business. Assam has four ivory
manufacturing sites, three in Kamrup and
one in Sivasagar3 . In the 1891 cencus book
Monograph on Ivory Carving, mentions
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about a man from Jorhat, named Fiznoor
who made ivory. Moreover, Sylhet also
had an ivory specialized site. Now a days
in Assam whenever we discuss about ivory
craft the only name that comes to over
mind is Barpeta, but here also the ivory
trade is threatened or gone. “The ivory
industry was very developed in Assam
during the reign of Ahom kingdom. During
this era the pottery, wood and ivory craft
works were practised under two officers
named Khanikar Phukan and Khanikar
Barua.”4 In this era, ivory artisans referred
to as Baktar Khanikar (Ivory sculptor).
The Ahom kings created a baab (job or
post) for them. This chapter depicts the
status and significance of the ivory industry
at that time. The Baktar Khanikar (Ivory
Sculptor) got royal patronage for their
livelihood at that time. The kings gave them
free land, cattle, and goats. As a result, care
was taken to ensure that the ivory artisans
concentrated on the ivory industry. At that
time the artisans followed Hinduism and
Islam religions. Monograph on Ivory
Carving of Assam mentions a Muslim
artisan named Fiznoor of Jorhat. He was
appointed as Baktar Khanikar by the
Ahom king for his special knowledge of
the ivory sculpture. The book also refers
that he was conferring of the title of Oja
(A special acknowledgement) by the Ahom
king. At that time, Sylhet was famous for
specialized ivory matchboxes and the
artisans of Jorhat made caps, forks and
back scrapers. They also commonly made
small boxes, paper cutters, fans, knife
blades, boxing balls, umbrellas, necklaces,
and animal figurines. After the end of the
Ahom rule, these artisans were also in the
same position as the industry, which was
also deplorable. Later they had to work in

a various occupations including agriculture,
brass industry, carpentry and goldsmithing.
Later, only Barpeta survived as a centre
of ivory industry under government support.
Which is currently near death for various
reasons.

 Barpeta district in Assam, India, is
renowned for its intricate craftsmanship
and traditional artistry. Artisans in Barpeta
specialize in creating delicate designs on
ivory, often depicting religious motifs,
mythological figures, and local fauna. This
art form not only showcases skilled crafts-
manship but also reflects the cultural
heritage and traditions of the region.
However, it’s important to note that due
to concerns over wildlife conservation and
the protection of endangered species, the
trade and use of ivory are strictly regulated
globally. Therefore, any discussion of
ivory carving should be approached with
sensitivity to these environmental conside-
rations. “In the early part of 19th century,
Atmaram Das, an inhabitant of Barpeta
started the business of making articles out
of ivory in systematic manner”.5 He was
a devotee of Barpeta satra. He used to
bring massages from Barpeta satra to other
satras of upper Assam. And vice-versa. So,
he got a chance to learn the ivory carving
in the Shivasagar area. Then he came
Barpeta and started practising there. That
is how Barpeta becomes the centre of ivory
industry. Later, Radhanath Das learned the
art of ivory carving from him and try to keep
the industry alive. Then his son Jagannath
Das devoted himself to Ivory art and estab-
lished the Radhakant Das Ivory House in
1925 at Galiahati, Barpeta.6. “Radha Nath
who was awarded certificate of Excellence
at Shillong in the trade fair organized by
Assam home industries.7. “Radha Nath



309
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

Das awarded with a silver medal by British
government on Dhuburi Industrial and
Agriculture Exhibition, held in Dhuburi
in 1910.”8 Under his guidance Tikendra
Nath Bayan, Rohini Das, Badan Das,
Bamdev Mishra, kamal Chandra Bayan,
Bhagawan Das and several fellows learn
the ivory craft. Bhagawan Das established
an industry named “Assam Ivory Works”
in 1927. But after independence govern-
ment stoped ivory supply. That’s why
above mentioned industry was closed. “As
an acknowledgement Bhagwan Das received
a certificate from independent India’s prime
minister Jawaharlal Nehru.”9 Like this
various ivory industry grew in Barpeta
named “New Ivory Works” 1950 by
Narahari Pathak, “Nirupama Ivory works”
by Manamohan Das in 1951, “Bhagawati
Ivory and Wood Carving Works” by
Tikendra Nath Bayan in 1969 and many
others. But now all these industries are
extinct for various reasons. The process
of disappearance of the ivory industry
from Assam did not happen overnight.
This process is slowly occurring for various
reasons. It includes :

1. The ivory industry has come to a
standstill due to various guidelines
issued by the government in the field
of wildlife conservation and the govern-
ment stopping the supply of elephants
for various reasons.

2. In ancient times, many wealthy families
raised elephants and the demand for
ivory was met by the craftsmen at that
time. Currently, the supply of ivory is
decreasing due to the lack of private
rearing of elephants.

3. There is also a lack of timely and proper
training in the techniques of this art

and craft can be said that a suicide
occurred.

4. There is also a lack of unity among
the artists involved in this industry
There was no solution.

5. Lack of unity among ivory artisans.

6. Lack of demand due to rising prices.

Ivory industry manufacturing process :

 The necessities of the material that
will be made direct the underlying assort-
ment or determination of Ivory. Before
being cut and moulded, the Ivory is
bubbled in milk and water in a few places.
In Manipur, ivory is dried in the wake of
being sliced to a specific size. Because it
is long and sharp at the front, the ivory is
hollow at the base Whole in the front.
Fans, clips, small boxes, guru asanas,
kharams and different things can be
produced using the hollow part. In fact,
the hollow part is cut into small pieces and
glued together. The size is determined.
The whole part of the ivory is used to make
necklaces, rings, idols of gods and goddesses
and animals, birds and different items. The
entire part is cut to the required size first.
They are then cut into pots or packaged. The
icons’ appendages are cut in small pieces.
“In addition to sanding paper, there are
references to the use of “Pithiya” fish bark
to finalize or soften the materials.”10 In
Manipur, a wild leaf called “Heitman” was
used as an alternative to sanding paper.

 There are references to the process
of straightening the crooked teeth of
elephants by applying a paste of manure
and soaking them in a fire. The book
“Ivory Works in India Through Ages” dis-
cusses the trade of ivory plates in Assam.
It established that Sylhet was the centre
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of it. “Ivory was inserted and cooked inside
a raw garlic and lifted like a cane thread,
and the Assamese artists used the thread
to make ivory boards.11

Tools used in the ivory industry :

In fact, the tools used to make
woodwork are used. For example, knives,
bottles, needles, small and large thieves,
knives, forks, nails, pieces of wood, series,
buffs, glue, hydrogen peroxide. The ivory
industry developed using such indigenous
equipment.

Ivory products :

1. Ivory art or carving

2. Necklaces and small ornaments

3. Minor work of ivory in other materials

4. Medicinal formulation

1. Ivory Art or Carving :

Ivory craftsmen made many artistic
objects. These include various animals,
fans, flowers, tables, seats, etc. There
are also ivory Guru Asanas made by
Assamese artists. There are many
different types of characters in the
film, but the most important one is the
character of Shailendra Nath Das of
Galia Hati, Barpeta. These items were
made in the nineteenth century.

2. Necklaces and small ornaments :

There are many examples of ivory
earrings and rings sent as gifts during
the Ahom period. In addition, the
handworn earrings, one of the main
traditional ornaments of Assam, were
made of ivory.

3. Minor work of ivory in other

materials :

Some items were carved with ivory to
give them special value. For example,

the blade of a knife, the hilt or blade
of a sword. In ancient times, ivory is
also said to have been used on the
sharp end of a bow and arrow.

4. Medicinal causes :

Ivory is believed to have medicinal
properties.

Folk beliefs about ivory in Assam :

There are various folk beliefs about
ivory in the people of Assam. Below are
some of them

1. It is believed that wearing ivory pieces
or jewellery paves the way for a person’s
progress.

2. That wearing ivory on the body can
avoid unnecessary danger There is a
prevalent belief in Assamese society.

3. In some areas, it is believed that
wearing ivory causes “white disease”
People in the area avoid contact with
ivory.

Conclusion :

 In conclusion, only government
sponsorship can save the ivory industry
of Barpeta, a heritage of Assam, which is
on the verge of extinction due to various
reasons brought about by changing times.
Last generation artists Shailendra Nath
Das and Tikendra Nath Bayon agreed that
if the government helps them, they will
resume ivory work with new enthusiasm.
They can pass on this art to the new
generation. Otherwise, the ivory industry
will disappear from the soil of Assam
forever.
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Abstract :

The Brihadeeswarar Temple’s architectural grandeur is exemplified by its towering
vimana (temple tower), which soars to a height of 66 meters, showcasing the advanced
engineering skills of the Chola dynasty. The intricate carvings and monumental scale
of the temple reflect the artistic brilliance and grand vision of its creators. This research
paper explores the architectural grandeur and creative legacy of the Brihadeeswarar
Temple in South India through the lens of cultural heritage theory, specifically
emphasizing its depiction and significance in literature. The Brihadeeswarar Temple,
a prime example of Chola architecture, demonstrates the remarkable engineering
skill and visionary thinking of the Chola dynasty. This study highlights the cultural
and artistic significance of the temple through an analysis of its intricate architectural
features, elaborate sculptures, and historical context. Furthermore, it examines the
portrayal and remembrance of these elements in various literary works, offering
insightful viewpoints on the cultural heritage of South India. The intersection of
architecture and literature provides a unique perspective to understand the enduring
impact of the temple on both historical investigation and artistic portrayal, underlining
its importance as a fundamental component of the cultural heritage of South India.

Keywords:

Brihadeeswarar Temple, Chola Architecture, Cultural Heritage Theory, South
Indian Temples, Temple Literature.

Introduction :

The Brihadeeswarar Temple, also known
as the Big Temple, stands as a testament
to the remarkable artistic and architectural
achievements of South India’s cultural
heritage. This towering Dravidian-style

temple, located in Thanjavur, Tamil Nadu,
has captivated scholars and visitors alike,
serving as a profound symbol of the region’s
cultural identity and religious devotion.
This research paper aims to delve into the
architectural grandeur and artistic legacy
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of the Brihadeeswarar Temple, exploring
its significance as a cultural and historical
landmark. Temples in South India have
long been recognized as central hubs, not
only for religious practices but also for
political legitimacy, economic institutions,
and social structures (Rajagopal, 2020).
The Brihadeeswarar Temple, commissioned
by the Chola ruler Raja Raja I in the 11th
century, is a prime example of this multi-
faceted significance (Ronald et al., 2018).
As one of the largest and most architec-
turally impressive Hindu temples in the
world, the Brihadeeswarar Temple has
been a subject of fascination for resear-
chers and enthusiasts, seeking to unravel
its cultural, historical, and architectural
legacy.The primary objectives of this study
are to:Explore the architectural grandeur
and artistic legacy of the Brihadeeswarar
Temple, delving into its historical signifi-
cance and cultural impact on the region.
Investigate the temple’s role in shaping the
socio-cultural landscape of South India,
particularly in the context of patronage,
power, and identity. The Brihadeeswarar
Temple, also known as the Rajarajeswaram,
is a colossal Shiva temple located in
Thanjavur, Tamil Nadu. Commissioned by
the Chola ruler Raja Raja I in the 11th
century, the temple stands as a remarkable
feat of engineering and artistic expression.
(Veluthat, 2017) The temple’s towering
vimana, or the main sanctum, rises to a
height of 216 feet, making it one of the
tallest temple towers in the world. The
temple complex is adorned with intricate
carvings, sculptures, and frescoes that
showcase the exceptional craftsmanship
of South Indian artists. The existing
scholarly literature on the Brihadeeswarar
Temple provides a rich and multifaceted
understanding of its architectural and

cultural significance. Researchers have
explored the temple’s role in shaping the
sacred geography of Tamil Shaivism,
analyzing the temple’s symbolism and its
integration with the regional religious
landscape. (Talbot, 1991) Additionally,
studies have examined the temple’s patro-
nage and its relationship with the Chola
dynasty, highlighting the temple’s function
as a political and economic hub. (Kaimal,
1996) (Talbot, 1991) This study employs
a multidisciplinary approach, drawing
from various fields, including art history,
architecture, religious studies and historical
analysis.

Architectural Grandeur :

The Brihadeeswarar Temple’s archi-
tectural grandeur is a testament to the
engineering prowess and artistic vision of
its Chola builders. The temple’s towering
vimana, or main sanctum, rises to a height
of 216 feet, making it one of the tallest
temple towers in the world. (Ronald et al.,
2018) The temple’s design follows the
Dravidian style, characterized by the
stepwise progression of its pyramidal roof,
and the intricate carvings and sculptures
adorning its walls and gopurams (gateway
towers). (Ronald et al., 2018) One of the
most remarkable features of the temple is
the massive single-rock Shiva lingam,
weighing an estimated 80 tons, which
forms the centerpiece of the main sanctum.
(Ráz, 1834) (Ronald et al., 2018) The
temple’s courtyard is surrounded by a
series of smaller shrines, each showcasing
the exceptional craftsmanship of South
Indian artisans. The Brihadeeswarar
Temple, commissioned by the Chola king
Rajaraja I in the 11th century, is a colossal
Hindu temple dedicated to Lord Shiva that
stands as a testament to the architectural
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prowess of the Chola dynasty. At the heart
of the temple’s architectural grandeur is
its massive granite vimana, or tower, which
rises to a staggering height of 216 feet,
making it one of the tallest temples in
India. (Ronald et al., 2018) The temple’s
architectural design reflects the evolving
Dravidian style, which was characterized
by a series of horizontal mouldings and a
derivative form of the Buddhist vihara.
(Ronald et al., 2018) These design elements,
which can be traced back to the earlier
Pallava and Chalukya temple-building
traditions, showcase the continuous evolu-
tion and adaptation of the Dravidian style,
as it incorporated diverse cultural influences
over the centuries. The Brihadeeswarar
Temple’s layout, with its concentric enclo-
sures and elaborate gateways, further
exemplifies the hierarchical and symbolic
nature of South Indian temple architecture.
The temple’s various spatial zones, ranging
from the innermost sanctum to the outermost
courtyards, create a sense of progression
and heighten the devotee’s experience as
they move through the sacred space. The
temple’s architectural features, such as the
intricate carvings and sculptures that adorn
its walls and corridors, are a testament to
the technical mastery and artistic genius
of the Chola builders and artisans. These
decorative elements, which depict scenes
from Hindu mythology and the lives of
the Chola rulers, not only enhance the
temple’s visual splendor but also imbue it
with deeper cultural and religious signi-
ficance. The colossal scale, technical
sophistication, and artistic embellishments
of the Brihadeeswarar Temple have right-
fully earned it a reputation as one of the
most impressive and influential examples
of Dravidian architecture in South India.
(Talbot, 1991)

Artistic Legacy :

The Brihadeeswarar Temple’s artistic
legacy is equally impressive, with a rich
tapestry of sculptures, frescoes and intricate
carvings that showcase the sophistication
of South Indian artistic traditions. The
temple’s walls and pillars are adorned with
intricate bas-relief sculptures, depicting
scenes from Hindu epics, mythological
narratives, and the daily life of the Chola-
era society. (Talbot, 1991) The temple’s inner
sanctum, known as the Periya Nayaki
Amman Shrine, is particularly renowned
for its exquisite frescoes, which are among
the oldest surviving examples of South
Indian mural paintings. These vibrant
paintings, depicting scenes from the lives
of the Chola rulers and their court, offer a
rare glimpse into the cultural and political
landscape of the era. The Brihadeeswarar
Temple is renowned for its exceptional
artistic legacy, which has endured as a
testament to the technical mastery and
creative genius of Chola-era artisans. The
temple’s walls, corridors and sculptural
elements are adorned with intricate
carvings and sculptures that depict scenes
from Hindu mythology, as well as the life
and deeds of the Chola rulers who
commissioned the temple. One of the most
notable artistic achievements of the
Brihadeeswarar Temple is its extensive
collection of bronze sculptures, including
the renowned Nataraja icon, which are
considered among the finest examples of
Chola-era metal casting and artistic expre-
ssion. (Dehejia, 1990) These bronzes,
which were created using the highly
sophisticated lost-wax casting technique,
showcase the artisans’ mastery of the medium
and their ability to imbue their creations
with a sense of dynamism and spiritual
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power. In addition to the temple’s impre-
ssive sculptural elements, the walls and
corridors are adorned with exquisite carvings
that reveal the depth and complexity of
the Chola artistic tradition. These carvings,
which depict a wide range of religious and
secular themes, reflect the Cholas’ deep
engagement with Hindu mythology and
their desire to commemorate the dynasty’s
political and cultural achievements.
(Dehejia, 1990). The artistic legacy of the
Brihadeeswarar Temple extends beyond
its physical boundaries, as the temple has
also been a source of inspiration for
numerous literary works and artistic
representations throughout South India.
The temple’s architectural grandeur,
cultural significance, and enduring artistic
influence have made it a beloved and
revered symbol of the region’s rich cultural
heritage.

Cultural Significance :

The Brihadeeswarar Temple’s cultural
significance extends far beyond its archi-
tectural and artistic merits. As a prominent
center of Shaivite worship, the temple has
played a crucial role in shaping the religious
and cultural identity of the region. (Rajagopal,
2020) The temple’s association with the
Chola dynasty further underscores its
significance as a symbol of political power
and legitimacy, reflecting the intricate
relationship between religion, state, and
identity in medieval South India. (Talbot,
1991) The temple’s enduring legacy is also
evident in its continued relevance and
reverence among the local community. As
a hub of cultural and religious activities,
the temple continues to attract pilgrims
and visitors from across the region, who
come to participate in the vibrant festivals

and rituals that celebrate its sacred heritage.
(Rajagopal, 2020) The Brihadeeswarar
Temple’s significance extends far beyond
its architectural and artistic merits, as it
has played a crucial role in shaping the
cultural and literary traditions of South
India. As a prominent religious and social
hub, the temple has served as a focal point
for the region’s cultural and intellectual
life, attracting pilgrims, scholars and artists
from across the subcontinent. (Talbot,
1991) The temple’s cultural legacy is
further reinforced by its enduring presence
in South Indian literature and poetry, with
many celebrated writers and poets drawing
inspiration from its grandeur and spiritual
resonance. The temple’s rich history and
cultural symbolism have also made it a
central figure in the region’s collective
memory, with its image and iconography
being widely recognized and revered by
the local population. Moreover, the
Brihadeeswarar Temple has played a
crucial role in shaping the social and
political fabric of South India, serving as
a hub for economic and administrative
activities, as well as a center of religious
and cultural identity. The temple’s ability
to integrate diverse communities into a
shared space of worship and its role in
redistributing resources and patronage
have further cemented its status as a vital
institution in the region’s social and
political history.In addition to its religious
and cultural significance, the Brihadees-
warar Temple has also been recognized
for its historical and archaeological
importance, with numerous inscriptions
and records housed within its walls that
provide valuable insights into the Chola
dynasty’s political, economic, and social
structures.
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Conclusion :

The Brihadeeswarar Temple in
Thanjavur stands as a remarkable testa-
ment to the architectural grandeur, artistic
legacy, and cultural significance of South
India’s rich heritage. Its towering vimana,
intricate carvings, and exquisite frescoes
exemplify the exceptional craftsmanship
and engineering prowess of the Chola
builders, while its enduring role as a
prominent center of Shaivite worship and
cultural identity underscores its profound
impact on the region’s cultural landscape.
This study has provided a comprehensive
exploration of the temple’s multifaceted
significance, drawing from a diverse range
of scholarly sources and firsthand
fieldwork to shed light on the temple’s
enduring legacy.
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Abstract :

Ragamala paintings, a mesmerizing form of Indian art, epitomize the harmonious
blend of music, poetry, and visual imagery. Recognized as a distinct genre in the 15th
century, these paintings have deep historical roots, dating back to ancient treatises
such as the Brihaddeshi. This research explores the rich heritage of Ragamala
paintings, including their historical origins, thematic elements, and the unique
interconnections Ragas, seasons, times of the day, and emotional expressions. By
examining specific examples of Ragamala paintings, this paper highlights their role
in celebrating the intricate relationship between music, poetry, and visual art in Indian
culture.
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Introduction :

Ragamala paintings are a unique and
significant genre within Indian miniature
painting, deeply rooted in the cultural and
artistic traditions of medieval India. The
term “Ragamala” translates to “Garland
of Ragas,” indicating a series of visual and
musical compositions that intricately
interweave art, poetry, and classical music.
These paintings are not merely visual
representations but are rich with symbolic
and narrative content, illustrating the
extensive relationship between music and
visual arts in Indian culture.

The historical journey of Ragamala
paintings begins with ancient texts such

as the Brihaddeshi and extends through
later works like the Sangeet Makrand. The
Brihaddeshi, attributed to Matanga Muni
(5th-7th centuries), provided early descri-
ptions of ragas as emotional and musical
compositions. The concept of Ragadhyana
or Meditation upon Ragas, was introduced
in these texts, linking each raga to a specific
deity and emotional state.

In the 13th century, the treatise Sangeet
Ratnakar by Sharngadeva further elabo-
rated on these connections, associating
ragas with deities and expanding their
emotional and seasonal associations. Visual
representations of ragas first appeared in
manuscripts like the Kalpasutra (1475)
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attributed by Acharya Bhadraprabhu,
marking the earliest known series of Raga-
mala paintings. These works depicted
ragas based on their dhyanas (meditative
verses), solidifying the interplay between
music, emotion, and visual art.

The origins of Ragamala paintings
can be traced back to Rajasthan, and they
gained prominence across various Indian
painting schools starting from the 16th and
17th centuries. These schools include:

Pahari Ragamala : Pahari painting,
derived from the Hindi word “pahar”
meaning mountain, refers to a distin-
ctive style of Indian miniature painting
that emerged from the lower Himalayan
hill kingdoms of North India and the
plains of Punjab between the early
17th and mid-19th centuries. This
style includes notable schools from
Basohli, Mankot, Nurpur, Chamba,
Kangra, Guler, Mandi, and Garhwal.
A prominent figure in Pahari painting,
Nainsukh, was an influential master
of the mid-18th century, with his family
continuing his artistic legacy for two
subsequent generations. The central
theme often revolves around the eternal
love of the Hindu deities Radha and
Krishna. Pahari miniatures are distin-
guished by their lyricism, spontaneous
rhythm, softness, intricate details and
profound depiction of human emotions
and physical features. The Pahari
School thrived from the 17th to the
19th centuries, spanning from Jammu
to Garhwal in sub-Himalayan India,
including Himachal Pradesh. Various
regions developed unique variations
within the Pahari genre; Basohli in
Jammu and Kashmir produced bold
and intense paintings, while Kangra

became synonymous with delicate and
lyrical styles, particularly celebrated
for its depictions of Radha and Krishna
inspired by Jayadeva’s Gita Govinda.
In Garhwal, Mola Ram’s work repre-
sented a poetic and cinematic style.
Although Pahari painting evolved from
Mughal painting, it found significant
patronage among the Rajput kings of
the region, resulting in a unique idiom
within Indian painting. Some scholars
also suggest local influences, citing a
rich tradition of Kashmiri mural pain-
tings that flourished from the 9th to
the 17th centuries, exemplified by the
murals of Alchi Monastery and
Tsaparang.

Rajasthan or Rajput Ragamala:

Rajput painting, flourishing from the
late 16th to mid-19th centuries,
emerged in the regional Hindu courts
during the Mughal era and is divided
into Rajasthan and Pahari styles,
reflecting a common Rajput culture
despite geographical distance. Ananda
Coomaraswamy first termed ‘Rajput
painting’ in 1916, noting its evolution
from Hindu painting under Mughal
influence while retaining traditional
elements. Ranging from traditional
bright colors and abstract forms (e.g.,
Mewar and Basohli) to Mughal-
influenced refinement and cooler palettes
(e.g., Bikaner and Kangra), Rajput
painting emphasized universal themes
over individualism. By the 17th
century, Mughal painting dominated,
but Rajput painting gained promi-
nence in the 18th century, declining
in the 19th century due to political
weakening and the rise of Western art
and photography. Patronized by
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rulers, nobility, and merchants, Rajput
paintings covered religious, courtly,
historical, and personal themes, often
including literary and poetic verses
for narrative depth. Pre-Mughal
influences included Jain, Hindu, and
Muslim traditions, with Jain paintings
featuring limited colours and angular
figures, and Hindu paintings like the
Bhagavata Purana emphasizing types
over individuals. Mughal painting
began with Humayun’s Iranian painters,
evolving under Akbar with the dynamic
Hamzanama manuscript and further
naturalism under Jahangir, focusing
on individual characters. Shah Jahan’s
reign shifted to symbolic imagery and
imperial decorum, while Aurangzeb’s
disinterest led to a decline, with later
emperors’ attempts at revival resulting
in a blend with broader Indian art
traditions.

Deccan Ragamala: Deccan painting,
a form of Indian miniature art, flouri-
shed in the Deccan region during the
late 16th and 17th centuries, with a
notable resurgence in the 18th century,
particularly in Hyderabad. This artistic
tradition thrived in the various Muslim
capitals of the Deccan sultanates, inclu-
ding Bijapur, Golconda, Ahmednagar,
Bidar, and Berar, following the
dissolution of the Bahmani Sultanate
by 1520.

Compared to contemporaneous Mughal
painting evolving in the north, Deccani
art distinguished itself through its
vibrant color palettes, intricate compo-
sitions, and mystical themes. While
Mughal paintings aimed for realism,
often depicting court scenes and histo-
rical events, Deccani artists embarked

on an “inward journey,” exploring
mystical and fantastical realms.

The early period of Deccani painting,
up to around 1600, showcased exce-
ptional craftsmanship and artistic
expression. Surviving examples include
illustrations from manuscripts like the
Tarif-i-Hussain Shahi, offering insights
into the courtly life and historical
narratives of the Deccan sultanates.
Notable works from this period also
include the Nujum-ul-Ulum, an astro-
nomical and astrological encyclopedia
richly illustrated in Bijapur around
1570-71.

Ragamala paintings, a distinctive fea-
ture of Deccani art, depicted various
musical forms known as ragas,
evoking their moods through visual
imagery. These paintings, with their
intricate detailing and emotive qualities,
were likely commissioned by Hindu
patrons and contributed to the cultural
exchange between Hindu and Muslim
communities in the Deccan.

The Deccan Sultanates each develo-
ped their unique schools of painting.
The Bijapur School, for instance,
flourished under the patronage of
rulers like Ibrahim Adil Shah I and
Ibrahim II, blending Persian influences
with local Hindu traditions. Charac-
terized by curved figures, opulent
settings and rich jewellery, Bijapur
paintings exuded a distinct baroque
elegance.

In contrast, the Golconda school
embraced a heterogeneous style,
influenced by Persian, Mughal, and
Ottoman miniatures. Despite the
destruction of royal collections during
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Mughal conquests, Golconda paintings
maintained a unique vibrancy, often
featuring dense compositions and
pulsating vitality reminiscent of Indian
classical dance forms.

Mughal Ragamala: Mughal painting,
originating from the Mughal Empire
in South Asia, emerged from Persian
miniature art but evolved uniquely
with a focus on realism and secular
themes. It depicted court life, wildlife,
hunting scenes, and portraits with
intricate detail. Unlike earlier Hindu
and Jain traditions, Mughal painting
was predominantly secular, although
religious figures were occasionally
portrayed. It spread to other Indian
courts, blending Persian and indige-
nous Indian elements and styles. The
style was characterized by richly
decorated borders, realistic portrayals
of subjects, and meticulous attention
to detail.

Artists in the Mughal atelier transmi-
tted knowledge primarily through
familial and apprenticeship relation-
ships, often working together on joint
manuscript productions. Senior artists
typically outlined illustrations, while
junior artists applied colors, espe-
cially for background areas. Despite
the prolific output, specific artist attri-
bution is often challenging.

Mughal painting stands as a significant
cultural legacy of the Indian subconti-
nent, showcasing the empire’s patro-
nage of the arts and its synthesis of
diverse artistic influences. Through its
exquisite portrayal of diverse subjects
and meticulous craftsmanship, Mughal
painting continues to captivate audiences
worldwide, offering insights into the

vibrant artistic traditions of South
Asia during the 16th to 18th centuries.

Each Ragamala painting is a sophisti-
cated synthesis of various artistic elements.
At the core, each painting personifies a
specific raga, which is a musical mode or
a melodic framework used in Indian
classical music. These personifications are
achieved through:

Colour : Each raga is associated with
a particular colour that reflects its
mood and emotional essence.

Mood (Bhava) : The emotional tone
or sentiment (rasa) of the raga is
depicted through the expressions and
settings in the painting.

Poetic Verse : Accompanying each
painting is a verse that often narrates
a love story or a scene involving a
hero (nayaka) and heroine (nayika).
These verses enhance the narrative
quality of the paintings.

Season and Time : Each raga is
traditionally linked to a specific season
and time of day or night, which is
reflected in the visual elements of the
painting. This connection underscores
the cyclical nature of time and the
rhythms of nature in Indian aesthetics.

Hindu Deities: Many ragas are
associated with particular deities, and
these divine figures are often depicted
in the paintings. For instance, Bhairava
and Bhairavi are connected to Shiva,
while Sri is linked to Devi.

The Symbiosis of Music and Art in

Ragamala Paintings :

The interrelationship between music
and visual arts in Ragamala paintings is
profound and multifaceted, serving as a
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testament to the rich cultural heritage of
India. These paintings not only visually
depict the melodic essence of ragas but
also evoke the emotive depth and narrative
intricacies inherent in classical Indian
music. Through the meticulous selection
of colors, settings, and expressions, Ragamala
paintings create a sensory experience that
resonates with the auditory qualities of the
ragas they represent. Just as a musician
imbues a raga with emotion and narrative
through subtle variations in tone and rhythm,
artists of Ragamala paintings infuse their
creations with the essence of each raga,
capturing its mood, season, and divine
associations with remarkable finesse. In
essence, Ragamala paintings serve as a
harmonious convergence of music and
visual art, inviting viewers to immerse
themselves in the transcendent realm of
Indian classical aesthetics where sound
and sight intertwine seamlessly to evoke
a symphony of emotions. Here are some
examples of the iconography of ragamala.

Raga Bhairav  :

Bhairav Raga is often associated with
the morning and has a serious, devotional
mood. Bhairavi, one of its wives, is also a
morning raga but with a more serene and
devotional flavor. The other wives, such
as Bilawali and Punyaki, contribute their
unique emotions and timings to the
overarching character of Bhairav. The
sons, like Pancham and Lalit, further
diversify the melodic and emotional scope
of this family.

Raga Bhairav is associated with
Shiva. While the raga can be sung during
any season, it has special significance
during the monsoons. Interestingly, it is
also usually the beginning piece at any

Indian classical music concert. Some
people even consider Raga Bhairav to be
a refined version of the folk music of
Bhirva tribals. This Raga is associated
with a “purifying experience” – perhaps
this is why this painting depicting the raga
shows Shiva with his female partner, who
is applying sandalwood onto his body.1

Raga Shree :

Sri Raga is typically performed in the
late afternoon or early evening and exudes
a majestic and devotional mood. Its raginis,
like Bairavi and Asavari, add distinct
emotional colors, ranging from the calmness
of devotion to the intensity of longing. The
sons, such as Salu and Gaund, expand the
raga’s expressive capacity.

Ragamala Shree is a raga that embraces
the essence of an evening melody, creating
an atmosphere of joy, serenity and at times,
a touch of wistfulness. This musical
composition is often linked to the autumn
season and the time of harvest. 2Ragamala
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Shree paints a musical portrait of an
evening performance, where Sage Narada
and Tumburu (the grandson of Brahma)
come together to provide melodic enter-
tainment to a royal audience.

Raga Deepak :

Deepak Raga is associated with fire
and light, traditionally played in the
evening. Its wives, such as Kachheli and
Todi, bring variations that capture
different shades of passion and devotion.
The sons, including Kaalanka and Kamal,
further diversify the emotional palette of
the Deepak family.

Deepak Raga is crafted to invoke the
essence of intimacy shared between two
lovers. In this painting, this intimate
encounter unfolds within the opulent
setting of a palace. A monarch is seated
beneath a sheltered terrace, facing his
beloved consort who graciously presents
him with a golden dish of food. The regal
stature of the king is accentuated by his
sumptuous attire and the presence of an
attendant behind him, who dignifies his
status by holding a peacock feather fan, a

symbol of royalty. A gathering of musicians
can be seen on the far left.3 Legend has it
that during the reign of the Mughal
emperor Akbar (r. 1556-1605), one of his
musicians, against his own instincts, was
compelled to perform this raga and inadver-
tently started a palace fire. Consequently,
depictions of this raga often incorporate
elements related to fire. In this particular
painting, a solitary candelabrum stands
behind the consort, subtly alluding to this
fiery association. This artwork belongs to
the Rajput Style and is attributed to the
Mewar School.

Raga Hindola :

Hindol Raga is often played in the
early morning and conveys a mood of
devotion and joy. The raginis, like Telangi
and Basanti, introduce seasonal and
temporal variations, reflecting moods
ranging from the exuberance of spring to
the tranquility of devotion. The sons, such
as Surmanand and Bhasker, enrich the
raga’s expressive potential.

The term “Hindola,” which translates
to “swing,” is embodied in this painting
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as a celebration of spring’s melodies. It
portrays a couple sways together on a
swing suspended from the branches of a
mango tree. Attendants spray them with
colored water scented with saffron, which
the nayika playfully tries to dodge. Music
fills the air, with an ektara played by a third
attendant and the chirping of birds against
a golden sky. In the foreground, a water-
course features a fountain. The Sanskrit
verse above, though its source is unidenti-
fied, celebrates the joys of springtime,
referencing the newly sprouted branches
of the mango tree and the delight of
playing water sports.4

Raga Malkauns :

Malkaus Raga is a midnight raga
known for its deep, meditative, and
majestic mood. The wives, including
Gaundkari and Devagandhari, add to the
richness of the Malkaus family by intro-
ducing variations suitable for different
times and emotions. The sons, such as
Maru and Chand, further expand the

raga’s versatility and emotional depth. On
the right upper side of the painting Raga
Malkauns is shown standing and playing
flute in front of the pavilion. Instead of a
young handsome prince, Raga Malkaunsa
is portrayed with dark complexion.Similar
to Lord Krishna in his usual yellow costume
or the pitambara. On the left, Ragini
Gunakali, wife of Malkaunsa, is standing
with a fan and a garland of jewels. In the
centre of the painting, a farmer is raising
water from a well.5

Raga Megh :

Megh Raga is associated with the
monsoon season and evokes the mood of
rain and longing. Its wives, including
Sorath and Asa, bring a variety of emo-
tional tones that complement the monsoon
atmosphere. The sons, like Biradhar and
Kedara, contribute further to the raga’s
rich and varied expression.

The Raga Megh, as implied by its
name, is associated with thick, dark clouds
and accompanied by lightning. Indian
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masters have portrayed the essence of
Raga Megh by linking it to human experi-
ences. At times, it is depicted as the joyous
arrival of rain from melting clouds, while
other times it is welcomed through singing,
dancing and musical instruments. Occasio-
nally, it is personified into a divine form.
Typically, Ragamala paintings capture the
human realm in a way that resonates with
the spirit of the depicted Raga, while also
incorporating elements of nature and its
surroundings that align with the characte-
ristics of that Raga.

In this particular artwork, Raga Megh
is portrayed by Krishna and Radha reveling
in the season’s first rain shower. They are
accompanied by Gopis, who enhance the
celebration through dance and musical
performances. The joyful atmosphere
resonates with everyone around, as cranes
soar through the sky against the backdrop
of stormy clouds and a flash of lightning.6

Conclusion :

Ragamala paintings stand as a
captivating testament to the rich artistic

heritage of India, where the worlds of music,
poetry and visual art seamlessly intertwine.
Rooted in ancient treatises such as the
Brihaddeshi and enriched by subsequent
works like “Ragadhyana” and “Sangita
Ratnakar,” these paintings beautifully
illustrate the profound connection between
the melodies of ragas and the emotions
they evoke. The unique feature of associa-
ting ragas with specific seasons and times
of day further enriches the narrative,
allowing us to explore the multifaceted
human experience.

Through Ragamala art, we encounter
a diverse array of emotions, from love and
devotion to passion and joy, all brought
to life by the intricate interplay of characters,
setting, and music. The visual representa-
tion of these emotions, often accompanied
by poetic verses, invites us to immerse
ourselves in the enchanting world of Indian
classical music.

The historical journey of Ragamala
paintings is marked by the evolution of
musical modes and their associations with
deities, seasons, and time periods. From
the ancient origins in the Brihaddeshi to
their depiction in manuscripts like the
Kalpasutra, these artworks have evolved
over the centuries, expanding their reper-
toire beyond the initial six principal ragas.
Each raga, along with its accompanying
raginis and ragaputras, forms a musical
family, illustrating the dynamic nature of
Indian classical music.

In the examples provided, we see how
each raga, such as Bhairav, Shree, Dipak,
Hindola, Malkauns and Megh, encapsulates
a unique mood and narrative. These pain-
tings serve as windows into the cultural
and emotional landscapes of India, portra-
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ying moments of devotion, intimacy and
celebration with incredible detail and
diversity.

Ragamala paintings are a testament
to the enduring legacy of artistic expression
in India, where the boundaries between
music, poetry, and visual art blur, creating
a vibrant tapestry of emotions and stories.
They remind us of the timeless power of
art to evoke the deepest sentiments within
the human soul and transport us to a world
where the senses are awakened by the
harmonious interplay of melodies,
colours, and emotions.
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Abstract :

The visual arts remain as the sine qua non for the human experience, reflecting
our society and the times we live in. Through a range of media, including installations,
sculpture, and drawing, it conveys social tales and ideas. Art, in all of its forms and
manifestations, preserves and guides cultural heritage for future generations while
simultaneously reflecting the realities of the present. It also incorporates human
concerns, goals, and experiences. Therefore, art has always been a powerful
representation of the dynamic relationship between culture, society, and innovation.
It transmits human experiences, worries, and goals while safeguarding cultural legacy
for the next generations. With its rich and varied forms of expression, art continues to
play a vital role in illustrating and molding cultural realities, providing insights into
our shared past and pointing the way toward the future. This dynamic interaction
between art and society is more evidence of this.

Keywords :

Socio-Cultural Art, Reality Art, Environmental Art, Ideological Picture,
Contemporary Visual Arts

1. Introduction :

The societal advantages of the arts
extend beyond their inherent value to the
individual. People and society are inextri-
cably linked via art and communication.
Most frequently, it is made with the idea
of exchanging reactions to opinions about
life with other people. Every civilization
in the world has developed a kind of
creative expression to give sentiments,
emotions, traditions and benefits a place

to go. A catalyst for cultural transforma-
tion, art can be anchored in history (jagtap,
2018).Many well-known pieces of art
have religious undertones. It impacts how
we interact with one another and aids in
our understanding of which we are as
people. Art is a creative expression that
may be utilized to inspire others or to
affect society (Jenks, 1995).The use of art
and creativity in an effort to solve or
recognize a specific social issue is known
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as social artistry. Social artists are those
who work with individuals or groups in
their community to transform society or
raise awareness using their artistic talents.
A social artist’s main goal is to improve
society as a whole and assist others in
discovering their own forms of creative
expression. In contrast to traditional
artists, who use their talents to express
their viewpoint on the world, social artists
use their talents to support and improve
the community (freedman, 2003). Numerous
social challenges, such as young alienation
or the disintegration of communities, may
be addressed by a social artist. A social
artist would often deal with these issues
by bringing people together and using art
to develop understanding amongst them
or by utilizing his or her art to assist people
make their voices heard. The boundaries
between the objects denoting performance,
politics, activism, community, organizations,
environmentalism and investigative journa-
lism are freely blurred by a social practice
artist, resulting in extremely practical
work that frequently circulates beyond the
system of galleries and museums (Doaul,
2017). The purpose of the study is to
demonstrate the role of visual art in socio-
cultural reality. Artists are doing their
contemporary art practice with social
responsibility and they study on cultural
needs in present time period with socio
reality. Geographical context represented
by visual artist’s reality art work is
compared with narrative art works
(Belfiore, 2006).

1.1 Literature Revive :

Cultural Preservation :

For the benefit of current and future
generations, we discover that artists conserve
the rich heritage, beliefs, norms, practices,

and rituals of the many civilizations across
the world. Every kind of art, from ancient
cave drawings to contemporary sculptures,
tries to tell us a narrative and represent
the development of the human experience.
What may be gained from this is knowledge
about ancient art history. The emergence
and collapse of cultures may also be seen
through the prism of this variation in
perspective. The Smith Sonian Institute
claims that visual artists provide a window
into history and society that is not possible
to convey through any other medium.
(Chamers, 1973)

Historical Interpretation :

The visual reductionism of ordinary
life in historical art has been emphasized
by the realist art movement. A great many
modern painters, like Norman Rockwell,
are widely renowned for their depictions
of everyday people and current events. Oil
paintings that were commissioned to
depict important individuals are another
example of how visual artists honors and
enhance history by showcasing the efforts
of social workers, leaders, kings, and
revolutionaries (Chamers, 1973).

 Social Realism :

The phrase “social realism” is used
to describe artwork created by Painters,
Printmakers, Photographers, authors, and
filmmakers that aims to criticize the power
structures that underlies these conditions
by bringing attention to the genuine socio-
political status of the working class.(stout,
1999)

Social Context :

Political, scientific, and personal or
creative narrative contexts the setting in
which an artwork is made, whether it be
economic, intellectual, social or cultural,
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as well as the artist’s participation in that
context, are fundamental to its significance.
By definition, a “street artist” is someone
who creates and exhibits art work/ forms
in public places like in streets. (Ian
Heywood, 2005)

Content :

When seeing an artwork with its
content, we experience the emotional or
intellectual message of an artwork with
the sensory, subjective, psychological, or
emotional qualities. Content is more than
a simple summary of the subject. A piece
of art’s expression is fundamental meaning,
importance, or aesthetic worth (Ian
Heywood, 2005).

2. Methodology :

 Researcher used content analysis of
qualitative research and attempted to under-
stand the situation of the role of visual arts
in the socio-cultural reality with contemporary
art perspective and research. This research
carries discussion on real-life situations
along with an understanding of natural
culture and people’s outlooks and experie-
nces, emotions through visual artists’ roles
and practices in society.

3. Discussion :

Art and Artist’s Perspective :

In India, if we see that the socio-cultural
reality is largely due to the contribution
of visual arts. But we have to give an
example with the artist named Raja Ravi
Varma and his oil paintings of gods and
goddesses to intervene in social piety. He
made the images of God accessible to all
levels of society, especially the lower
castes who were not allowed to worship
God (jagtap, 2018). Simultaneously, the
Kalighati style of paintings of Bengal was
said to be relevant in terms of socio-

cultural reality at that era. Paintings were
found on subjects, and in the same way,
we got to see the depiction of socio-cultural
reality at all the provincial levels in their
own style. (saroj dhanpal, 2014)In the
depiction of the contemporary painters of
the Warli style, as the society is becoming
art-like, in the same way, its concept in
art is changing. Political interference is
also taking place along with social and
cultural aspects, and artists, too, are not
untouched by it. Rural artists and urban
artists can clearly see from their own
experience and practices through their
timepieces that the effect of rural art and
subjects on them is also visible from the
rural aspect. Socio-cultural and environ-
mental glimpses are visible. So the
depictions of urban artists also show how
the definition of culture is changing with
serious reality in visual arts (Hindu, 2018).
Now, for example, at the time of the rise
of Bengal, we find paintings related to the
folk artists Zainul Abedin, Chittaprasad,
Kamrul Hasan, Deviprasad Rai Chowdhary,
Ramkinkar Baij and M. F. Hussain in
India, While the picture of Vaikuntam also
shows the cultural reality of South India.
There are many such examples of socio-
cultural reality which can be understood
through this subject with the example of
some Indian visual artists.(jagtap, 2018).

Artist’s Role :

Without the beautiful and moving
contributions of visual artists, the world
would be a far less fascinating place. The
experiences of people are enriched by
visual artists, regardless of their chosen
medium: drawing, painting, sculpture, or
architecture. From ancient times, when art
was produced to appease the gods, win
their hearts, or scare foes, as a means of
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expression and bringing about social
changes, visual artists have played a
crucial role in society. According to the
Institute of Advanced Study in the Arts,
in today’s global culture, the responsibility
of visual artists also includes fostering
awareness and understanding of
wonderful cultural distinctions.(Kavolis)

I. Sudhir Patwardhan :

Sudhir Patwardhan is a deep thinker
of humanity and a creative social activist
and Visual artist. He’s recognized for
depicting the contemporary reality and the
struggle of a common man to survive. He
is also a doctor by profession. He is
curious about the change in life along with
literature, philosophy, social movement,
etc. When he came to Mumbai-Thane had
closely experienced the socio-cultural
reality around him, which was in a
transformative mode clearly visible in his
“Pokhran” painting, In this, we see the
picture of the life of the people in the trans
formation of Thane campus and its effect
on the people; working people are seen in
his “Lower Parel” painting. In the series
of such perfect pictures from
industrialization to the polluted river in the
“Ulhasnagar” Painting series, he conveyed
the significant message of the impact
linked with environment on the people
(ranjana pohankar, 2019).

Sudhir Patwardhan art work “Pokhran”.
(Image Source –Peabody Essex Museum)

II. Vikrant Bhise :

He’s a contemporary Ambedkerite,
and a young painter from Mumbai. His
paintings depict farmers and laborers also
have a major contribution in the develop-
ment of India. He visualizes the reality of
the people, particularly those belonging
to the lower strata and their rights and
struggles to have fundamental rights and
equality in society. He also reiterated the
relevance of Ambedkarji and labor law
with the message of social justice and
empowerment (art(unkown), 2022).

Vikrant Bhise artwork “Morcha”.

(Image Source –Vikrant Bhise.)

III. Jivya Soma Mhase :

He was a tribal painter. He has brought
his culture to the international level through
Warli painting. For which he has also been
honored with Padma Shri by the Govern-
ment of India. Warli art is found in Palghar,
located in Thane district of Maharashtra.
Jiva Soma Mhase, in his Warli painting,
has shown his culture, living life, the inven-
tion of the changing world, and concern for
nature in his Warli paintings (Hindu, 2018).

Jiva Soma Mhase art work “Warli art of
Thane”(Image Source –AanchalPoddar.)
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IV. Malvika Raj :

This female painter is from Patna,
Bihar. At the same time she also worked
as a fashion designer in Delhi. Though her
painting style is of Madhubani style, she
contributed to the creation of the concept
of the great man with the Dalit class people
in her own Madhubani style. This picture
of him has also become very famous on
Google’s logo site. Her pictures, along with
a socio-cultural aspect, also describe the
life of suppressed people(Kirpal, 2020).

Malvika Raj’s artwork “Architecture of
Constitution”.(Image Source –”eShe” the

Female gaze.)

V. Rajashree Goody :

This female visual artist is from Pune.
She now lives in Europe. She reflects
reality with socio-cultural aspect in her art.
Her artworks were created in paper pulp
and ceramics. She creates Indian social
structure that exemplifies how change
should be made. Her artwork reflects the
philosophy of humanity, equality along
with human rights (Thomas, 2018).

Rajshree Goody artwork “Food Tiffin Box of
Children’s Picnic”. (Image Source-

rajyashrigoody.com)

Conclusion :

Realizing the role of Indian visual
artists and their arts in the socio-cultural
reality, expresses or represents the visual
language through their mediums and various
art forms. Culture is of great importance
in the social part and keeping this in view,
every religion, region displays their own
culture through their art. In this, along with
their cultural protection and historical
heritage, they try to find the reality or social
realism through art. In this, the role of
artists is important. Contributions of artists
serve their social structures, cultural values
and contemporary events through visual
arts. The set of circumstantial facts that
surround a particular event, situation, etc.,
as well as the purpose of art, is to gather
historical information about when, where,
how, and why. According to art till now,
visual art is done by ideological artists to
investigate the facts related to reality in
socialism. It can be seen that Zainul Abedin
had drawn realistic pictures beyond socio-
cultural events, for example the resurgence
of Bengal famine, drought, British rule,
etc. There were subjects and Raja Ravi Varma
kept drawing pictures of deities. The
difference between the two is that one was
working in the interest of understanding
by seeing the reality, while the other
wanted to publicize his culture through his
pictures. Both were artists, but in the case
of the realist, Zainul Abedin did not give
importance to his culture but to the reality
of his society and humanity. Similarly,
even today there are many artists who try
to show their culture through their art. But
how does this art touch the contemporary
reality of the society based on the artist’s
thoughts, style and experience. For example,
it has given information about some
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contemporary artists of today. Their
research and experience are clearly visible
in their work to see society. Those artists
are looking at history by comparing it with
today’s reality and presenting it through
their art. Real experiences and logic will
be seen in today’s art. There are very few
artists in every state of India who are
practicing rational art. Here it can be seen
that all the artists so far wanted to give a
glimpse of socio-culture through their
artworks. A few artists are familiar with
the task. In a secular country like India,
art is not just a matter of socio-cultural
events, but it is also creating a generation
of new artists with realism and rational
ideological awareness.
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Abstract :

Mysore Vasudevachar is one of the prominent composers in post trinity period.
His musical compositions are an asset to Carnatic music. His compositions are more
than 200 etc, including kritis, varnams, ragamalikas, javali etc. In this paper the
researcher focusses the dwaadashanaama kritis and analyze one of the compositions
from dwaadashanaama kritis “Sri Keshava Mam Palaya.” in the raga Bhairavi.
Vasudevachar’s compositions offer a distinctive contribution to the world of Carnatic
music and resemble delightful confections that instantly bring joy to listeners.

The main objective of this article is :

1. To know about the dwaadashanaama kritis of Mysore Vasudevachar.

2. To popularize some dwaadashanaama kritis composed by Mysore Vasudevachar.

3. To analyze the intricacies of the raga svaroopa and to expose the lyrical beauty in
the kritis.

Keywords :

DwaadashaNaama, Kritis, Mysore Vasudevachar, Keshava - raga bhairavi,
lyrical beauty

Introduction :

Carnatic music is a branch of Shastra
sangithathat originated in south India.
Raga and rhythm are the foundation of
Carnatic music and is heavily built on
compositions. Especially kriti or kirthana
a form developed between the 14th and 17th

centuries. Mysore Vasudevachar composed
compositions in Kannada, Telugu and
Sanskrit. Although Telugu and Sanskrit

are not his native languages, he has written
extensively in both. He composed group
Kriti also which is a collection of song with
in a common theme. There are numerous
composers who have created various types
of groups kritis. Mysore Vasudevachar also
create a group kritis on honouring Lord
Vishnu named as dwaadashanaama kritis
(twelve names of Lord Vishnu). Vasudeva-
char’s compositions make a unique
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contribution to Carnatic music and are like
sugary treats that make listeners happy
right away.

Dwaadashanaama Kritis :

‘Dwadasham’ is the term in Sanskrit
that denotes the number twelve. The
compositionsare praise of twelve names
of Vishnu and are denoted as “Dwaadasha-
Naama Kriti.” These compositions, referred
to as Dvadasa Nama, are dedicated to
honoring a specific deity through stotras
or by using twelve different names associ-
ated with the God or Goddess.

The twelve names of Vishnu are
Keshava, Narayana, Madhava, Govinda,
Vishnu, Madhusudana, Trivikrama, Vamana,
Sridhara, Hrishikesa, Padmanabha, Damo-
daraare. Mysore Vasudevachar clearly
recognized the significance of these twelve
names and gifted us with a collection of
twelve very beautiful and captivating
works. Each of these works praises one
name of Lord Vishnu from among these
twelve names. Details of these works in
the order of names found in Sandhyavan-
danam rituals.

The list of Dwadashanaamakritis of Mysore Vasudevacharya

Keshava SriKeshava Mam Palaya Bhairavi Rupaka

Narayana NarayanamNamada Todi Adi

Madhava Bhaja Madhavam Hindustani Kapi Adi

Govinda Mamavasu Govinda Sama Rupaka

Vishnu Satatam Shri Visnum Kalyani Adi-2 Kalai

Madhusudana Madhusudanam Natakuranji Misra Chapu

Trivikrama Trivikramam Aham Kambhoji Adi-2 Kalai

Vamana VamanamAnisham Nayaki Adi

Shridhara Shridhara Pahi Jayantashri Rupaka

Hrishikesha Paripahimam Shri Dhanyasi Adi (Desadi)

Padmanabha Palayashu Padmanabha Hamsadhvani Rupaka

Damodara Damodaramanisham Shankarabharanam Adi-2 Kalai

These compositions are revered for
their lyrical beauty and devotional content,
and they are often performed in Carnatic
music concerts.

These ragas are given significant
prominence in this collection of kritis,
emphasizing their importance along with
the respective compositions featured in
them. Moreover, other classical majestic
and rakti ragas such as Natakurinji, Dhan-
yasi, Nayaki and Sama have also been

incorporated. To enhance the appeal to a
wider audience, the melodic scale Hamsadh-
vani is included and Vasudevachar adds a
touch of rarity by featuring Jayantasri in
this collection.

Here Sri Keshava Mam Palayais chosen

for analysis :

RAGA – BHAIRAVI

TALA RUPAKA

Arohana: S G
2
R

2
 G

2
 M

1
 P D

2
 N

2
 S
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Avarohana: S N
2
 D

1 
P M

1
 G

2
 R

2
 S

Pallavi :

Sri Keshava Mam
PalayaRakendumukhaKrupalaya

Anupallavi

LokeshaNaradaSugeyaSaketadhipaprameya

Charanam

BhusuravaraParipujita Vasudeva Sharanagata
DasajanaManombujataVasareshaSukhyata

Madhyama Kala Sahithya

ShasitakhilaDosharahitaBhasuramani
Bhushanayuta

VasavamukhaDevavinutaKosalanrupa
ShekharaSuta

Lyrical Meaning :

Keshava mean that one with long
beautiful hair. According to Padma purana
says that destroyer of asura and him who
has the rays that light up the whole world-
in the form of the sun and the moon. It
refers to the Lord Vishnu. The name Keshava
also refers to one who animates both
Brahma and Siva.

Pallavi - Keshava protect us

One whose face shines like the full
moon abode of mercy

Anupallavi - Lord of the world sung
well by Narada. This compound word is
broken down as

Saketadhipa - Lord of Saketa
(Ayodhya).

Aprameya - Beyond understanding,
which means beyond the understand of
our five senses

Charanam - Sincerely worshipped to
the utmost by the best among the twice.

Devotees who have sought refuge. He
is the sun to the lotus i.e. the innermost

hearts of his devotees; he makes this lotus
bloomlord of the day (lord of the sun)

Very famous and renowned punishes
the evil-minded without any blemish or
bad qualities. Wearing gems shining with
brilliance. Saluted by all the important
devas starting from Indira (vasava). Son
of the king of Kosala.

He has chosen Bhairavi raga which
is a rakthi raga for this dwaadashanaama
kriti. Since Bhairavi is a bashanga raga,
all the possibilities of raga have been used
very beautifully in this work. This composi-
tion starts with the beautiful visheshaprayoga
of the raga bhairavi and with the graha
svara “Pa”

In this composition, Bhairavi is meant
to evoke karuna rasa, conveying a conver-
sation with the divine. Typically, Bhairavi
is associated with ravudhra rasa. However,
the composer infuses elements of karuna,
sweetness, and love into this composition.

The kriti contains numerous oscilla-
ting phrases that enhance the understanding
of raga bhava, as well as add soothing effect.
The notes Gandharam, Nishadham, and
both Dhaivsathams contribute to the
complete essence of the raga. Chadhusruthi-
dhaivatha is mostly found in P D N S, P D
N D N S, N D N S, swaraphrases.S G R
G M, R M G. R S, P D N D M., M P G R
S, are the visheshaprayogas. In the
complete pallavi, melody is offered as a
request to God Keshava. In the anupallavi,
the emotion of bhairavi is expressed with
great feeling.

All the sangatis in these compositions
are replete with raga bhava. A beautiful
madhyamakala sahithya incorporated in
the end of the charana as in dikshitar
compositions.
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PALLAVI :

Arohanagamaka

Second sangathi

P M G, R S || R G M P P R R G, R S,||

Ke - - shava mam - - - - -pa - - la ya-||

D, || P, DNS,

Mu - kha – kru - pa –

Third sangathi

RGMPD N S RR M G R ||

S, D N S, X‘ N, D P M

Ra - - -ke n - - du - - mu ||

kha - kru–pa — - - - -la -ya

R S || RGMP R ||

Kesha va – mam - - - -

Avarohanagamaka

RG, R S, ||

pa - - la ya - ||

Second sangathi

|| P M G, R S ||

Sri - - -ke - - - shava

|| S G R NS, NN D, ||

P, D NS, R S N, D P D M ||

ra - - - ken - du - mu - kha - kru - pa –
- - - - la - - sya

Third sangathi.

‘N ‘P D PM G, R G, ||

M G P M D P M G R, S, ||

Sri - - - - - ke - - shava - mam - - - - -
pa - la – ya –

R SN, D P M ||

Pa - - - - - la - ya

S N D P M G R S ||

Ke - - -sha - va –

|| G R S

Pa la ya- -

Spuritha

In the second sangathi

 R G MP P R R G, S, N N D,

Mam - - - - - pa - - laya ra ken – du
- mu – kha

Kampithagamaka

G R S N S, ||

Mam palaya

Manthrasthayiswara is only seen in
pallavi. The first and second sangathies
of pallavi has manthrasthayiswara
Nishadha, so in this kriti only nisha-
dha is the manthraswara.

In the pallavi portion the ending notes
are madhyama and shadja named as
samnyasaswara.

ANUPALLAVI

Arohana Gamaka

First sangathi

|| P D ND P, DMP D N, ||

 Lo - -ke - - sha – na - - -

Avarohana Gamaka

First sangathi

N D P || M P S N D P

Sa ke ta – dhi - pa - - - pra - me ya

Second sangathi

G R R SG R || S N D PM P S ND P

D M ||

Sa ke ta- - -dhi - pa- - -pra -me - ya - - -

Spuritha

First sangathi

 D P D M M, ||

Pra me - - - ya -

Second sangatrhi

 G RR S

Sa keta - - -
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CHARANAM

Arohana Gamaka

|| P D N, R S || R G M,

Bhu - - -suravara pa ripuji ta || va - - -
su de va

Avarohana Gamaka

|| P D N, D P MM || M G P M D P M

G R S ||

Bhu—suravarapa-ri-pu—jita

R S S N D, P, || M G P

Ja- - -tava—sa-re—sha-su——khyata

|| M P S N D P M G R G M M ||

Ko-sa la nru pa she-kharasu ta

Spuritha

 P M M || M G N N D P
G GR R G M M ||

Suravara pa ripujita sha – si ta khila
bhushanayu ta shekharasuta

Vali

R G M , M ,

Va - - - su de va

Thripuscha

 P M M || M G

Suravara pa ripujita

The raga chayaswara or the jivaswara
is nishadha.

Tharasthayiswaras are shadjam,
rishabam, gandharam, madhyamam,
dhaivatham.

In this kriti Madhyama is seen as
Nyasa swaras.

Vinyasaswara is madhyama.

Gamakas refer to the oscillation of
musical notes in a manner that is
pleasing to the listener’s ears.

This piece provides a concise and
delightful overview of Bhairavi. The
composition is set in Rupaka Tala. In the
initial of these twelve sacred works,
Vasudevachar highlights Kesava’s role as
the Lord of the Sun - Vasaresa. The
connection with the daily Sandhyavan-
danam ritual is thus firmly established
through the inclusion of the Gayatri
Mantra. Vasudevachar further describes
Narayana as the esteemed son of Kosala
NripaSekhara - Ayodhya being a part of
the Kosala kingdom and Kausalya hailing
from another region. Thus, Rama is
depicted as the son of King Kosala.

Conclusion :

Mysore Vasudevachar is an incredibly
prolific composer. While some of his
compositions may not have gained much
publicity, the quality of his music is truly
exceptional. One specific focus of his
work is the dwaadashanaama kritis. In this
particular article, researcher found that
Mysore Vasudevachar was the only court
musician in the age of Krishna raja Wodayar
who wrote Dwadashanaama kritis. It is to
conclude that Mysore Vasudevachar’s
compositions are deep and overflowed
with excellance. He showcases his vast
literary knowledge by incorporating
shabdhaalankara, such as prasa, into his
kritis. Additionally, he demonstrates his
mastery of gamakas, lakshanas, prosody,
and the art of expressing raga and raga
rasa. Vasudevachar skillfully utilizes both
well-known and popular rakthi ragas,
emphasizing the significance of these
ragas and their unique characteristics.
Moreover, he provides a comprehensive
understanding of the twelve names
through these beautiful kritis.
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vejWõ ÛebÛe} : Yeefòeâ keâe DeefkemcejCeerÙe mkej
njØeerle keâewj

MeesOeeLeer&, mebieerle Skeb efvelÙe efkeYeeie,
kegâ®#es$e efkeMJeeefkeÅee}Ùe, kegâ®#es$e

meejebMe :

vejWõ ÛebÛe} (1940-2021) YeejleerÙe mebieerle peiele kesâ Skeâ Meer<e& ieeÙekeâ Les, efpevneWves Deheves YepeveeW Deewj
Yeefòeâ ieerleeW kesâ DeelceerÙe %eeve mes oMekeâeW lekeâ ßeesleeDeeW keâes ceb$ecegiOe efkeâÙee~ Gvekesâ pewmee peeiejCe ieeves kee}e Yeer
keâesF& veneR ngDee Ùebt lees Deveskeâ }esie peeiejCe keâjles nQ hejbleg yengle mes }esie vejWõ ÛebÛe} keâe DevegmejCe keâjles ngS
Deheves veece kesâ meeLe ÛebÛe} }ieeves }ie ieS nQ~ Deiej GvnW peeiejCe keâe heÙee&Ùe keâne peeS lees DeefleMÙeesefòeâ veneR
nesieer~ GvneWves keâeefheâÙeeW keâes }eskeâieerleeW ceW yeebOekeâj ieevee Meg™ efkeâÙee efpeme keâejCe keâeheâer ieeÙekeâer keâe Skeâ veÙee
meheâj Meg™ ngDee meeLe ner Gvekesâ efheâuceer ogefveÙee kesâ meheâj keâer Meg®Deele Yeer yee@yeer efheâuce kesâ ieeves mes ngF&~ vejWõ
ÛebÛe} keâe Ùeesieoeve efnboer efmevescee ceW ner veneR yeefukeâ hebpeeyeer efmevescee ceW Yeer Deheveer Deefceš Úehe ÚesÌ[ ieÙee nw~

cegKÙe Meyo :

DeefkemcejCeerÙe, keâeheâer ieeÙekeâer, peeiejCe, Yepeve meceÇeš, DeeOÙeeeflcekeâ ieg®

heefjÛeÙe :

Yepeve meceÇeš keâns peeves kee}s vejWõ ÛebÛe} keâe
veece keâewve veneR peevelee }esie GvnW DeefOekeâlej YeWšeW
Deewj YepeveeW kesâ ef}S ner peeveles nQ hejbleg ken Skeâ
yengcegKeer ØeefleYee kesâ Oeveer Les~ Ssmee kegâÚ Yeer veneR nw pees
GvneWves ve ieeÙee nes ne}ebefkeâ mebieerle keâer efkeefOekele efMe#ee
DeefOekeâ veneR Leer keäÙeeWefkeâ ken keâesF& Meem$eer ieeÙekeâ veneR
yevevee Ûeenles Les~ kegâÚ ngvej GvnW Yeiekeeve ves efoÙee Lee
yeekeâer Gmes GvneWves cesnvele keâjkesâ efveKeeje~ ne}ebefkeâ
ieeÙekeâ yeveves kesâ ef}S Iej mes GvnW keâYeer keâesF& hewmee Ùee
meneÙelee veneR efce}er~

heeefjkeeefjkeâ keeleekejCe Skeb keâefjÙej : yeÛeheve
ceW Deheveer ceeb keâw}eMekeefle kesâ Yepeve megvekeâj ner ken
ieeves }ies~ Oeerjs-Oeerjs ken Deheves ceesnu}s ceW Deewj efheâj

Dece=lemej Menj ceW Yeer Meeoer yÙeen Deewj DevÙe meceejesn
ceW Yepeve Skeb ieerle Deheves oesmleeW kesâ meeLe ieeves }ies~
Gvekesâ }eskeâefØeÙelee yeÌ{ves }ieer vekejeef$e kesâ Dekemej hej
ken jespe Øees«eece ceW ieeles Les~’1 GvneR kesâ ØeÙeemeeW kesâ
keâejCe peeiejCe Deepe Skeâ Fb[mš^er yeve ieÙee nw hen}s
peceeves ceW lees peeiejCe ojer hej yew"keâj Iej Ùee cebefojeW
ceW ngDee keâjlee Lee hejbleg Deepe Ùen Keg}s heb[e}eW ceW
yeÌ[er YekÙelee kesâ meeLe neslee nw~ lejn-lejn kesâ keeÅe Ùeb$e
GmeceW yepeeS peeles nQ Ùeneb lekeâ keâer efkeosMe ceW Yeer
peeiejCe yengleeÙele mes nesles nQ~ peeiejCe lees yengle mes
}esie keâj jns nQ hejbleg pewmee veece vejWõ ÛebÛe} keâe nw
DevÙe efkeâmeer keâe veneR~

GvneWves nj efke<eÙe Skeb kemleg hej YeWš ef}Keer nw
pewmes :-
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1. IeÌ[er hej DeeOeeefjle YeWš : efškeâ efškeâ efškeâ
IeÌ[er keâjWoer IeÌ[er Ss meyevet keân oeR~

2. šs}erheâesve hej DeeOeeefjle YeWš : ceeb ves cebefojeW
mes šs}erheâesve efkeâÙee nw~

3. mesuheâer hej DeeOeeefjle YeWš : ceQ mesuheâer }sveer nw
ceeb os vee}~

4. efhelee hej DeeOeeefjle YeWš : megyen mekesjs Iej mes
efvekeâ} peeles nQ cesjs heehee oevee heeveer }eles nQ~

GvneWves keâesjesvee ceneceejer hej Yeer oes YeWšW ef}KeeR :

1. ‘jyyee jyyee ceeRn yejmee efkeÛew mewefve šeFpej hee~

2. [Wiet Yeer DeeÙee, mkeeFve heä}t Yeer, efÛekeâve iegefveÙee
ves Meesj ceÛeeÙee~ Keyej nw efkeâ nesvee efkeâLeeQ DeeÙee
keâjesvee~’2

keâeheâer ieeÙeveMew}er Skeb vejWõ ÛebÛe} :

keâeheâer ieeÙeve Mew}er YeejleerÙe mebieerle keâes hebpeeye
keâer osve nw~ ‘Øees. lespee efmenb kesâ Devegmeej keâeheâer keâe
DeLe& nw: ‘yeej-yeej Deevee’ DeLee&led Deeke=efòe~ hejbleg Fmekeâe
DeLe& Deeke=efòe ceeve }svee GefÛele veneR nw~ Dejyeer Deewj
heâejmeer Yee<ee ceW keâeheâer Meyo vee efce}keâj ‘keâkeeheâer’
efce}lee nw pees keâeefheâÙee keâe yengkeÛeve nw~ keâeheâer keâe
DeLe& legkeâ neslee nw hejbleg legkeâeW keâer Deeke=efòe kesâke} keâeheâer
ieerleeW keâer ner veneR yeefukeâ DevÙe ieerleeW keâer Yeer efkeMes<elee
nesleer nw~’3

‘metheâer meeefnlÙe kesâ Devegmeej Meen ngmewve hen}s
metheâer "njles nQ efpevneWves keâeefheâÙeeW keâer jÛevee keâer~
‘metheâer keâefkeÙeeW keâer keâeefheâÙeeb Øesce Deewj efkejn keâer YeekeveeDeeW
mes ØeYeeefkele nw Ùen Øesce F&Õej (DeeOÙeeeflce keâ ieg®) mes
ner mebyebefOele nw~’4 vejWõ ÛebÛe} ves Yet}er pee jner keâeheâer
ieeÙekeâer keâes efheâj mes peerefkele efkeâÙee Gvekesâ meceÙe ceW
jsef[Ùees mes pees keâe@efheâÙeeb Øemeeefjle nesleer LeeR ken mesceer
keä}eefmekeâ} nesleer Leer GvnW kegâÚ ner }esie megvee keâjles
Les~ vejWõ ves GvnW }eskeâ OegveeW ceW ieevee Meg™ efkeâÙee~

oeje eEmen keâe keânvee nw efkeâ yemeweKeer kesâ Dekemej hej
vejWõ keâer Fve keâeefheâÙeeW keâes mevegves kesâ ef}S }esie GceÌ[
heÌ[les Les~ Skeâ yeej yewmeeKeer kesâ Dekemej hej cegcyeF& ceW
DeeÙeesefpele keâeÙe&›eâce ceW jepe keâhetj peer ves vejWõ Éeje
ieF& yeguues Meen keâer keâeheâer ‘nepeer }esie cekeäkesâ vebt peeoW’
mevegkeâj GvnW yee@yeer efheâuce ceW ieeves keâe ceewkeâe efoÙee
efpememes Gvekeâe efheâuceer meheâj Meg™ ngDee~

efnboer efmevescee keâes Ùeesieoeve : efnboer efmevescee ceW
ÛebÛe} keâe Ùeesieoeve Deefceš nw~ GvneWves yengle mes mebieerle
efveo&sMekeâeW kesâ meeLe keâece efkeâÙee pewmes }#ceerkeâeble hÙeejs}e},
keâuÙeeCe peer Deevebo peer, pkee}e Øemeeo, meheve peieceesnve,
yehheer }njer, meesefvekeâ Deesceer, megjWõ keâesn}er Deeefo~
1980 ceW DeeF& efheâuce DeeMee keâe Ùen Yepeve, ‘letves
cegPes yeg}eÙee Mesjekeeef} S’ Deewj 1983 ceW Dekeleej
keâe Yepeve ‘Ûe}es yeg}ekee DeeÙee nw’ ÙegieeW-ÙegieeW lekeâ
Dehevee Demej ÚesÌ[lee jnsiee~ 1974 keâer efheâuce jesšer
keâheÌ[e Deewj cekeâeve keâer nw keâkkee}er ‘cenbieeF& ceej ieF&’
ceW lelkeâe}erve jepeveerefle hej kÙebiÙe keâmee ieÙee Deewj
cenbieeF& keâe Deece Deeoceer hej Demej oMee&Ùee ieÙee
nw~’5

hebpeeyeer efmevescee keâes osve : ve kesâke} efnboer
efmevescee yeefukeâ hebpeeyeer efheâuceeW ceW Yeer vejWõ ÛebÛe} ves
ieerle ieeS nQ~ Oece&peerle keâe ieerle ‘Dees ceQ neb peeš
hebpeeye oe’ Ùen ceemšj šeršt Deewj vejWõ ÛebÛe} hej
efheâuceeÙee ieÙee nw~ Fmekesâ Deefleefjòeâ Ùece}e peeš,
mejhebÛe, OÙeevegYeiele ceW Yeer ieerle ieeS nQ~’6 efheâuce
mejoeje keâjleeje ceW GvneWves ‘meeÌ[e efÛeefÌ[Ùee oe Ûebyee’
ieerle ieeÙee~

efve<keâ<e& :

vejWõ ÛebÛe} keâe Ùeesieoeve efnboer Skeb hebpeeyeer efmevescee
ceW DeefkemcejCeerÙe nw~ megiece mebieerle keâer nj efkeOee keâes
GvneWves ieeÙee Ûeens ken ieerle nes, ie]pe} nes Yepeve nes,
}eskeâieerle nes, osMe Yeefòeâ ieerle, keâkkee}er nes Ùee peeiejCe
ceW ieeves ieeS peeves kee}er YeWš nes~
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meboYe& «ebLe metÛeer :

1. https://www.thehindu.com/entertainment /

music /narendra_chanchal-the-star-of-

bhajan/article33750409

2. ieerlee heQle}, hebpeeye keâer efkeefkeOe ieeÙeve efkeOeeSb,
he=… 69

3. kener, he=… 222

4. https://www.jansatta.com/national/bhajan

singer-narendra-chanchal-song-on-corona-
virus-goesviral-spc

5. https://youtu.be/85JY7bmDjqQ?si=bdy

2F1fa=FVCHARB

6. https://m.imdb.com/name/nm0151267/
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Tholappy Bhagavathar : The Uncelebrated
Maestro of Carnatic Music

Anjitha T.V. Dr. Mini N.
Research Scholar Department of Music, Dean, Professor and Head,
Kannur University Department of Music Kannur University

Abstract:

 Tholappy Bhagavathar, a notable yet largely unrecognized figure in Carnatic
music, hailed from Kannur, Kerala. Despite his marginalized background, he
demonstrated profound mastery in classical music and Sanskrit. Bhagavathar’s
compositions, including Varnams, Ata Tala Varnams, Kritis, and Ragamalikas, are
celebrated for their melodic beauty and lyrical depth, often dedicated to spiritual
luminaries like Sree Narayana Guru. His works, particularly documented in the 1951
publication “Sree Narayana Gana Sundaresam,” reflect his devotion and innovative
use of rare ragas and swaraksharas. Bhagavathar’s journey was marked by societal
challenges, especially caste-based discrimination, which overshadowed his
contributions. This article delves into his life, artistic achievements, and the persistent
caste prejudices that hindered his recognition, underscoring his enduring impact on
Carnatic music and cultural history.

Key words :

M.P Tholappy Bhagavathar , Sree Narayana Guru , compositions , Sundaresam

Introduction :

 Tholappy Bhagavathar, hailing from
Kannur, Kerala, stands as a pivotal figure
in the world of Carnatic music, yet his name
remains obscure to many. Born into a
marginalized community, Bhagavathar’s
journey unfolded against societal odds,
marked by a deep-seated passion for
classical music and a profound mastery
of Sanskrit. His compositions, spanning
Varnams, Ata Tala Varnams, Kritis, and
Ragamalikas, are revered for their enchan-
ting melodies and lyrical depth, often

infused with devotion to spiritual luminaries
like Sree Narayana Guru. Despite his musical
brilliance and contributions, Bhagavathar’s
legacy has largely escaped mainstream
recognition, overshadowed by the caste
prejudices prevalent in his time. This article
explores the life, musical genius and endu-
ring impact of Tholappy Bhagavathar,
shedding light on his artistic achieve-
ments, the thematic richness of his
compositions, and the challenges he faced
as a Dalit artist striving for acceptance in
the elitist realms of Carnatic music.
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 Tholappy Bhagavathar, a remarkable
composer from Kannur, Kerala, made
significant contributions to the world of
Carnatic music. His compositions, including
Varnams, Ata Tala Varnams, Kritis and
Ragamalikas, are truly mesmerizing.
Despite his invaluable contributions, he
remains relatively unknown. His works
continue to inspire and enrich the Carnatic
music tradition. Sri Tholappy Bhagavathar
resides in the Northern District of Kannur
(Cannanore) near Thana in the village of
“Muzhathadam” (now called “Kasana
kotta”). The ‘Thundi valappil’ family, who
are from the lower classes of society, is
where he was born. His parents, Chandu
Vaidyar and Cheriya, saw their son’s early
aptitude for music. The child ventured into
classical music, an area inaccessible to
most in his social circle. He also acquired
Sound knowledge of Sanskrit which later
helped him in grooming in to ordinary
talented composer.

The first volume of Tholappy Bhaga-
vathar’s book “Sree narayana gaana
Sundaresam,” which includes 28 of his
compositions, was published in 1951. He
mentioned in his book that he felt inspired
to write songs on the Great Saint “Sree
Narayana Guru.” However, his lack of
virtuosity turned him away from it. The
first time Narayana Guru Swamikal visited
Kannur was in 1906. By midday on that
day, Tholappy Bhagavathar and his disciple
visited Sree Narayana Guru and Sree
Narayana Guru asked them to sit beside
him and sing. After Tholappy Bhagavathar
finished his first composition Swamiji
gave him prasad. Tholappy Bhagavathan
presented 3 compositions. And each time
he was given prasad. The Swamiji blessed
him. That day Tholappy Bhagavathar had

written three compositions (which he sung
in front of Sree Narayana Guru.) in Sanskrit,
but the tunes were of compositions in
Telugu, as he didn’t have the knowledge
and skill to set compositions to tune at that
time. Later he learned more, Started and
began to teach others. His belief is the
blessings of in the ‘Sree Narayana Guru’
has resulted creation of these composi-
tions. Sri Tholappy Bhagavathar has
composed captivating pieces filled with
devotion, many of which praise the Lord
Sundareswara temple at ‘Thalap’ in Kannur
(Cannanore) City in northern Kerala. This
temple was consecrated by Sree Narayana
Guru. Bhagavathar often used ‘Sundareswara’
as his signature in his compositions. His
works dedicated to Narayana Guru reflect
his deep devotion to the sage and social
reformer. Bhagavathar had a strong
foundation in Sanskrit, [His use of words
is apt and reflects the mood of the compo-
sition1] His mastery of both music and
language is evident in his successful
incorporation of Swaraksharas. [In
Bhagavathar’s Compositions the adroit
usage of seven letters Sa Ri Ga Ma Pa Dha
Ni at the very place where the Swaras
Symbolized by them occur in musical
rendering stands as a master stroke1]. This
skillful use of Swaraksharas showcases his
expertise as a composer.

The first part of “Sree Narayana Gana
Sundaresham” features 28 compositions,
including four varnams. One notable
varnam is set in the raga Gambheera Natta
and set to Ata thalam. His “Pancha raga
Malika” is unique, using the ragas Kalyani,
Simhendra Madhyama, Ramapriya, Gouri
Manohari, and Kama Vardhini (Panthu-
varali), all melakartas. While Gouri Manohari
is a Sudha Madhyama raga, the other four
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are Prathi Madhyama ragas. Although he
predominantly used Sudha Madhyama
ragas, Bhagavathan chose mainly Prathi
Madhyama ragas for his Ragamalika,
demonstrating his versatility. Tholappi
Bhagavathar used rare ragas like “Gamaka
Samantham” and “Lalitha Gouri” in his
compositions. [‘Gamakasamantham’ is a
Janya of ‘subha panthuvarali’ with the
following Arohara and Avarohana.

 S G M P N S

 S N D P M G R S

The other raga ‘Lalitha Gouri’ is a
janya of Mayamalavagowla. The Arohana
and Avarohana is,

 S R G M P D N S

 S D P G R S

 Tholappy Bhagavathar has used only
common talas for his compositions and
compositions are there both in one ‘kala’
and two kala tempos. Total 28 compositions
included in the first Part of “Sree narayana
gana sundaresham. “In this 17 compositions
are in Adi thalam, 6 are in Roopakam, 4
are in triputa and remaining one varnam
is in Ata thalam1]

 [Out of these 28 kritis, 25 are in
Sanskrit, 2 are in manipravalam and the
composition in Thodi raga ‘Natho vada’
is in Telugu.

Thematically speaking, 15 of Bhaga-
vathar’s compositions including the 4
varnams have their lyrics on

‘Sree Narayana Guru’, 4 compositions
each are on Devi and Vishnnu, two
compositions are on Sundareswara (Lord
siva) and one composition is on Muruka
(Shanmukha).

One would wonder the composer’s
dexterity in the use of language even when

he was strictly adhering to the rules of
prosody. The mastery Bhagavthar has over
the language is marvellous. It is pertinent
to note that during the period of Bhaga-
vathar, studying the Vedic language was
forbidden to the class he belongs. The
composer has skilfully and profusely
interwoven literary beautification to his
compositions with alliterations, assonances
and rhymes. ‘Prasa’ varieties viz adi
(beginning letter), anthya (ending letter,
vowel) etc. are in abundance and the rules
are strictly adhered to. There are plenty
of examples to quote 1].

[A special mention should be made
on Sree Narayana Guru’s influence on
Bhagavathar. Bhagavathar’s diligent
knowledge of the path the Guru has shown
to the world is evidenced in his compositions.
Many incidents occurred during the period
of ‘Guru’ are brought out in various
allusions interspersed in the compositions.
References to the incidents and actions
which turned out to be milestones in the
social reformation of Kerala are incorpo-
rated in his compositions, though the
compositions are basically devotional in
nature. When he addresses the Guru as
“Deenaanugraha” (one who bless the
destitute) or “Pathithodhaarana karma”
(saviour of the deprived) the endurance
of Guru in social reformation is being
referred to. Guru’s enlightenment of the
mankind through his preaching’s are
reminded in expressions such as “Praka-
titha advaitha rasaathmakam”, “Njaana
maarga deepa” etc. When the composer sings
“Jagannadhaadi kshetra prathishtaapakena”
one would be reminded of the installation
of various sorts of idols and graven images
hitherto unheard, by Sree Narayana Guru
in direct confrontation with social confor-
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mists. The ardent devotion the composer
has towards the ‘Guru’ has prompted him
compose sizeable number of compositions
on his mentor. It should not go unnoticed
that such an effort from a great musician,
leaving behind all the conundrums, in
coming up with shining compositions on
the greatest social reformer Kerala had,
have achieved no recognition even from
the so called promoters or propagators of
Guru’s theories. One could conclude that
the not-so- elite origin of the man has
deprived him even of the recognition any
one would otherwise have easily got 1].

Despite his extraordinary talent,
Bhagavathar faced many challenges due
to his low caste background. He once
performed his own kritis at a music festival
in Madras. It was the best performance of
the day, unanimously hailed as the pinnacle
of the music festival. Unfortunately, once
his caste was revealed, he faced rejection
solely for being a Dalit. The distinction in
art between Addyan and Dalit is merely
incidental. Yet, whether in music or any
other art form, the continuous flow of
original concepts is their lifeblood. Without
it, these arts will wither away. Many other
castes have inherited the rich traditions
and culture of the country, but within the
Brahmin-dominated caste system, they too
are often relegated to the status of natives.

 Likewise, Tholappy Bhagavathar
faced caste discrimination in many places,

which led to his contributions going largely
unrecognized. Tragically, he passed away
without receiving the acknowledgment he
deserved.

Conclusion :

Tholappy Bhagavathar’s life and
work serve as a poignant testament to the
often overlooked and marginalized contri-
butions in the realm of Carnatic music. His
mastery of both classical music and
Sanskrit combined with his innovative use
of rare ragas and swaraksharas, highlight
his profound artistic capabilities. The
compositions documented in “Sree Narayana
Gana Sundaresam” stand as a lasting
tribute to his devotion and musical genius.
Despite facing significant societal
challenges and caste-based discrimination,
Bhagavathar’s enduring legacy continues
to inspire and enrich the tradition of
Carnatic music. His story underscores the
importance of recognizing and celebrating
artistic contributions from all social strata,
ensuring that the richness of cultural
heritage is fully appreciated and preserved.
Tholappy Bhagavathar remains an
uncelebrated maestro whose influence on
Carnatic music and cultural history is
invaluable and deserving of greater
acknowledgment and reverence.
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Abstract :

Varanasi has always been an attraction to tourists and the world. This research
paper presents the study and representation of the Ghats of Varanasi in paintings by
leading modernists of Indian art. This paper presents a brief comprehensive study of
Varanasi Ghats in the artistic creations of the well-known legends from the post-
independence era; Ram Kumara and M. F. Hussain. Rivetingly both have distinct
expression styles in their paintings, but they convey the ancient city’s soul and
quintessence uniquely. First-generation modernists Ram Kumar and Maqbool Fida
Hussain are pioneers who acquainted Indian art with new artistic genres. Hence, this
paper analyses their creative journey and explores the technical aspects to acknowledge
the artist’s visual metaphors and intent. Further addresses the chronological study of
their works.

Keywords :

Varanasi, Symbolism, Modernism, Varanasi ghats and Contemporary art.

Introduction :

The city is known for its cultural and
spiritual significance. This is also one of
the core reasons to attract tourists (pilgrims
and visitors) and artists worldwide. Banaras
(Modern-day Varanasi) is the oldest city
in the world and is considered to have
existed around the first millennium BCE.
Also known by the name ‘Kashi’, in Pali
texts like Anguttaranikaya and Dighanikaya
including other jatakas (Singh, 2005).
They describe the city’s architectural

components, urban life, and also as a
trading center. Varanasi has 84 Ghats and
oldest being the Manikarnika Ghat with
the inscription of date.

‘Ghat’ is the stone-built steps leading
downwards towards the river. The word
is derived from the Sanskrit word “Ghatta”
which means the steps constructed at the
riverfront or quay (Hegewald, 2005).

Western ideas and technologies began
to penetrate Indian life and had a strong
influence on Indians before the Indian
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mutiny in 1957, especially Indian art
(Mitter, 2009). Colonial cities established
art schools to train Indians in an academic
style in Madras, Calcutta, and Bombay.
After independence in Bombay, the first
prominent group was formed ‘The Progre-
ssive Artists Group’ in 1947, they had their
first exhibition in 1948, but soon it was
disbanded in 1950. They infused elements
of traditional Indian essence and European
modernism. M. F. Hussain was the founder
member which later joined by Ram
Kumar. Both the brushes (i.e.; Hussain’s
and Ram’s) chose two facets of Banaras.
One spoke about tranquillity, the other
about clamor.

Objectives behind :

Bring forth the study of the visual
presentation of Varanasi Ghats in
Indian modernist paintings.

Bring to light the reasons that make
the city a ‘center of attraction’.

Document, analyse, and elucidate the
depiction of ‘Varanasi Ghats’ in
Indian art.

Varanasi Ghats as an “Inspiration” :

reasons mentioned below explain what
makes Varanasi an attraction :

1. Its positioning across the surrounding
regions. location beside the river
Ganga made this place favourable for
transportation, functioning and
flourishing life. Ancient mythologies
describe this place as the harbour city
and thereafter became a center for
political, dictatorial, academic learn-
ing and religious purposes (Singh,
2005).

2. Religious center for Hinduism and
Buddhism.

3. Center of political attraction for ages.

4. Rich in heritage and aesthetics.

5. Attraction to Artists: many artists have
painted the city around the world, for
example, William Hodges in 1780,
Thomas Daniell in 1796 and James
Princeps realistically illustrated nume-
rous drawings and lithographs, during
colonial times company school pictured
the panorama of the holy city, Manu
Parekh, an Indian contemporary Painter
in the 20th century, M. F. Hussain, etc.
William Hodges wrote a book ‘Travel
in India’ meticulously describing the
city (Chaterjee, 2021).

Ram Kumar is a legend and is well-
known for his abstract creations. His first
visit to Banaras brought a change in his
art style. He was awarded with Padma
Bhushan in 1972 and 2010. Exhibited
many solo shows across the globe. He is
considered the first modernist to transition
from figurative style to abstraction in his
art.

Figure-I : Ram Kumar, titled- Untitled,
(Banaras) oil on canvas 1960. source - https://

blog.saffronart.com
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In 1960, when Ram Kumar and M.F.
Hussain, decided to visit Allahabad, a city
in Uttar Pradesh where he met the son of
the Premchand who had his home in
Banaras. He invited them to Kashi and
along with M. F. Hussain he came to the
holy city. Lucidly he explains his emotions
towards Banaras and his first encounter
with the place.

Beneath the brush strokes : his art
took a significant trajectory from a figurative
style of depiction to abstractive forms on
the canvas. A combination of impasto and
small stokes define buildings and intricate
lanes of the place. all his works seem like
empty spaces with no human existence
and give the expression of agony.in his
interview, he expressed his soulful expe-
rience about his first visit to this place.
He believes Varanasi not only made an
impact on this art style but also changed
his inner self. The feeling of sadness and
misery that he experienced is, the same as
he wanted to paint on his canvas therefore
the colours were monochromatic and dull
in his Varanasi Series.

Chronological study of his works with

an emphasis on Banaras :

(1930-40) : interests towards writing
and storytelling. Attends Sir Harcourt
Butler High School and spends his
childhood around mountains capes
and hillsides (Chandra, 1996). He
spends his childhood watching
mountains.

1945 : first encounter with Shailoz
Mukherjee and decides to paint. This
year he was studying economics at St.

Stephans (Delhi University). Learned
the academic “Western” style nuances
(Chandra, 1996).

1950 : the subject focused more on

human sufferings and relationship
struggles. His work had dark tones

and stiff figural compositions. Faces

with drooping or closed eyes depict a
sense of melancholy.

1960 : First visit to Varanasi. Eliminates
human figures from the composition.

The same year explores the inner self.

In this phase, he painted not the

visuals themselves but the emotions

evoked by them. Moved toward abst-

raction, colours gradually changed to
darker tones. The composition was a

bit realistic. Represented buildings

around the riverside in rectangular

and uneven forms. He compared the
faces of the people around were similar

to blocks in his artwork. those faces

were like masks hiding their sadness,
just like doors and windows const-

ructed on the ancient ramshackle
houses. (Kumar, 1961)

1970 : a trip to Ladakh changed his
pallet to monochromatic and minimal

colour selections. More simplified

architectural elements he made to

detail ghats with the broadened Ganga
River.

1980 : painted many landscapes along
with the Varanasi series.

1990s : dominance of whites, greys,

mixed brown tones. Figures reappear

in his paintings but they
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Maqbool Fida Hussain (1915-2011):

internationally recognized and deeply
associated with the Indian modernist
movement. He is among the initial ones,
who challenged the conventional art
practice and followed his individualistic
visual language. He had his career for
seven decades and awarded with highest
civilian award of Padma Shree in 1966,
Padma Bhushan in 1973, and Padma
Vibhushan in 1991 (Kapur, 1972) he did
everything furniture designing, painting,
filmmaking, cinema hoardings painting,
and all of these crafted his whimsical visual
presentations. He considers his work to
bind traditionalism and modernity in other
words it’s a way to shape the transformations
within the society (Kapur, 1972).

Hussain’s Varanasi : Theatrical
figural compositions are dominated by
colossal human figures that almost cover
the whole pictural area. On the larger-than-
life-size canvases forms and figures seem
to float. Bold outlines almost emphasize
the subject with an expressive personality.
He has also been a filmmaker therefore
there is a narration in his compositions.
He had many muses and leading film
actors were among them but his biggest
muse is the ‘Bombay’ (Memon, 2011).

He captured the hustle and bustle of
everyday life and activities on the ghats
of Varanasi. He has already worked on
various subjects including Indian mytho-
logical epics, Goddesses, Gods, nudes, gay,
romantic figures, animals, etc. Varanasi
was added to the list in 1960. He picked
up elements like a bull, stone stairs, bathers,
the Sun, and the river Ganga, symbolically
representing the city. Hussain was already
getting lots of recognition, (Artiana, n.d.)
in 1959 he was awarded

Figure-II (a) Varanasi -I, Serigraphy on Paper
Source - https://dagworld.com/

Figure-III (b) Varanasi – II, Serigraphy on paper

Figure-IV (c) Varanasi- III, Serigraphy on
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paper

Interestingly, both artists visited the
city simultaneously, but their depictions
differ in their artworks. One acknowledges
the human figures and the other eliminates
them. This presents how they perceived the
place differently and accordingly painted
it. Hussain chose all vibrant colour pallets
for the city and filled them with human forms
and Ram’s pallet was dominated by whites,
browns, greys, and ochres. Simply the Ram
conceptualized the place with anguish and
suffering. His early works though symbolise
human trauma and solitary urban life.
Subsequently, Varanasi altered his artistic
genre. Hussain’s works visually have dra-
matic and eye-catching elements. Vibrantly
painted bolds, nudes, and figures in action
often accompanied by animals and depic-
tions of immensely populated space.

Conclusion :

This paper investigates the interplay
of visuals and subjective interpretation of
the place. For centuries Banaras or Varanasi
has been in the center mostly likely because
of its traditional and religious aspects. The
sacred river Ganga and all the eighty-four
Ghats of the city reside in the city’s lap. This

paper mentions two Indian modernists
who pictured different angles of the city
one embracing the liberation and other
excruciations of the humans. Rendered
their canvas with their distinctive art
styles. This research analyses their art style
and acknowledges the metaphors in their
works. The key takeaway is that both the
presentations chose ‘Varanasi Ghat’ to
present the city. And the use of metaphors
through colours, composition, and brush-
work. The city is more than a structure it’s
alive which makes this place ‘an inspiration’.
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Abstract :

 There has not yet been a complete recognition of the contributions that women
have made to the field of classical music in India. Bangalore Nagarathnamma was an
exceptional women Carnatic musician of the 19th century who belonged to the Devadasi
Community. At that time, the preservation and transmission of the arts largely rested
with the Devadasis, who had a strong presence in south India. Nagarathnamma was
a doughty feminist at a time when feminism began to make its way in the West and was
almost unheard of in India. [Nagarathnamma’s name has passed into musical history
as the builder of the shrine over the samadhi of Saint Thyagaraja in Thiruvaiyaru,
Tamilnadu. This place has now become a center of musical pilgrimage and thousands
of devotees from far and near visit the shrine every year]1. The story of how she
fought for women’s rights to perform at the annual Thyagaraja Aradhana in the teeth
of opposition from prominent figures and her role in building a Memorial for Thyagraja
is both interesting and inspiring.

Keywords :

Bangalore Nagarathnamma, Saint Thyagaraja, Thyagaraja Aradhana,
Thiruvaiyaru, Carnatic Music,

Introduction :

Women have made significant contri-
butions to the world of music in India,
particularly in Carnatic music. These
exceptional individuals have profoundly
impacted the nation’s musical and cultural
legacy. Indian musical history has been
enriched by the presence of female musicians
and composers since the first century.
Among the well-known names are

Talappakkam Thirumalamma, Helevene-
kkatte Giriyamma, Andal, Akkamahadevi,
and Karaikkal Ammaiyar. Even with all
the obstacles and prejudices from society,
women have become some of the most
proficient and esteemed Carnatic musicians.
In this tradition, Bangalore Nagarathnamma
stands out as a remarkable woman whose
incalculable efforts have left an enduring
impression on the Carnatic music community.
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Within the dynamic realm of South Indian
music festivals, the story of one remar-
kable woman stood out as an example of
passion, commitment, and persistent faith
in musical brilliance. Her narrative centers
on an incredible project, the founding of
the “Thiruvaiyaru Thyagaraja Aradhana,”
one of South India’s biggest and most
significant music festivals. Carnatic music
has grown significantly as an outcome of
South India’s music festivals. In India and
around the world, numerous music festivals
showcase Carnatic music performances.

Thyagaraja Music festivals are celeb-
rated in many states of India including
Andhra Pradesh, Karnataka, Tamil Nadu,
and Kerala and is centered around Tiruvai-
yaru in the Thanjavur district of Tamil Nadu.
Tiruvaiyaru has a special significance as
it is the place where Thyagaraja attained
jiva samadhi (Death place). It’s a festival
of musicians, young and old, veterans and
juveniles, to honor a musician. [Sri Thyaga-
raja and Carnatic Music are like the body
and soul of a person. The combination of
body and soul gives meaning to any life
on this earth, likewise, Carnatic music has
no meaning without this saint composer.
To know the greatness of Sri Thyagaraja
and his popularity one has to understand
the intricacies of his compositions.]3. The
death anniversary of Sri Thyagaraja is
celebrated at his Samadhi on the banks of
river Cauvery at Thiruvaiyaru with great
eclat and enthusiasm. The Aradhana
festival, as the celebration is popularly
known, is attended by tens of thousands
of people who congregate to pay homage
to the great Saint-Composer of Carnatic
music. The Aradhana is now organized by
the Sri Thyagabrahma Mahotsava Sabha
and takes place within the precincts of

Thyagaraja’s samadhi, a memorial dedi-
cated to him located in Thiruvaiyaru village,
Thanjavur district, Tamil Nadu. The capti-
vating link between Thyagaraja Aradhana
and Sri. Bangalore Nagarathnamma is a
tale of deep devotion and music.

[Bangalore Nagaratnamma was born
on November 3rd, 1878 to Puttalakshmi
Ammal. Puttalakshmi was a Devadasi
attached to Sri Kandeshwaram temple of
Nanjangud in Karnataka. Her patron was
Subba Rao, a Vakil, of Mysore. Subbarao
abandoned her and the family when
Nagaratnamma was one and a half years
old, and Puttalakshmi Amma had a lot of
trouble raising the little child Nagarat-
nammma. Puttalakshmi and the little child
Nagarathnam then moved to Mysore a
place crucible of arts. Puttalakshmi found
a patron there for herself in Giribhatta
Thimmayya, A Sanskrit scholar, musician,
and instructor. Nagarathnamma started
learning music and Sanskrit from Giribatta-
Thimmayya Sashtri, who worked in the
royal court of the Maharaja of Mysore.]2

Among the various disciples of Giribhatta
Thimayya, were Bidaram Krishnappa
entrusted with the task of training Nagara-
thnam. However, due to some unexpected
situations, the mother and daughter were
abandoned by Thimmayya. There was no
option other than to leave Mysore. After
that, they went to Dhanakoti Sisters, a
famous performing duo in Kanchee-
puram.But that journey also didn’t become
fruitful. finally, they both went to Bangalore
where Puttalakshmi’s brother Venkita-
sammappa resides. that shift changed her
life and made her the unbeatable Bangalore
Nagarathnamma. After studying under
well-known musicians, she became more
popular in the Carnatic music scenario.
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Nagarathnamma began spending increa-
sing amounts of time in Madras and by
1903 she had decided to settle permanently
in that city.

 [The canonization of Thyagaraja was
gaining momentum during this period and
one-day Nagarathnamma purchased a
portrait of the composer for 7 rupees from
a musician named Umayalpuram Pancha
Pakesa Bhagavathar, who sold it to her,
claiming that regular worship of the saint
would ensure that all her wishes would
be fulfilled. She had the picture encased
in silver leaf work and placed it in her puja.
She lit a lamp before it every day and sang
the songs she knew. Over time Thyagaraja
became central to her existence. She read
the lyrics of his songs and marveled at the
meanings in them, she reveled in the music
of the composer and was overwhelmed by
his greatness. One October night in 1921,
Nagarathnamma had dozed off in a
reclining chair. That night she had a vision
of Thyagaraja raising his hands and
blessing her awakening with a start and
perhaps confused over what had happened
she sang a song and was however quite
clear that the dream was a significant one.
Early the next morning she was surprised
to receive a letter from one of her Gurus,
Bidaram Krishnappa. He was writing from
Tanjavur where he was camping after a
visit to Thiruvayyaru. In his letter, Krishnappa
lamented about the condition of Thyaga-
raja’s Samadhi. He was pained at the
structure’s dilapidated condition and its
unsanitary surroundings. According to
Krishnappa, if at all there was someone
who had the means to restore and renovate
the samadhi, it was Nagaratnamma. He
asked her to take immediate action.
Krishnappa’s words shook her mind. She

decided to do something about it. Oddly
enough, it was the first time she had heard
about a samadhi for Thyagaraja. She wanted
to get some details about his samadhi and
its history. A musician called C Muniswami
Naidu, was an active participant in the
collection of funds for the annual Aradhana
held in commemoration of the composer’s
passing at Thiruvaiyaru. She therefore
called on him and asked for information.
Naidu gave Nagarathnamma a concise
history of the Samadhi and the annual
Aradhana Celebrations]1.

During that era, the music festival
held at this place was predominantly male-
dominated. This was due to the prevailing
belief that respectable women should not
engage in singing or dancing. The very
notion of having female artists participate
in the annual shrine functions was consi-
dered unacceptable by society. There were
mainly two group of people conducting
the Aradhana which are Periya Katchi
(elder faction) and Chinna Katchi (younger
faction). Periya Katchi conducted Aradhana
under Narasimha Bagavathar and Chinna
Katchi under Panju Bagavathar. Both are
descendants of the Thyagaraja lineage. A
competitive spirit prevailed between the
two groups and each made preparations
to strengthen their respective factions with
the addition of prominent musicians.
Neither group could manage any surplus
funds for the proposed construction of a
permanent structure over Thyagaraja’s
Samadhi. Each group claimed to have
plans in this regard but financial constrains
prevented them from doing anything about
it. At the same time, Nagarathnamma had
her first visit to Thiruvaiyaru. She was so
upset to see a legend’s Samadhi in such a
pathetic situation. Before starting constru-



356
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

ction, she was adamant that it was necessary
to have a clear title to the land. She started
her work on that side too. The two Katchis
must have come to know of Nagarathnamma’s
activities, As a result, rival performing
groups obstructed Nagarathnamma’s
involvement in the festival. This happened
despite her contribution to the renovation
and her assertion that she wouldn’t perform
like a courtesan. Instead, she intended to
recite Harikatha in front of the deity.
Nonetheless, her request was denied. After
tackling all the obstacles that she faced,
the festival was conducted grandly. Every-
one had to bow before Nagarathnamma’s
courage and determination. Nagarathnamma
conducted the festival for 6 days and invited
various musicians and kathakalakshepakaras.
The concerts happened in the backside of
the sanctum as the front side was filled
with thorns and stones. This was bothering
Nagaratnam so much. So, she bought the
land in front of the Sanctum and started
hosting stage concerts there. She used to
go to many Zamindar houses in a bullock
cart to give invitations and collect money
for the events. All her assets were utilized
for the Thyagaraja festival itself. even-
tually, in 1941, her persistent activism bore
fruit. The opposing factions involved in
the festival merged into a unified entity,
permitting both men and women to
perform. This shift marked a significant
milestone. After Nagarathnamma,s death,
she dedicated all her immovable and
movable properties to a Trust that would
become the absolute owner upon her
demise. The Trust, declared by Nagarath-
namma, should ensure that the site of the

Samadhi is always made available to the
Tyagabrahma Mahotsava Sabha to celebrate
the Aradhana Festival and if that Sabha
ceased to exist then the area must be made
available to any other individual or institu-
tion willing to celebrate the event.]1

Conclusion :

Bangalore Nagarathnamma’s dedication
to Carnatic music is undoubtedly deserving
of recognition and remembrance. The state
of Karnataka, where Nagarathnamma was
born, did not give her enough credit regar-
ding her contributions. It is also very sad
that this extremely talented musician who
constructed a Samadhi for Thyagaraja
Swami did not receive enough recognition
in Tamil Nadu either. Bangalore Nagarath-
namma’s determination and unwavering
courage were awe-inspiring. Surviving
and achieving remarkable milestones in a
male-dominated world was no small feat
for a woman. Her invaluable contributions
to the realm of music deserve immense
appreciation. We must inscribe her name
in the annals of history, ensuring it remains
synonymous with Carnatic music for
generations to come.
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Abstract :

In the musical history of South India, some centers were glorious, where art and
music flourished under the patronage of kings. Among them, the kingdom of Mysore
was one of the greatest centers of music. Great musicians emerged and flourished,
attracting a huge number of votaries to the Mysore Royal Court. During the reign of
the Wodeyar Dynasty in Mysore, from the 19th century to the first half of the 20th

century, the rulers of Mysore patronized and mastered music and musicians. Therefore,
a number of eminent musicians from all over the country visited the royal court of
Mysore and presented music concerts. The Dasara festival is the traditional celebration
in which art forms are displayed in Mysore. The last four Wodeyar kings continued
this tradition of celebrating this festival in an elegant and spectacular manner. Dr. L.
Muthiah Bhagavathar visited Mysore in 1927, during the reign of King Nalvadi
Krishnaraja Wodeyar. He participated in the Dasara festival for the first time and
performed in front of the king. The king was impressed by Bhagavathar’s music and
honoured him with many rewards. Then the king appointed Bhagavathar as his court
musician, rewarding him with jewels and valuables. Recognizing Bhagavathar’s
scholarship in music, the king suggested Bhagavathar compose Kritis on goddess
Chamundeswari known as ‘Chamundeswari Ashtottaram’ and 108 Kritis on god Shiva
based on ‘Shivashtottaram’. These works are gold feathers in the crown of Muthiah
Bhagavathar, the court musician of the Mysore kingdom.

Keywords :

Mysore, Musician, Muthiah Bhagavathar, Wodeyar, Music

Introduction :

Studying South India’s general
history, particularly its musical history,
reveals various centers that flourished in
art and music during the reign of various

kings in different periods. Those kings
were patrons of art and culture and the
cultural activities had a tendency to concen-
trate in certain centers such as Vijayanagar,
Tanjore, Mysore, Travancore, Ramanad,
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etc. In such seats of art and culture, music
had amazing growth and flourished under
the patronage of kings, those who were
interested in music. Swathithirunal Maharaja
of Travancore, for example, was a great
musician who patronized and contributed
to the growth of music. In such centers,
great musicians emerged and flourished,
attracting huge numbers of votaries from
all of the places who loved music and they
gathered in large numbers in such places.
Those glowing centers where musical
activities thrived most were considered the
seats of music. Among them, one of the
most profound seats of music was the
court of the Wodeyar dynasty in Mysore.

During the reign of the Wodeyar
dynasty from the 19th century to the first
half of the 20th century, the rulers of
Mysore, Mummadi Krishnaraja Wodeyar
(Krishnaraja Wodeyar IIIrd), his successor
Chamaraja Wodeyar X th, Nalvady
Krishnaraja Wodeyar (Krishnaraja Wodeyar
IVth) and Jayachamaraja Wodeyar ruled
over Mysore, making Mysore a bright
cultural center in the history of music.

From different sources, we can under-
stand that from very ancient times, music
and dance were the most popular art forms
among the people of Mysore, and thus
Mysore had a glorious musical tradition
that reached its zenith as an important
musical center during the 19th and 20th

centuries under the rulers of the Wodeyar
dynasty. Several eminent musicians show-
cased their musical talent at the royal court
of Mysore, settling down and making
Mysore their home, while Vidwans from
other regions sought recognition by visiting
the royal court of Mysore. Dasara Festival
is the traditional celebration in which art
forms were displayed in Mysore, and the

last four Wodeyar Kings continued this
tradition of celebrating this festival in an
elegant style and on a spectacular scale.
During this festival, among the many
fantastic entertainments in the evening
was music of all varieties, such as Carnatic
music, Hindustani music, Light music,
Folk music, Band music, Western music,
and Folk dances like the Dummy horse
show, Kummi, Kolattam, etc. Nagaswaram
played an important part in the celebra-
tions. The festival honoured musicians and
other Vidwans by conferring titles and
presents on the tenth day.

Still another festival was conducted
every year in Mysore, known as “Teppotsava”
(boat festival or car festival) at Devikere
in a wide lake in the valley of the Chammundi
hills, in connection with the ‘Rathotsava’
(Chariot festival) celebration at the famous
Chamundeswari temple. Other main
festivals celebrated by the people of Mysore
were Ganeshachathurthi, Deepavali,
Ananthapadmanabhavrutha, etc., which
were the occasions on which the Asthana-
vidwans performed music. The four Rajas
of the Wodeyar dynasty were patrons of
art and music, and they adopted various
measures to promote music and other art
forms, as enumerated below:

Mummadi Krishnaraja Wodeyar

(Krishnaraja Wodeyar IIIrd) 1799-1868 :

His enthronement at Mysore was in
1799.                                                                

During his period of administration,
art and culture prospered in the country.
The king dedicated much of his time and
wealth to this noble purpose, patronizing
and encouraging arts and literature,
especially music. At the same time, Tanjore
and Peshwar courts declined and ceased
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in the early 19th century, paving the way
for the growth and progress of the Royal
Court of Mysore. Thus, Mysore became the
only cultural center for musical learning,
which flourished day by day on the Deccan
plateau. Its ruler, Mummadi Krishnaraja
Wodeyar, surpassed his predecessor, Chikka-
devaraya, in his ardent devotion to music.
He even appointed famous musicians such
as Sonti Venkitaramanayya, Mysore Sada-
shiva Rao, Vina Padmanabhayya, Rama
Bhagavathar, etc. as court musicians in his
court for the propagation of music.

Chamaraja Wodeyar Xth (1868-1894) :

After the death of Mummadi Krishna-
raja Wodeyar, his adopted son, Chamaraja
Wodeyar Xth, was enthroned and became
the ruler of Mysore. But the British could
not agree with this succession, and they
seized the right to rule Mysore, leaving
Chamaraja Wodeyar as a puppet. However,
Chamaraja Wodeyar Xth was very fond of
music and adopted various measures to
improve it. Chamaraja Wodeyar appointed
a number of eminent Vidwans and musi-
cians, retaining those appointed by his
ancestors, to popularize music. They were
Vina Chikka Subba Rao, Vina Shamanna,
Vina Seshanna, Vina Subbanna, Giribhattara
Thammiah, Muthuswamy Thevar, Sundara
Sasthri, Mysore Vasudevachar, Subha Rao,
Kaigiri Rao, Bidaram Krishnappa, Vina
Pattabhramaiah, Vina Sethuramayya, Thiru-
ppanandal Pattabhiramaiah, Ramachar,
and many others.

In addition, he had appointed Hindus-
tani musicians such as Gulam Bai of
Udaipur, Pir Khan Daroga, and Hyder
Baksh as his court musicians.

Nalvadi Krishnaraja Wodeyar :

Nalvadi Krishnaraja Wodeyar, the

eldest son of Chamaraja Wodeyar, became
the ruler of Mysore in February 1895. His
reign from 1895 to 1940 can be regarded
as the golden period in Mysore’s musical
history. During this period, contemporary
musicians from all over India adorned the
Royal Court of Mysore. The king invited
almost all the renowned musicians from
all parts of the kingdom into the royal
court and honored them.

Court Vidwans appointed by Nalvadi

Krishnaraja Wodeyar :

Various musicians from the Carnatic,
Hindustani, and Western music systems
adorned Nalvadi Krishnaraja Wodeyar’s
royal court. The Musicians who were
appointed in addition to those who were
already in the court were Kaigirirao, Thitte
Narayana Iyengar, Palghat Anantharama
Bhagavathar, Venkitagiriyappa, Venkitesa
Iyengar, Muthiah Bhagavathar, Bhairavi
Lakshminarayanappa, Chikkarama Rao,
Bidaram Krishnappa, Hulugur Krishna-
char, Rachappa, Tiruvaiyar Subrahmanya
Iyer, Gotuvadyam Narayana Iyengar,
Tiruchendur Jalatharangam Appadurai
Iyengar, Vina Shivaramaiah, Tayappa,
Pudukottai ganapathi Iyer, S. Subrahmanya
Iyer, Fiddle Narayana Bhagavatar at
Travancore, his brothers Padmanabha Iye
(Flute), Bhagavadishwarar (Mridangam),
Ananthasubbaiah, A. S. Sivarudrappa,
Chintalapalli Venkata Rao, Ramanna,
Swaramurthy Venkatanarayana Rao,
Thitte Krishna Iyengar, T. Chowdiah, B.
Devendrappa, Tabla Seenappa, R.S
Keshavamurthy, V Doreswamy Iyengar,
B.M Sivappa, Tabla Seshappa; Hindustani
musicians including Ustad Faiyaz Khan,
Natan Khan, Indubala, Khan Saheb,
Barkatullah Khan, Gohar Jan, Abdullah
Khan, Vilayat Hussain Khan, Gavai Kallan
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Khan and others and Western musicians
such as De Fries, Otto Schmidt, and
Narasimha Rao.

As previously mentioned, the Wodeyar
Kings of Mysore recognized and patro-
nized a multitude of renowned musicians
and ace composers in the Kingdom of
Mysore. The soil was fertile for musicians
and other artists to grow to their zenith. It
is no wonder that such a divine and
heavenly atmosphere of music might
attract Harikeshanallur Muthiah Bhagava-
thar to Mysore, the paradise of musicians.

The ten-day Dasara celebration in
Mysore was a popular festival. Every year,
Mysore celebrates this prestigious event.
In the year 1927, during the reign of
Nalvadi Krishnaraja Wodeyar, Dr. L.
Muthiah Bhagavathar visited Mysore to
attend the Dasara festival with his wife
for the first time. Bhagavathar performed
three times in front of the king during the
celebrations. The pleased king honoured
Bhagavathar, presenting rewards for his
performance, but Bhagavathar was not so
happy because he probably had expected
the precious reward of court musician
status. He visited the temple of Goddess
Chamundeswari at Chamundi Hills before
leaving Mysore, disappointed and
unhappy. Being an ardent devotee of
Chamundeswari (Sri Vidya Upasaka), he
sang his Kritis “Tappulanniyu” in Bauli
raga and “Manamu Kavalenutalli in
Sahana raga in front of the Goddess
Chamundeswari. He was unaware of the
presence of the king Nalvadi Krishnaraja
Wodeyar in the temple for prayer, when
he heard Bhagavathar singing with full
devotion in front of Chamundeswari. It
was actually a coincidence and the king
listened to his music fully and was highly

impressed by Bhagavathar’s performa-
nces. The king presented a diamond ring
as a reward and made him happy with
suitable remuneration. Furthermore, the
king appointed Muthiah Bhagavathar as
the court musician, providing him with a
monthly payment. Later, he became one
of the chief court musicians of Mysore
Palace. During the Dasara celebration in
1928, the king Nalvadi Krishnaraja
Wodeyar was so impressed by the music
concert presented by Muthiah Bhagavathar
that the king conferred on Bhagavathar the
title “Gayaka Shikhamani,” adorning
golden bracelets on both arms and suitable
remuneration.

Given Muthiah Bhagavathar’s talent,
the pious king Krishnaraja Wodeyar
suggested composing the Kritis on
Goddess Chamundeswari, known as
Chamundeswari Ashtotharam, with the
help of Devothama Jois, a retired Sanskrit
scholar who was also well versed in
Kannada. Bhagavathar consulted his
friends Belakavadi Srinivasa Iyengar
senior, Mysore Vasudevacharya, and other
court musicians who supported him with
valuable opinions and suggestions regar-
ding the Kritis. He wholeheartedly accepted
their suggestions and incorporated them
into his work. Thus, the compositions
‘Chamundeswari Ashttothara’ were ready
by 1932, and it took almost three years
for their completion. Moreover, senior
Belakavadi Srinivasa Iyengar notated
these Chamundeswari Ashttothara Kritis
in Kannada, and Muthiah Bhagavathar
later submitted them to the king as his
tribute.

Bhagavathar had a strong desire to
have two Tamburas to sing Chamundes-
wari Ashttothara Satanama Kritis before
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the king. He expressed his desire to
Srinivasa Iyengar, and he immediately
summoned Ranga Swamayya of Magadi,
an expert in making professional Tamburas
in Mysore. Ranga Swamayya meticulously
crafted these Tamburas, adorned them
with Ivery and jewels sent from the palace,
and named them Rama and Lakshmana.
After getting these distinguished Tamburas,
he used both of them for all his concerts.
This might be due to his exposure to
Hindustani music during his visit to North
India. He was greatly impressed and
influenced by the Hindustani musicians’
use of twin Tamburas. At last, the king was
so pleased to listen to all the 114 Kritis
(including 6 invocatory keerthanas and the
108 Chamundeswari Ashttothara kritis)
contained in the Chamundeswari Ashtto-
thara and His Highness. Raja honored
Bhagavathar and gifted a pearl necklace
along with a special pendant studded with
gems, in which the goddess Chamundeswari
was beautifully carved. Bhagavathar was
paid 1000 rupees as a reward for his diligent
work.

After successfully completing the
Chamundeswari Ashttothara Kritis, the
king assigned Sri Muthiah Bhagavathar
the task of composing 108 Kritis on God
Shiva, based on Siva Ashttotharam. In
1932, Bhagavathar began composing
these Kritis in Sanskrit, following the king’s
order and completed the task sincerely. In
this process, he introduced many rare
ragas. As a powerful musician and master
of ragas, he himself discovered new ragas.
He has composed Kritis in new ragas such
as Chakrapradipa, Vijayanagari, Urmika,
Budhamanohari, Gurupriya, Niroshta,

Hamsadeepikam, Hamsagamani, Guharan-
jani, Pashupatipriya, Alankari, Saranga-
malhar, Sumanapriya, Karnaranjani,
Kokilabhashini, Veenadhari, Goudamallar,
Vijayasaraswathi, Mayapradeepam, Naga-
bhushani, etc., completing his work in
1934 after two years of dedication.

Conclusion :

Sri Muthiah Bhagavathar gained
widespread recognition as a renowned
musician throughout the country owing to
his service in the Mysore King’s Court.
His tenure as a Laureate Musician in Mysore
was exceptional, and his diligent efforts
and unwavering dedication to music served
as invaluable teachings for future genera-
tions. He serves as an exemplary figure for
both aspiring musicians and enthusiasts
of music. His fervent convictions in
Goddess Chamundeswari granted him the
coveted position of court musician, which
he had been yearning for throughout his
difficult and sorrowful existence. This
exemplifies his exceptional grandeur and
noble character.
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Abstract :

A preliminary correlational research study was conducted to determine the
relationship between different genres of music and stress among university students.
94 Haigazian University students raging between the ages of 18 to 25 participated in
the study: 67 were females and 33 were males. Two types of questionnaires were
administered to them: the music scale and the Perceived Stress Scale (PSS). Unlike
mainstream studies, the findings of this study conveyed that there is hardly any
significant difference between stress and the frequency of listening to classical music.
Moreover, the study indicated that there is no significant correlation between stress
and the frequency of listening to other types of music, such as Jazz, Blues and Rock.
However, the t-test sample revealed that there is a significant difference between the
means of male and female on the dependent variable, which is the stress. This research
is based on a random selection of Haigazian University (HU) students and ought to
be extended to include other universities operating in Lebanon.

Keywords :

types of music, stress, classical music, males, females.

Introduction:

Berthold Auerbach, a German poet and
author, once wrote, “Music washes away
from the soul the dust of everyday life.”
Since early times, music has played an
essential part in human life and it was
appreciated by ancient and modern
civilizations. Music plays a central role in
all human cultures; it has direct and indirect
effects on physiological symptoms. On the
other hand, stress is a part of a person’s
everyday life; it is a lifestyle for many

people, and it is an emotional state caused
by circumstantial factors. Our research
question is : what is the relationship
between the frequency of listening to
different genres of music and stress?

Literature Review : A survey of the
literature conveys that young people resort
to music because it can help them relax
and they will often have a collection of
favorite tunes that they listen to when they
are feeling stressed out. Music lifts the
spirit and makes the individual want to
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see, hear and experience more; live more
and be happier. Music arouses positive
emotions, which range from simple to
complex responses to cognitive evaluations.
Several researchers suggested that music
therapy can improve health outcomes
among a variety of patient populations.
One theory encouraged the use of music
therapy in three ways: stimulating, awaken-
ing, and healing, which also induces mood
efficiently

Until now, the research has focused
on the positive relationship or correlation
between stress and music. Hernadez (2005)
found out that music therapy is effective
in treating depression in abused women.
Hernadez discovered that listening to
music and progressive muscles relaxation
reduces anxiety and improves sleep
pattern.

In one of the studies, researchers
discovered that music exposure reduces
the high cortisol level, which is the main
stress hormone. In another study, it was
shown that listening to music and music
lessons can lead to several advantages.
Listening to music leads to improved
performance on a diversity of cognitive
tests. However, it was found out that the
effects are short-term and stop short from
the effect of music on the arousal level
and mood, which, in turn, affect cognitive
performance (Schellenberg, E. G., 2005).
In another study, Residents (N -32) of 3
skilled nursing homes participated in a
study designed to document the nature of
the stressors they experienced and the
coping mechanisms they used. It was
revealed that medical issues were the most
common stressors. The most common
coping responses were prayer, reading,
watching television, listening to music,

and talking to friends and family.

In another research, it was reported
that over 500 college students participated
in a study that examines the effects of
violent and non-violent songs. The results
indicated that violent songs led to more
aggressive thoughts than non-violent
songs. Moreover, in one of the studies –
individuals who were exposed to classical
music or self-selected relaxing music after
experiencing to a stressor - experienced a
reduction in anxiety and an increase in the
feelings of relaxation, as compared to
those who sat in silence or listened to heavy
metal music. Fifty-six college students, 15
males and 41 females, were exposed to
different types of music genres after
experiencing a stressful test. The results
of this study supported the hypothesis that
listening to self-select or classical music
significantly reduces negative emotional
states in comparison to listening to heavy
metal music or sitting in silence.

Be a major source of stress during
video game playing. Given the well-known
effects of sound on physiological activity,
especially those of noise and of music, and
on the secretion of the stress hormone
cortisol in particular, the result was positive:
music is a major source of stress during
video game playing (Hebert et al., 2005).
In 2006, Kent conducted 100-count survey
given to students at Liberty University,
studying the difference in GPA (Grade
Point Average) between students who
listen to music while studying, and those
who do not. The outcome was that,
students who listened to Hip-Hop and Rap
while studying, scored significantly lower
than students who listened to relaxing and
classical music, which proved to have a
positive effect on the pupils.
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Nevertheless, there are few studies
which focus on the positive role of hard
and heavy music. One of them is the study
of Freshteh Ahmadi that discusses the role
of hard and heavy music, which plays an
important role in a coping cancer. Hard
and heavy music refers to genres such as
heavy metal, hard rock, hard Rap, punk
rock and aggressive pop music. A qualita-
tive study was conducted among 17 cancer
patients who have used it as a means of
coping with their illness. The results were
against conventional wisdom and indicted
that hard and heavy music can be a method
of coping with cancer.

Based on the aforementioned theore-
tical considerations, our current study is
geared to help us understand how the
relationship between listening to different
genres of music impacts the level of stress
among university students at HU. Speci-
fically, we will examine the frequency of
listening to classical music on reducing
stress levels, as well as the frequency of
listening to other types of music and its
effect on stress levels.

Method: Quantitative Research :

a) Participants : A total of 94 Haigazian
University students, the majority of
whom were females (females 67%,
males 33%) took part in this study.
The mean age was M = 20.25,
SD = 1.76 and most were Nationality
(M = 1.12, SD = 0.43) and Student’s
class (M = 2.9, SD = 1.02). The sample
size was calculated using G*Power
where the minimum sample size
required to achieve a moderate to
large effect size of .5 significant at the
95th confidence interval is 80. The

participants’ sociodemographic infor-
mation is presented. In this study, the
consent form, which was written and
attached to the other questionnaires,
was used to describe the nature of the
evaluation survey and assure the
privacy and the confidentiality for the
participants. The content of the form
explains the purpose of the study and
describes how much time they will
spend to complete the questionnaires.
In addition, it was mentioned that the
information gathered from this study
would be strictly confidential, where
the privacy of the participants will be
carefully protected and that there will
be no penalty if they do not want to
participate. There was an IRB review
and the research ethics approval has
been obtained from the faculty of
Social and Behavioral Sciences at
Haigazian University. During data
collection, the privacy was ensured.

There were two questionnaires used
in this study. First, Perceived Stress
scale (PSS) The demographic table
was used to measure the perception
of stress. This scale is composed of
10 items and the scores of PSS are
obtained by reversing the stated items.
Afterwards, the scores are summed up
across all scale items. The second scale
is the music scale which is used to
determine the type of music that the
participants listen to and to establish
the frequency of listening to different
genres of music. There were four
types of music (Rock, Classical, Jazz,
and Blues) mentioned in this question-
naire. The scores are summed up for
each type of music.
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b) Procedure : The current study
employed a survey and it used a
snowball sampling process. During
the survey distribution, all the partici-
pants were actively involved. The data
collection occurred across the HU
campus every day, for one week
between 12:00 noon and 1:00 pm. In
this study, the counterbalanced design
was used to elicit a false response

Results :

 Prior to the analysis, the data was
checked for the accuracy of entry and
missing values. There were no missing
values found on the perceived stress scale
and music scale. Univariate outliers were
checked using z-scores and all values
exceeding the absolute value of +/-1.96
were considered outliers significant at the
95th confidence interval. A total of
5 outliers were found on music scale
(5 outliers). Normality of the data for all
continuous variables was checked through
the standardized skew statistics (z skew).
There were no significant skewness so “all
variables were normally distributed.”
Descriptive data on the study measures are
found.

Final Word and Evaluation :

 The purpose of this study was to
determine the relationship between the
frequency of listening to different genres
of music and stress levels among
Haigazian University students. For that
reason, students ranging between the ages
of 18 to 25 filled in demographic informa-
tion such as their age and gender on two
types of scales: Perceived Stress Scale
(PSS) and the music scale. Although the
literature is pervasive in discussions
associating music and stress levels, and it

has consistently assumed that classical
music reduces stress, our results showed
that there is no significant correlation
between the frequency of classical music
consumption and stress levels. In addition,
there seems to be no positive relation
between the frequency of listening to other
types of music and stress levels. Never-
theless, an important gender factor was
noted, where it was found out that the
mean of females is higher than the males
on the stress levels continuum.

Some limitations and disadvantages
of the study may have contributed to
decreasing the validity of our research’s
overall generalizations. First, the number
of female participants was almost double
that of males (63 for females, 31 for
males). This might have biased both the
sample and the results. For future studies,
maybe a more equitable division between
the genders is suggested, whereby the
number of males and females ought to be
equal in order to achieve more reliability.
Second, the time during which the study
was conducted might have had an
influence on the results, as it was the one-
hour leisure time students had in between
an intensive studying day attending classes.
The participants filled the questionnaire
in a time interval every day for one week
during their lunch breaks. This again might
have affected the participants’ performance
on the scales. Another limitation has to
do with the small size of the sample,
rendering this study inconclusive. That is
why, a larger study is recommended in the
future. Another liability might be that the
sample was not that diverse; as it was
taken from one university, i.e. Haigazian
University students only. Another factor
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not considered in this short survey study
is the socioeconomic class, where music
choices seem to correlate often with this
factor. In the future, a larger and detailed
study will be conducted.
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kesoeW ceW mebieerle efÛeefkeâlmee : Skeâ Ssefleneefmekeâ DeOÙeÙeve
[eÊ DeMeeskeâ kegâceej

meneÙekeâ ØeeOÙeehekeâ mebieerle efkeYeeie
kegâceeTb efkeÕeefkeÅee}Ùe, vewveerlee}

MeesOe-meej :

YeejleerÙe Fefleneme keâe ›eâcekeej DeOÙeÙeve keâjves kesâ Ghejeble kewefokeâ keâe} ceW Gu}sefKele Ùeeef%ekeâ ef›eâÙeeDeeW ceW
mebieerle efÛeefkeâlmee kesâ ØeÙeesie keâe Gu}sKe Øeehle neslee nw~ ÛeejeW kesoeW kesâ DeOÙeÙeve kesâ Ghejeble Deveskeâ M}eskeâeW ceW Ssmes
Gu}sKe Øeehle nesles nQ efpeveceW Deveskeâ GösMÙeeW keâer hetefle& ceb$eesÛÛeejCe mes mebYeke yeleeF& ieF& nw~ pewmes $e+ikeso kesâ ØeLece
ceb[} kesâ kegâÚ metòeâ owefnkeâ Deewj Deeeflcekeâ MeefòeâÙeeW keâes heg<š keâjves keâe GheeÙe ceb$eesÛÛeejCe keâes ner yeleeles nw~
DeÛÚs efkeÛeej ßes… keâce& Skeb jme keâes mkeemLÙe keâe DeeOeej yeleeÙee ieÙee nw~ keeCeer keâe ØeÙeesie ceb$eesÛÛeejCe ceW keâjkesâ
yegjer MeefòeâÙeeW keâe efkeveeMe keâjvee Deveskeâ ceb$eeW ceW yeleeÙee ieÙee nw~ DeLee&le mebieerle efÛeefkeâlmee keâe Gu}sKe ØeeÛeerve
keâe} mes Øeehle neslee nw~ $e+ikeso] Ùepegke&so] DeLeke&keso Skeb meecekeso ceW mebieerle efÛeefkeâlmee keâe ØeceeCe nesves mes Ùen efmeæ
neslee nw efkeâ Yeejle ceW mebieerle efÛeefkeâlmee keâe Fefleneme ØeeÛeervelece nw hejvleg ØeeÛeervelece Fefleneme nesves kesâ keâejCe Yeer
mebieerle efÛeefkeâlmee kesâ Øeefle Goemeervelee Yeejle ceW osKeves keâes efce}leer nw peyeefkeâ heeMÛeelÙe osMeeW ceW mebieerle efÛeefkeâlmee
keâes kewkeâefuhekeâ efÛeefkeâlmee heæefle kesâ ™he ceW ceevÙelee Øeehle nes Ûegkeâer nw~ Fme ØeeÛeerve efÛeefkeâlmee heæefle hej kew%eeefvekeâ
ceeOÙece mes MeesOe keâjkesâ ØeceeefCele keâjvee DeekeMÙekeâ nw efpememes mebieerle efÛeefkeâlmee Yeejle ceW Yeer kewkeâefuhekeâ efÛeefkeâlmee
heæefle kesâ ™he ceW mLeeefhele nes mekesâ~

yeerpe Meyo :

mebieerle, efÛeefkeâlmee, keso, ØeeÛeerve, jesie, $e+ikeso, DeLeke&keso, Ùepegke&so, M}eskeâ, metòeâ

ceeveke kesâ efkekeâeme kesâ meeLe-meeLe mebieerle kesâ efkekeâeme
keâe ØeceeCe ncekeâes Fefleneme ceW efce}lee nw~ DeLekee Ùen
Yeer keâne pee mekeâlee nw efkeâ mebieerle keâe pevce ceeveke kesâ
pevce kesâ meeLe-meeLe ngDee nw~ mebieerle keâes Skeâ Ssmee
lelke ceevee ieÙee nw pees ceeveke keâer kÙeefòeâlke keâewMe}
jÛeveelcekeâ DeefYekÙeefòeâ Deewj DevegYetefle kesâ efkekeâeme ceW
mekeâejelcekeâ Ùeesieoeve oslee jne nw~ mebieerle nj efkeâmeer
keâes efkeâmeer ve efkeâmeer ™he ceW ØeYeeefkele DekeMÙe keâjlee nw~
efpeme keâejCe Deepe kesâ meceÙe ceW mebieerle keâes Skeâ kewkeâefuhekeâ
efÛeefkeâlmee heæefle kesâ ™he ceW ØeÙeesie efkeâÙee pee jne nw

mebieerle efÛeefkeâlmee kesâ ceeOÙece mes Deepe mebieerle efÛeefkeâlmekeâ
Deveskeâ yeerceeefjÙeeW keâe GheÛeej keâjves keâe oekee keâjles
DeeÙes nQ Deewj Fme oekes keâes efmeæ Yeer keâj Ûegkesâ nQ~
mebieerle efÛeefkeâlmee keâe ØeÙeesie heeMÛeelÙe osMeeW ceW DelÙeefOekeâ
efkeâÙee pee jne nw heeMÛeelÙe osMeeW ceW mebieerle efÛeefkeâlmee
keâes kewkeâefuhekeâ GheÛeej heæefle kesâ ™he ceW ØeÙeesie efkeâÙee
pee jne nw Deewj Fmekesâ mekeâejelcekeâ ØeCeece Øeehle nes jns
nQ~ heeMÛeelÙe ceW mebieerle efÛeefkeâlmee keâe Fefleneme }ieYeie
200 ke<e& hegjevee nw leLee YeejleerÙe mebieerle efÛeefkeâlmee keâe
Fefleneme }ieYeie 1500 ke<e& hegjevee ceevee pee mekeâlee
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nw~ mebieerle efÛeefkeâlmee keâe Gu}sKe kesoeW ceW Øeehle neslee
nw~ Dele: Øemlegle MeesOe he$e ceW kesoeW ceW Ghe}yOe mebieerle
efÛeefkeâlmee keâe DeOÙeÙeve Øemlegle efkeâÙee ieÙee nw~

mebieerle efÛeefkeâlmee : ceeveke efkekeâeme kesâ meeLe-
meeLe efkekeâefmele ØeeÛeerve mebieerle Éeje GheÛeej keâes mebieerle
efÛeefkeâlmee keâne peelee nw~ DeLee&le mebieerle Éeje efkeâmeer
jesie keâe GheÛeej keâjvee ner mebieerle efÛeefkeâlmee nw~ Decesefjkeâve
cÙetefpekeâ Lesjsheer SmeesefmeÙesMeve kesâ Devegmeej GheÛeej mecyebOeer
kÙeefòeâiele }#ÙeeW keâer Øeeefhle nsleg hesMeskejeW Éeje mebieerle
lelkeeW keâe efÛeefkeâlmeerÙe ØeceeCe efmeæ ØeÙeesie efkeefOe Skeb
Øeef›eâÙee mebieerle efÛeefkeâlmee keân}eleer nw~ meebieereflekeâ OkeefveÙeeb
lee} }Ùe leLee yebefoMe Deeefo keâe ØeÙeesie peye mkeemLe
mebyeefvOele }#ÙeeW keâer Øeeefhle nsleg efkeâÙee peelee nw lees Gmes
mebieerle efÛeefkeâlmee keâne peelee nw~ Skeâ DevÙe heefjYee<ee
kesâ Devegmeej Ùeespeveeyeæ Skeb jÛeveelcekeâ ™he ceW mekeâejelcekeâ
heefjCeeceeW keâer Øeeefhle nsleg mebieerle keâe ØeÙeesie mebieerle
efÛeefkeâlmee keân}elee nw~

keu[& heâs[jsMeve Dee@heâ cÙetefpekeâ Lesjsheer Éeje 2011
ceW ieef"le meefceefle keâes mebieerle efÛeefkeâlmee keâer heefjYee<ee
keâer vekeerveerkeâjCe keâe keâeÙe& meeQhee~ meefceefle Éeje mebieerle
efÛeefkeâlmee keâer 16 heefjYee<eeDeeW kesâ DeOÙeÙeve kesâ Ghejevle
vekeerve heefjYee<ee keâes Øemleeefkele keâer nw~ “Music therapy
is the professional use of music and its
elements as an intervention in medical
education and every day environment with
individuals, groups, families, or commu-
nities who seek to optimize the quality of
life and improve their physical, social,
communicative, emotional, intellectual
and spiritual health and well-being.
Research, practice, education, and clinical
training in music therapy are based on
professional 4 standards according to
cultural, social and political contexts”

(WFTM 2011)1 ‘mebieerleceÙe GheÛeej osKeYee} keâjves,
efjMleeW keâer ceoo keâjves, mebiele, meceLe&ve Ùee hegvekee&me
keâe DeYÙeeme, ØeâWÛe heâs[jsMeve Dee@heâ cÙetefpekeâ Lesjsheer

yeleeles nQ~ Ùen efÛeefkeâlmeerÙe lekeâveerkeâ oo& mes heerefÌ[le
jesieer keâer meneÙelee kesâ ef}S Okeefve Deewj mebieerle keâe
GheÙeesie keâjlee nw Ùee ceeveefmekeâ, Meejerefjkeâ, mebkesoer, Ùee
mveeÙeefkekeâ efkekeâejeW mes pegÌ[er keâef"veeFÙeeB~ Ùen ceveesmeeceeefpekeâ
keâef"veeFÙeeW kee}s }esieeW kesâ ef}S Yeer nw~ GheMeecekeâ
osKeYee} ceW efMeMegDeeW mes }skeâj keefj…eW lekeâ Fme lekeâveerkeâ
kesâ Øeefle mebkesoveMeer} nesves hej efkeâmeer Yeer efke<eÙe keâes Fme
lejn mes efveÙebef$ele efkeâÙee pee mekeâlee nw~ jesieer kesâ meeLe
hen}er ceg}ekeâele kesâ yeeo, pees Gmekeâer Ùee$ee kesâ keâejCeeW
kesâ meeLe-meeLe Gmekesâ mebieerle mkeeo kesâ keâejCeeW keâes
mhe<š keâjlee nw, mebieerle efÛeefkeâlmekeâ Gmekesâ ceveeskew%eeefvekeâ
efve<keâ<e& keâe ie"ve keâjlee nw~ ‘jesieer keâer Øeefleef›eâÙeeDeeW
keâes osKekeâj, efkeMes<e%e Gmekeâer mebkesoveMeer}lee keâer ef[«eer
keâe Deekeâ}ve keâjsiee Deewj osKesiee efkeâ Ùen DeYÙeeme
Gmekesâ ef}S Øeemebefiekeâ nw Ùee veneR~ keâYeer-keâYeer Ssmee
veneR neslee nw~' Sefce}er š̂escej-veskejmeer, cÙetefpekeâ Lesjsefhemš
efkeä}efveefMeÙeve, vÙetjescÙetefpekeâ Lesjsefhemš Deewj ØeâWÛe heâs[jsMeve
Dee@heâ cÙetefpekeâ Lesjsheer kesâ DeOÙe#e yeleeles nQ~ Ùeefo jesieer
Fme lekeâveerkeâ kesâ Øeefle mebkesoveMeer} nw, Skeâ ceveesefÛeefkeâlmeerÙe
cetuÙeebkeâve GvnW Ùen efveOee&efjle keâjves keâer Devegceefle oslee
nw efkeâ efkeâme Øekeâej keâer mebieerle efÛeefkeâlmee Gvekeâer
DeekeMÙekeâleeDeeW kesâ ef}S meyemes GheÙegòeâ nw'2

kesoeW ceW keefCe&le mebieerle efÛeefkeâlmee : kesoeW keâes
ceeveke Fefleneme keâe ØeeÛeervelece «ebLe ceevee ieÙee nw~ kesoeW
keâe Gûce keâe} F&mee mes }ieYeie 1500 ke<e& hetke& keâe
ceevee ieÙee nw~ $e+ikeso, Ùepegke&so, DeLeke&keso leLee meecekeso
Ûeej keso ceeves ieÙes nQ~ efpevekeâe efvecee&Ce melele keâeefce&keâ
Øeef›eâÙee mes neskeâj ef}efheyeæ keâer ieÙeer nw~ ØelÙeskeâ keso ceW
mebefnlee, yeeÿeCe, DeejCÙekeâ ke Gheefve<eo Fve Ûeej ™heeW
ceW efkemleeefjle Deewj efkeM}sef<ele efkeâÙee ieÙee nw~ YeejleerÙe
kesoeW ceW mebieerle DeLekee meebieereflekeâ OkeefveÙeeB/Okeefve kesâ
Éeje GheÛeej mecyevOeer Gu}sKe Øeehle neslee nw~ $e+ikeso
ceW mlees$e kesâ hee" keâes mkejÙegòeâ yeveekeâj GheÛeej kesâ Éeje
efvejesie Øeeefhle meefnle DevÙe Ûecelkeâeefjkeâ ØeceeCeeW keâes
Øeehle efkeâÙee ieÙee nw~
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‘‘YeejleerÙe keso Ûeleg<šÙeer kesâ ØeLece mlebYe $e+ikeso
ceW mebieerle Ùee Okeefve kesâ efÛeefkeâlmekeâerÙe Gu}sKe mecyevOeer
GæjCe heÙee&hle cee$ee ceW heeÙes ieS nQ~ mlees$e kesâ mkejÙegòeâ
hee" kesâ Éeje efvejesie Øeeefhle meefnle DevÙe Ûecelkeâeefjkeâ
heefjCeeceeW keâes Yeer Øeehle efkeâÙee peelee Lee, efpemekeâe
Gu}sKe DelÙeble mhe<š ™he ceW heefj}ef#ele neslee nw~ ceb$e
Éeje meke&megKe Øeeefhle keâe Gu}sKe kegâÚ mlees$eeW ceW veneR
DeveskeâeW ceW nw efpememes Ùen mhe<š nw efkeâ GmeceW melÙelee
keâe DebMe DekeMÙe YeejleerÙe $e+ef<e ØeeÛeerve keâe} kesâ
kew%eeefvekeâ ner Les peefvneWves Yeeweflekeâ IešveeDeeW keâe DeOÙeÙeve
Skeb efkeM}s<eCe keâj hejeefkeOeeDeeW keâe me=peve efkeâÙee'’3

$e+ikeso : kesoeW ceW $e+ikeso keâes meyemes ØeeÛeerve keso
ceevee peelee nw $e+ikeso ceW mebieerle Skeb Okeefve Éeje jesieeW
kesâ GheÛeej mebyebOeer GoenjCe heeÙes peelee nw~ $e+ikeso ceW
efkeefYeVe m$eesleeW keâes mkej ceW hee"ve keâjkesâ jesieeW hej
efkepeÙe Øeehle keâjves keâe ØeceeCe heeÙee peelee nw DeLee&le
keâne pee mekeâlee nw efkeâ kewefokeâ keâe} ceW mkejeW kesâ
ceeOÙece mes jesieeW keâe GheÛeej efkeâÙee peelee Lee~ ceb$eeW
Éeje meYeer megKeeW keâer Øeeefhle keâe Gu}sKe $e+ikeso ceW
Øeehle neslee nw~

Dee kees ®keCÙegceewef<epees ngkeOÙew Iees<eske Mebmecepe&gvemÙe veb<es~
Øe ke: het<Ces DeeB DeÛÚe keesÛesÙe kemegleeefleceives: ~~5~~4

ns oskeeW! efpeme Øekeâej Iees<ee veecekeâ m$eer ves jesie
efvekeejCe kesâ efveefceòe DeefÕeveer kegâceejeW keâe Deekeenve
efkeâÙee, Gmeer Øekeâej Gef<ekeâd heg$e keâ#eerkeeved Deheves og:KeeW
keâer efveke=efòe kesâ ef}S Deehekesâ Deekeenve nsleg megmkej
mlees$eeW keâe GÛÛeejCe keâjles nQ~ Deehekesâ meeLeer Oeveoelee
het<eeoske keâer Yeer ØeeLe&vee keâjles nQ~

Deives lkecemceÅegÙeesOÙeceerkee Deveefive$ee DeYÙecevle ke=â<šer:~
hegvejmceYÙeb megefkeleeÙe oske #eeb efkeÕesefYejce=lesefYeÙe&pe$e ~~3~~5

ns Deefiveoske ! Deehe Ùe%e Éeje nceejs meYeer jesieeW
(efkekeâejeW) keâe efvekeejCe keâjW~ Ùe%e jefnle ceveg<Ùe meowke
jesie efkekeâejeW mes $emle jnles nQ~ ns oske ! Deehe Decejlke
Øeehle meYeer oskeleeDeeW kesâ meeLe efokÙe iegCeeW mes Ùegòeâ

neskeâj nceejs keâuÙeeCe keâer keâecevee mes Ùe%e mLe} hej
mebieef"le ™he mes heOeejW ~~3~~

Fvõ ßes…eefve õefkeCeeefve Oesefn efÛeefòeb o#emÙe
megYeielkecemces~

hees<eb jÙeerCeeceefjef<šb levetveeb mkeeÅeeveb keeÛe:
megefovelkecevneced~~6~~6

ns Fvõ oske ! nceW ßes… Oeve Øeoeve keâjW~ nceW
Ûeslevee Ùegòeâ meeceLÙe& leLee Gòece SsÕeÙe& Øeoeve keâjW~ nceW
efvejesie yeveeles ngS SsÕeÙe& keâer ke=efæ keâjW~ nceejer keeCeer
keâes ceOegj leLee ØelÙeskeâ efove keâes Gòece yeveeÙeW~~6~~

lkeeobòesYeer ®od MeblescesefYe: Meleb efnceebDee<eerÙe YesmepesefYe~
kÙe<eb mceodÉs<eew efkeòejW kÙebnes kÙeYeerkee<ÛeeleÙemkee

efkeMetÛeer:~~7

ns ®õ ! legcnejs Éeje oer ieF& DelÙeble megKe osves
kee}er Deew<eefOeÙeeW mes meew nscevle $e+legDeeW keâes kÙeehle keâjW~
nce }esiees mes És<e keâjves kee}s keâes ve<š keâj Ùee he=Lekeâ
keâj veevee Øekeâej mes Mejerj ceW kÙeehle nesves kee}s, jesieeW
keâes otj keâjes Skeb DelÙeefOekeâ heehe keâes Yeer otj keâjes~

Ùepegke&so-Ùepegke&so Skeâ Ùeewefiekeâ mecyeefvOele keso nw
DeLee&le Ùe%eeW ceW GheÙeesie nesves kee}s ceb$eeW kesâ GÛÛeejCe
mes FefÛÚle heâ} keâer Øeeefhle keâer pee mekeâleer nw Ùepegke&so
ceW ceevee ieÙee nw efkeâ Ùe%e Deveg…eveeW Éeje meeceeefpekeâlee,
efke%eeve, mecemle efkeÅeeSb Skeb keâ}eDeeW keâer GVeefle mebYeke
nw Deveskeâ GösMeeW keâer Øeeefhle kesâ ef}S Deveskeâ Øekeâej kesâ
Ùeewefiekeâ Deveg…eveeW keâe ØeÙeesie Deveskeâ GösMeeW keâer Øeeefhle
kesâ ef}S efkeâÙes peeles nw~

DeeÙegÙe&%esve keâuheleeb ØeeCees Ùe%esve keâuheleeb
Ûe#egÙe&%esve keâuhelee ....~~29~~8

hegve: Ghejesòeâ Gu}sKe ceW keefCe&le Ùe%e keâes DeeÙeg
ke=efæ Deewj ØeeCeeW keâes jesiejefnle jKeves ceW GheÙeesieer ceevee
peelee nw~ Skeâ DevÙe M}eskeâ ceW meew$eeceefCe Ùe%e keâe
Gu}sKe nw pees Deew<eefOe ™he nw~

oskee Ùe%ecelevkele Yes<epeb efYe<epeeef<kevee~
keeÛee mejmkeleer efYe<eefievõeÙesefõvÙeeefCe oOele:~~12~~9
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Ghejesòeâ ceb$e ceW oskeleeDeeW ves Fvõ kesâ Deew<eefOe ™he
meew$eeceefCe Ùe%e keâes efkemle=le efkeâÙee efYe<ekeâ ™he DeefÕeÉÙe
ves Deewj mejmkeleer ves leerve kesoeW kee}er keeCeer mes Fvõ ceW
Deespe-ye} keâer mLeehevee keâer~’’ Ùen mhe<š nw efkeâ ceb$eeW
kesâ megmkej hee" mes Ùegòeâ hetje efkeOeeve neslee Lee efpemekeâe
ØeÙeesie jesieeW mes cegefòeâ heeves ceW neslee Lee~ Ùepegke&so ceW 21
kes DeOÙeeÙe ceW leerve ™he kee}er keeCeeW mes Deew<eefOe iegCe
keâe mejmkeleer kesâ Éeje oesnve keâe Gu}sKe nw~

neslee Ùe#eefòej$ees oskeerve& Yes<epeb $eÙeefm$e Oeele
keesÓhemees ™heefcevõs efnjCÙe Ùece ef<keves[e ve Yeejleer

keeÛee mejmkeleer cenÓFvõeÙe ognÓFvõeÙe ognÓFefvõÙeb
heÙe: meesceheefjm$eglee Ie=lebceOeg kÙevlÙeepÙemÙe

nesleÙeb$e~~ 37~~10

YeekeeLe& : efokÙe neslee ves F[e, Yeejleer, mejmkeleer
Fve leerveeW osefkeÙeeW keâes Fvõ Deewj Deef<keÉÙe kesâ ef}S Ùe%e
efkeâÙee~ keâce& kee}s ef$eiegCeelcekeâ leerve heMeg, leerve ™he
kee}er keeCeer mes Deew<eefOe iegCe ™he ceneve ye} keâes Fvõ
kesâ ef}Ùes mejmkeleer ves oesnve efkeâÙee~ Fme M}eskeâ ceW leerve
™he kee}er keeCeer mes Deew<eOeerÙe iegCe keâer Øeeefhle keâe
Gu}sKe nw~ Fmeer Øekeâej DeOÙeeÙe 28 ceW Yeer keCe&ve nw
efkeâ ’efokÙe neslee ves Ùe%eeW kesâ «en mkeeceer, $e+eflke%eeW Éeje
kejCeerÙe Deew<eefOe iegCe kee}s, ›eâevleoMeer&, j#ekeâ, DeeÙegoelee,
Deefive, Fvõ Deewj ØeÙeepe oskelee keâe Ùe%e efkeâÙee~ hetke& ceW
Ùen ceevee peelee Lee efkeâ efkeefMe<š Ùe%e mes jesie Deeefo keâe
Meceve mebYeke Lee~ Deie}s M}eskeâ ceW ieeÙe$eer Úvo kesâ
Éeje Ûe#eg-ye}, DeeÙeg Deeefo keâes Ùepeceeve ceW mLeeefhele
keâjles ngS kener Oeve-}eYe Deewj efmLeefle kesâ ef}S Ie=le-
heeve keâjW, Ssmee keCe&ve nw~ Fme Øekeâej mebieerle efÛeefkeâlmee
mebyebOeer Gu}sKe mebhetCe& Ùepe&gkeso ceW Øeehle nesles nQ~

DeLeke&keso : DeLeke&ve peve meeceevÙe keâe keso nw~
ØeeÛeerve keâe} ceW Deefive kesâ Gheemekeâ hegjesefnle keâes ‘DeLeke&ve’
keâer meb%ee oer peeleer Leer~ DeLeke&ve kesâ ceb$e megKe keâejkeâ
nesles nQ Deewj Debefiejme kesâ ceb$e efkeveeMekeâ~ ‘‘Fme keso ceW
cegKÙele: ‘DeLeke&ve’ Deewj Debefiejmed Ùes oes efkeefOeÙeeB keefCe&le
nQ Fmeef}S Fmes DeLekeeËefiejmed keânles nQ~’’11

veerÛew: KevevlÙemegje De™m$eeCeefceob cenled leom$eekemÙe
Yes<epeb leog jesieceveerveMeled~~12

Fme M}eskeâ ceW yeÇÿe keâes Deeœeeke keâer Deew<eOe
yeleeÙee ieÙee nw ceve keâes M}eskeâ kesâ keeÛeve mes efveÙebef$ele
keâjvee Deewj F&Õej ceW }ieevee Ssmes jesieeW keâe GheÛeej nw~
kegâ… mebyebOeer Skeâ DevÙe M}eskeâ ceW keâne ieÙee nw efkeâ
kegâ… Deew<eefOe keâes oskeeW ves Øeehle efkeâÙee nw~ Deewj Deeies
kesâ M}eskeâ kesâ Éeje Fme jesie mes efveke=efòe ceeBieer ieF& nw~

iecee&s DemÙeesmeOeerveeb iecee&s efnce}leeYegle ~
ieYee&s efkeÕemÙe YetlemÙesceb ces DeieÙe ke=âefOe~~3~~13

YeekeeLe& : Deew<eefOeÙeeW keâe cet} let nw Deewj efncee}ÙeeW
keâe Yeer let ieYe& nw~ meke& Yetlekeâe} keâe ieYe& nw~ let cesjs
Fme jesieer keâes efvejesie keâj

Ùeekeleer Åeekeehe=efLekeer keefjcCee Ùeekele mehle
efmevOekees efkeleef…js~

keeÛeb efke<emÙe od<eCeeR leeefcelees efvejkeeefo<eced ~~2~~14

YeekeeLe& : keeCeer Éeje efke<e kesâ ØeYeeke keâes otj
keâjvee~ DeekeâeMe Deewj Yetefce efkemleej mes efpeleveer yeÌ[er nw
Deewj meeleeW mecegõ efpeleveer otj lekeâ heâw}s nQ, Gleves
efkemleej lekeâ efke<e kesâ efkeveeMe keâjves kee}er, Øeye} Gme
keeCeer keâes Fme cegKe mes yees}tb~ mehe& kesâ efke<e keâes otj
keâjves keâer keeCeer Éeje efke<e veeMekeâ ØeÙeesie mebyebOeer Deveskeâ
IešveeSb Deepe Yeer megveer peeleer nw~ ceb$eeW keâer efÛeefkeâlmekeâerÙe
Meefòeâ keâe Ùen Skeâ Øeye} GoenjCe nw~

nmleeYÙee oMeMeeKeecÙeeb efpekne keeÛe: hegjesiekeer~
DeveeceefÙelegYÙeeb nmleeYÙeeb leeYÙeeb lkeeefce

ce=Meeceefme~~15

YeekeeLe& : oMe Debieg}er ™he MeeKeeDeeW mes Ùegòeâ
Fve oes neLeeW kesâ meeLe Ùen peerYe keeCeer keâe ØeLece
GÛÛeejCe keâjves kee}er nesleer nw~ DeeceÙe DeLee&led jesie mes
jefnle Fve neLeeW mes legPes, lesjs Mejerj keâes nce kewÅe }esie
Deewj yee}keâ keâes DeeÛeeÙe& }esie mheMe& keâjles nQ~ efvejesie,
jesie pevlegDeeW mes jefnle mkeÛÚ neLeeW mes kewÅe jesieer kesâ
Mejerj keâe mheMe& keâjW Deewj ceeveme ye} Éeje efÛeefkeâlmee
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keâjves kesâ ef}S neLeeW keâer Debiegef}ÙeeW keâes heâw}ekeâj keeCeer
kesâ MeyoesÛÛeejCe meefnle Gmekeâer efÛeefkeâlmee keâjveer ÛeeefnS~
Fmeer Keb[ ceW Deeies veiee[s keâer Okeefve mes jesie GlheVe
keâjves kee}s pevlegDeeW kesâ veeMe keâer efkeefOe keâe Gu}sKe nw~
veieeÌ[eW keâer Okeefve mes met#ce neefvekeâejkeâ peerke ve<š nes
peeles nQ ~

Ùe$e le: Øes“ nefjlee Depe&gvee Gke Ùe$ee Oeeje: keâce&Ùe&
mebleoefvle lele hejsleehmejme Øeefleyegæe DeYeÍleve ~~5~~16

YeekeeLe& : peneB legcnejs ef}S efn}les [g}les njs
Depe&gve ke=#e nw Deewj peneb yeÌ[s ye} mes heeršs ieÙes veieeÌ[s
Deeefo yepeles nQ keneB mes Yeer ns Øepee ceW heâw}ves kee}er
kÙeeefOeÙeeW ! legce Yeeie peeDees Skeb kÙeekegâ} Deewj ve<š nes
peeDees~ Deew<eefOeÙeeW mes ef}hle veieeÌ[eW kesâ yepeeves mes jesie
efveke=efòe keâe Ùen Gu}sKe Deepe ØeÛeef}le [^ce Lesjsheer keâe
ØeeÛeervelece GoenjCe nw~

meceevees cev$e: meefceefle: meceeveer meceeveb ›eleb men efÛeòeces<eeced~

meceevesve kees nefke<ee pegnesefce meceeveb Ûeslees
DeefYemebefkeMeOkeced~~2~~17

YeekeeLe& : ns mlees$eeDeeW ! Deehe meYeer kesâ efkeÛeej
lev$e (ceve, yegefæ, efÛeòe) leLee ›ele-efmeæevle meceeve
nes~ ceQ Deehekesâ peerkeve keâes Skeâ ner cev$e mes DeefYecebef$ele
(megmebmke=âle) keâjlee ntB Deewj Skeâ meceeve Deengefle Øeoeve
keâjkesâ Ùe%eceÙe yeveelee ntB~~2~~

DeefmLem$ebmeb he®m$ebmeceeefmLeleb ùoÙeeceÙeced~
ye}emeb mekeË vee<eÙee”s…e Ùe<Ûe heke&meg~~1~~18

YeekeeLe& : Mejerj keâer nefñÙeeW Deewj peesÌ[eW ceW oo&
hewoe keâjves kee}e, Mejerj keâe ye}vee<ekeâ Õeeme, KeeBmeer
Deeefo jesie ùoÙe Skeb hetjs Mejerj ceW kÙeehle nes jne nw~
ns cev$e Meòeâs ! Deehe Gmes ncemes otj keâj oW~

Dee megm$eme: megm$emees DemeleerYÙees Demeòeje:~
mesnesjjmeleje }keCeeod efkekeä}soerÙemeer:~~1~~19

YeekeeLe& : ieC[cee}e jesie (yenves kee}e) leLee
yegjer mes Yeer yegjer heerÌ[e osves kee}e neslee nw~ Ùen ceb$e
Deewj Deew<eefOe Éeje ve<š nes~ ieC[cee}e jesie mes «eefmele

peve, ‘mesng’ mes DeefOekeâ efvekeer&Ùe& nesles nQ~ Ùen ieC[cee}e
vecekeâ keâer Dehes#ee DeefOekeâ m$ekeCe<eer} nw~

efpeknÙee De«es ceOeg ceW efpe£eceg}s ceOeg}keâce~
ceceosn $e+leekemees ceceefÛeòeceg heeÙeefme~~2~~20

YeekeeLe& : cesjer efpekne kesâ De«eYeeie ceW ceOegjlee
jns, cesjer efpe£e kesâ cet} ceW ceOegjlee jns~ ns ceOegjlee let
cesjs keâce& ceW efveMÛeÙe mes jn cesjs efÛeòe ceW ceOegjlee yeveer
jns~

meecekeso : meecekeso ceW keefCe&le M}eskeâ cet}le:
DevÙe kesoeW kesâ M}eskeâeW, cegKÙele: $e+ikeso mes ef}S ieÙes
nQ~ meecekeso keâe ieeÙeve meescekekeâefu} mes meesce jme
Øeeefhle Deewj Gmekeâes Úkeâves, otOe efce}eves Skeb oskeer
oskeleeDeeW keâes Deefhe&le keâjles meceÙe efkeâÙee peelee nw~ Gòeâ
M}eskeâeW keâe ieeÙeve hebef[leeW Éeje efkeâÙee peelee nw~

efve<keâ<e& : ØeeÛeerve Yeejle kesâ kewefokeâ Fefleneme hej
Âef<šheele keâjves hej Ùen %eele neslee nw efkeâ mebieerle
efÛeefkeâlmee keâe Fefleneme efkeÕe ceW ØeeÛeervelece nw~ Okeefve,
mkej Éeje jesieeW kesâ GheÛeej keâe leLee ceeveefmekeâ Meebefle
nsleg ceb$e leLee leb$e keâer efkeÅee $e+ef<e cegefveÙeeW ØeeÛeerve keâe
mes %eele Leer~ ØeeÛeerve Yeejle ceW jesieeW kesâ GheÛeej nsleg
Okeefve, veeo, mkejeW keâe ØeÙeesie efkeâÙee peelee Lee~ kewefokeâ
ceb$eeW keâes iee keâj jesieeW kesâ efvekeejCe keâe Gu}sKe Øeehle
neslee nw~ $e+ikeso, ceW jesie efvekeejCe nsleg metòeâeW kesâ ieeÙeve
mes DeÕeefvekegâceejeW, Deefiveoske, Fvõoske, ™õoske keâe
Deekeenve keâe Gu}sKe Øeehle neslee nw Ùepegke&so ceW Ùe%e ceW
ceb$eeW kesâ GÛÛeejCe DeLekee ieeÙeve keâes jesie jefnle jKeves
ceW GheÙeesieer ceevee ieÙee nw~, DeLeke&keso ceW Ssmes metòeâ
Øeehle nesles nQ efpevekesâ GÛÛeejCe DeLekee ieeÙeve mes nefñÙeeW,
peesÌ[eW kesâ oo&, KeeBmeer, ùoÙe jesie kesâ GheÛeej keâe
Gu}sKe Øeehle neslee nw~ Dele: Ùen keânvee GefÛele nesiee
efkeâ mebieerle efÛeefkeâlmee keâe ØeÙeesie Yeejle ceW ØeeÛeerve keâe}
mes efkeâÙee pee jne nw~ Deewj mebieerle efÛeefkeâlmee keâe
Fefleneme }ieYeie 1500 ke<e& hegjevee nw~ hejvleg Ùen
nceeje ogYee&iÙe nw efkeâ Fleveer mece=æ Deewj ØeeÛeerve efÛeefkeâlmee
heæefle keâes nce meceÙe kesâ meeLe-meeLe Yet}les Ûe}s ieÙes
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Fmekeâe ØecegKe keâejCe Ùen efkeâ nce }esieeW keâe heeMÛeelÙe
mebmke=âefle mes DelÙeefOekeâ ØeYeeefkele nesvee nw~ mebieerle efÛeefkeâlmee
kesâ #es$e ceW efkeosMeeW ceW DelÙeefOekeâ MeesOe efkeâÙes pee jns nQ
Deewj mebieerle efÛeefkeâlmee keâes kewkeâefuhekeâ efÛeefkeâlmee heæefle
kesâ ™he ceW ceevÙelee oer ieÙeer nw~ efkeosMeeW ceW mebieerle
efÛeefkeâlmee kesâ #es$e ceW ceeveefmekeâ jesieeW kesâ Deefleefjòeâ
peefš} jesieeW kesâ GheÛeej keâer mebYeekeveeDeeW hej MeesOe nes
jns nQ~ Deewj Fmekesâ mekeâejelcekeâ heefjCeece Yeer Øeehle nes
jns nQ~ hejvleg Yeejle ceW DeYeer lekeâ mebieerle efÛeefkeâlmee kesâ
Øeefle Goemeervelee osKeves keâes efce}leer nw~ Deefheleg Yeejle ceW
Fme #es$e ceW keâeÙe& nesvee ØeejcYe nes Ûegkeâe nw hejvleg Flevee
DeefOekeâ veneR ngDee nw efkeâ Ùen Skeâ kewkeâefuhekeâ efÛeefkeâlmee
kesâ ™he ceW ceevÙelee Øeehle keâj mekesâ Dele: Fme MeesOe he$e
kesâ ceeOÙece mes ceQ Ùen keânvee Ûeenlee ntB efkeâ kesoeW ceW
Gu}sefKele Fme ØeeÛeerve efÛeefkeâlmee heæefle hej kew%eeefvekeâ
ceeOÙece mes MeesOe keâjkesâ ØeceeefCele keâjvee DeekeMÙekeâ nw
efpememes mebieerle efÛeefkeâlmee Yeejle ceW Yeer kewkeâefuhekeâ efÛeefkeâlmee
heæefle kesâ ™he ceW mLeeefhele nes mekesâ Deewj Fmekeâe }eYe
Deece peve ceeveme keâes Øeehle nes mekesâ~
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Abstract :

This comprehensive review examines the effectiveness of the music therapy as an
intervention for alleviating symptoms of depression and anxiety across various
populations and clinical settings. Drawing on a wide range of empirical researches,
including randomized controlled trials (RCTs), systematic reviews, and meta-analyses,
the findings demonstrate that music therapy consistently reduces depressive and anxious
symptoms, often with medium to large effect sizes. The review also explores the
theoretical foundations of music therapy, including its psychological, cognitive-
behavioural, and biological mechanisms of action, which collectively contribute to its
efficacy. Clinical implications suggest that music therapy could be integrated into
standard mental health care protocols as a standalone or adjunctive treatment,
particularly given its non-invasive nature and minimal side effects. However, the review
also identifies several limitations in the current body of research, including the
heterogeneity of study designs and the need for more high-quality, long-term studies.
Future research directions include standardizing intervention protocols, exploring
the mechanisms of action in greater depth, and assessing the long-term sustainability
of therapeutic outcomes. Overall, this review supports the growing consensus that
music therapy is a valuable and effective tool for managing symptoms of depression
and anxiety, with significant potential for broader application in mental health care.

Keywords :

Music Therapy, Depression, Anxiety, Mental Health, Psychological Well-being.

Introduction :

Depression and anxiety are widespread
mental health disorders, significantly
impacting global public health (Choi et al.,
2008). Traditional treatments, such as

pharmacotherapy and psychotherapy,
often have limitations, prompting increased
interest in non-pharmacological therapies
like music therapy (Chen et al., 2015).
Defined by the American Music Therapy
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Association, music therapy utilizes evidence-
based musical interventions to achieve
therapeutic goals within a professional
relationship (Burns et al., 2007). Recent
studies indicate that music therapy can
effectively reduce symptoms of depression
and anxiety, often complementing conven-
tional treatments (Browning, 2001; Cassileth
et al., 2003; Argstatter et al., 2006). The
mechanisms behind its efficacy include
physiological effects, such as cortisol
reduction and dopamine increase, as well
as psychological benefits like emotional
expression and relaxation (Aalbers et al.,
2017). Despite growing evidence, a compre-
hensive review focused on the role of
music therapy in treating these conditions
is needed. This review aims to assess music
therapy’s effectiveness, explore its under-
lying mechanisms, and compare it to other
interventions, with implications for integra-
ting music therapy into standard care, parti-
cularly given the mental health challenges
exacerbated by the COVID-19 pandemic.

Methodology :

To conduct a comprehensive review
of the role of music therapy in alleviating
symptoms of depression and anxiety, a
systematic literature search was performed
across multiple electronic databases. These
included Google scholar, Scispace, PubMed,
Scopus, Web of Science, Cochrane Library
and Embase. The search was designed to
capture relevant studies published up until
July 2024. The search terms used were a
combination of keywords associated with
music therapy, depression, anxiety, and
mental health. Specifically, search strings
included terms such as “music therapy,”
“depression,” “anxiety,” “mental health,”
“randomized controlled trials,” “systematic
review” and “meta-analysis.” Boolean

operators (AND, OR) were employed to
combine search terms and enhance the
search’s specificity and sensitivity (Clark
et al., 2006).

The search strategy was supplemented
by manual searches of reference lists from
relevant articles and previous reviews to
identify additional studies that might have
been missed during the electronic search.
Furthermore, gray literature, including
conference proceedings, dissertations, and
government reports, was explored to
capture unpublished studies or those not
indexed in the selected databases. The
search was restricted to peer-reviewed
articles published in English to ensure the
inclusion of studies with rigorous
methodological standards.

Review of Empirical Studies :

Overview of Included Studies :

The variety of research evidence
supports the effectiveness of music therapy
in reducing symptoms of depression and
anxiety (Lu et. al., 2021). This review
synthesizes findings from randomized
controlled trials (RCTs), systematic reviews
and meta-analyses, providing a compre-
hensive understanding of music therapy’s
impact on these mental health conditions.
The reviewed studies encompass a wide
range of populations, including children
with autism, elderly patients with chronic
diseases, and individuals undergoing
cancer treatment, demonstrating the broad
applicability of music therapy across
diverse demographics and clinical settings.
The studies were meticulously selected
based on stringent inclusion criteria,
emphasizing high-quality RCTs and
systematic reviews that evaluated the
effects of music therapy on depression and
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anxiety. This review offers a detailed
overview of the various implementations
of music therapy and its efficacy across
different clinical environments.

Effectiveness of Music Therapy on
Depression :

Numerous studies have demonstrated
the effectiveness of music therapy in
reducing symptoms of depression. For
instance, Morgan et al. (2011) conducted
a systematic review and meta-analysis of
RCTs, which showed that music therapy
significantly improved depressive symptoms
in patients with various conditions, including
schizophrenia and major depressive disorder.
The meta-analysis reported a moderate-to-
large effect size, indicating that music therapy
is a powerful tool in the management of
depression.

In another study, Aalbers et al. (2017)
reviewed the impact of music therapy on
depression among patients with chronic
diseases. The authors found that music
therapy, particularly when combined with
conventional medical treatments, signifi-
cantly reduced depressive symptoms, and
improved overall quality of life. The review
highlighted that music therapy’s non-
invasive nature and minimal side effects
make it an attractive complementary therapy
for managing chronic illness-related
depression, where patients often face multiple
comorbidities and medication burdens.

The effectiveness of music therapy in
depression management is further supported
by studies focusing on specific subgroups,
such as the elderly. For example, a meta-
analysis by Zhao et. al. (2016) found that
music therapy was particularly effective
in reducing depression among older
adults, a population that often experiences

depression as a result of chronic illness,
social isolation, and cognitive decline. The
study emphasized that music therapy not
only alleviated depressive symptoms but
also enhanced cognitive functioning and
social interaction, which are crucial for
improving the quality of life in this demo-
graphic.

Effectiveness of Music Therapy on
Anxiety :

The role of music therapy in reducing
anxiety is well-documented across various
clinical populations. A systematic review
by Aalbers et al. (2017) found that music
therapy significantly reduced anxiety
levels in patients undergoing medical
procedures, individuals with chronic
illnesses and those receiving mental health
care. The review included studies with diverse
methodologies and reported that music
therapy, particularly when administered by
trained therapists, had a consistent and
significant impact on reducing anxiety
symptoms.

One of the key findings from the
review was that the type of music therapy
intervention-whether it involved active
participation, such as playing instruments,
or passive listening-did not significantly
alter the effectiveness in reducing anxiety.
However, personalized music therapy
sessions tailored to the individual’s prefe-
rences were found to be more effective
than standard, pre-recorded music inter-
ventions. This aligns with the principles
of personalized medicine, where treatments
are tailored to the unique needs and
preferences of the patient to maximize
therapeutic outcomes.

Zhao et al. (2016) also explored the
impact of music therapy on anxiety among
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breast cancer patients, a group particularly
vulnerable to high levels of anxiety due to
the stress associated with cancer diagnosis
and treatment. The study found that music
therapy, especially when administered
alongside conventional treatments like
chemotherapy, significantly reduced anxiety
levels. The authors suggested that the
calming effect of music, combined with
its ability to provide emotional support,
made it an effective adjunct therapy for
this population.

Comparison with Other Therapeutic
Interventions :

When compared to other therapeutic
interventions, such as pharmacotherapy or
cognitive-behavioural therapy (CBT),
music therapy has shown comparable
efficacy in some cases and superior out-
comes in others. For instance, Guo et al.
(2024) reported that music therapy, when
used in conjunction with standard treatments,
often resulted in better outcomes than
standard treatments alone. This is
particularly relevant in populations where
pharmacotherapy may not be feasible due
to side effects or contraindications.

The non-invasive nature of music
therapy, coupled with its ability to engage
patients in a non-verbal, creative process,
provides distinct advantages over tradi-
tional talk therapies like CBT, especially
for patients who may struggle with verbal
communication or who have had limited
success with conventional therapies. More-
over, studies have shown that music therapy
can enhance the effects of other treatments
by reducing stress and improving overall
emotional well-being, which in turn can
make patients more receptive to other
forms of therapy (Kamioka et al., 2014).

In comparison to pharmacotherapy,
which often carries the risk of side effects
and dependency, music therapy offers a
safe and effective alternative or complemen-
tary treatment. Studies have demonstrated
that music therapy can reduce the dosage
of medications required to manage symptoms
of depression and anxiety, thereby redu-
cing the risk of side effects, and improving
patient adherence to treatment regimens
(Zhao et. al., 2021).

Factors Influencing Outcomes :

The effectiveness of music therapy in
treating depression and anxiety is influen-
ced by several factors, including the type
of music used, the duration and frequency
of therapy sessions, and the characteristics
of the participants. For example, studies
have shown that shorter interventions (less
than 30 minutes) administered more
frequently (twice daily) were particularly
effective in reducing anxiety (De Witte et
al., 2020). Similarly, personalized music
therapy sessions, where the therapist tailors
the music to the individual’s preferences
and emotional state, have been shown to
be more effective than generic, pre-recorded
music interventions (Aalbers et al., 2017).

Cultural differences also play an
important role in the effectiveness of music
therapy. For example, the use of traditional
music that resonates with a patient’s cultural
background can enhance therapeutic
effects of music therapy. In contrast, music
that is unfamiliar or discordant with the
patient’s cultural preferences may reduce
the therapy’s effectiveness. This highlights
the significance of cultural competence in
the delivery of music therapy and the need
for therapists to consider the cultural
context of their patients when designing
and implementing music therapy interven-
tions (De Witte et al., 2020).
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Additionally, the setting in which
music therapy is delivered-whether in a
group or individual format-can influence
outcomes. Group music therapy sessions,
where participants engage in shared
musical activities, have been shown to
foster a sense of community and support,
which can enhance the therapeutic effects,
particularly in reducing feelings of
isolation and loneliness associated with
depression (Gold et al., 2011)

Discussion :

Synthesis of Key Findings :

This comprehensive review has high-
lighted the significant potential of music
therapy as an effective intervention for
alleviating symptoms of depression and
anxiety across diverse populations and
clinical settings. The findings from the
reviewed empirical studies consistently
demonstrate that music therapy can lead
to significant reductions in depressive and
anxious symptoms, often with medium to
large effect sizes. These results are particu-
larly compelling given the non-invasive
nature of music therapy and its minimal
side effects, making it an attractive alternative
or complementary treatment to traditional
pharmacotherapy and psychotherapy.

One of the central findings from the
review is the broad applicability of music
therapy across various demographic
groups, including children with autism,
elderly patients with chronic diseases, and
individuals undergoing treatment for
cancer. This wide-ranging effectiveness
suggests that music therapy is a versatile
tool that can be tailored to meet the
specific needs of different populations.
For instance, the effectiveness of music

therapy in reducing depression among
elderly patients, as highlighted by Gold
et al. (2011), is particularly noteworthy
given the challenges associated with
treating depression in this population,
such as the presence of comorbidities and
the risk of adverse effects from pharma-
cological treatments.

The review also underscores the
importance of personalized music therapy
interventions. Studies have shown that
when music therapy is tailored to the
individual’s preferences and emotional
state, the therapeutic outcomes are signifi-
cantly enhanced (De Witte et al., 2022).
This aligns with the principles of persona-
lized medicine, which emphasize the need
for treatments that are customized to the
unique characteristics of each patient. The
evidence suggests that personalized music
therapy not only improves the effective-
ness of the intervention but also increases
patient engagement and satisfaction with
the treatment process.

Theoretical and Clinical Implications :

The theoretical foundations of music
therapy, as discussed in the Theoretical
Framework section, provide a robust
explanation for its effectiveness in treating
depression and anxiety. The principles of
Group Counselling Theory and Musical
Synchronization, along with the biological
mechanisms involving the autonomic
nervous system and endocrine responses,
offer a comprehensive understanding of
how music therapy influences mental
health (Tsoi et al., 2018). These theories
highlight the multifaceted nature of music
therapy, which addresses both psychological
and physiological aspects of mental health
disorders.
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From a clinical perspective, the
findings of this review have significant
implications for the integration of music
therapy into standard mental health care.
Given its demonstrated efficacy, music
therapy could be incorporated into treatment
protocols for depression and anxiety,
either as a standalone intervention or as
an adjunct to existing treatments. For
example, music therapy could be used in
conjunction with cognitive-behavioural
therapy (CBT) to enhance emotional
processing and cognitive restructuring, or
alongside pharmacotherapy to reduce the
dosage and associated side effects of
medications.

Moreover, the non-verbal nature of
music therapy makes it particularly
suitable for patients who may struggle
with traditional talk-based therapies. This
includes individuals with communication
difficulties, such as those with autism or
severe depression, as well as patients who
may be resistant to or disengaged from
conventional therapies. Music therapy
offers a creative and accessible approach
to treatment, fostering a therapeutic
environment that is both supportive and
non-threatening (Gold et al., 2011).

The review also highlights the potential
for music therapy to be used in preventive
care. By promoting relaxation, reducing
stress, and enhancing overall emotional
well-being, music therapy could be
implemented as a preventive measure to
reduce the risk of developing depression
and anxiety, particularly in high-stress
populations such as healthcare workers,
caregivers, and individuals with chronic
illnesses (Lu et al., 2021).

Future Directions for Research :

Given the promising findings of this
review, there are several areas where future
research is needed to further advance the
field of music therapy. First, there is a need
for more large-scale, high-quality RCTs
that standardize music therapy interventions
and outcome measures. This would enable
more reliable comparisons across studies
and help to establish best practices for the
use of music therapy in clinical settings.

Second, future research should
explore the mechanisms by which music
therapy exerts its effects on depression and
anxiety. While the theoretical foundations
provide a strong basis for understanding
the benefits of music therapy, more
empirical research is needed to elucidate
the specific neural, physiological, and
psychological processes involved. This
could involve neuroimaging studies, bio-
marker analysis, and qualitative research
to gain a deeper understanding of how
music therapy influences brain function
and emotional regulation (Tsoi et. al.,
2018).

Additionally, there is a need for
studies that examine the long-term effects
of music therapy. Understanding the
durability of treatment benefits is crucial
for determining the potential of music
therapy as a sustainable intervention for
chronic conditions like depression and
anxiety. Longitudinal studies with follow-
up assessments would provide valuable
insights into the lasting impact of music
therapy and its role in ongoing mental
health care.

Finally, future research should
investigate the cultural and contextual
factors that influence the effectiveness of
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music therapy. As this review has shown,
personalized music therapy that aligns
with the patient’s cultural background and
personal preferences tends to yield better
outcomes. Exploring how cultural differen-
ces affect the perception and impact of
music therapy could lead to more culturally
sensitive interventions that are tailored to
the needs of diverse populations (Guo et.
al., 2024).

Conclusion :

This review highlights the effectiveness
of music therapy in reducing symptoms
of depression and anxiety, supported by
robust evidence from randomized controlled
trials and systematic reviews. Music therapy
proves beneficial across various populations,
including children, the elderly, and those
with chronic illnesses, demonstrating its
versatility as a complementary or alterna-
tive treatment in mental health care. Its
therapeutic impact is rooted in its ability
to engage patients emotionally and cogni-
tively, offering a non-invasive method for
emotional regulation. Theories such as
Group Counselling, Musical Synchroniza-
tion and the Biological Basis of Music
Therapy provide a framework for under-
standing its benefits.

Clinically, music therapy can be
integrated into standard care, either alone
or alongside traditional treatments like
pharmacotherapy and cognitive-behavioural
therapy. Its non-invasive nature and
adaptability make it an appealing option,
especially for those resistant to conven-
tional therapies. Despite its promise, the
review notes the need for more research,
particularly large-scale studies with
standardized protocols, to better under-
stand long-term outcomes and cultural
factors.

In conclusion, music therapy is a valu-
able, holistic intervention that enhances
emotional well-being and quality of life,
and it holds significant potential for
broader application in mental health care.
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Abstract :

Music can enhance physical, emotional, and psychological well-being. It aids a
woman in retaining a good, healthy, and optimistic frame of mind, which is essential
during the pre-conception and postpartum periods. The mental health of the mother
and unborn child is greatly impacted by listening to music during pregnancy and the
postpartum period. Additionally, it offers the ability to manage postpartum depression,
which is a broader perspective of maternal health.

The physical Dosha (Vāta, Pitta and Kapha), as well as the psychological
components (Sattva, Rajas, Tamas), have to be balanced according to Āyurveda. Yoga
and Āyurveda can be employed with music therapy based on the Prakriti or constitution
of the woman. Indian ragās that combine distinct tonal qualities with a particular
aesthetic mood might change the negative aspects of the human mindset by evoking
positive emotions. Here, we have developed a unique model of music that helps to
balance the Doca for postpartum depression, integrating it with Yogic techniques like
Āsana and breathing practices, which encourage relaxation and a positive internal
environment.

This paper discusses the mechanism of Ragās based on the biorhythm principle
which helps in balancing Doca which gives rise to postpartum depression.

Keywords :

Music, Postpartum Depression, Ayurveda, Yoga, Maternal Health

Definition of postpartum depression :

The term “postpartum depression”
refers to some depressive symptoms and
syndromes that are common during the
postpartum period (Michael, 2009). These
include low energy, irritability, anxiety,

disturbed appetite, depressed mood or loss
of interest, low energy, sleep disturbance,
and many more (Posmontier & Teitelbaum,
2009). The Diagnostic and Statistical
Manual of Mental Disorders, Fourth
Edition (DSM-IV) states that an episode
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of depression is considered to have post-
partum onset if it starts within four weeks
after delivery (Ostpartum et.al., 2002). It
categorizes the psychiatric postpartum
experiences into three types: “maternal
blues,” Postpartum Depression and Post-
partum Psychosis (Amrutha et.al., 2015).

Prevalence and Cause :

One of the most prevalent mental health
issues that women experience following
childbirth is postpartum depression (PPD)
(Gazal et.al., 2012). It is commonly known
that there is a higher chance of major
mental disorders developing during the
postnatal period (Stewart et.al., 2003). The
World Health Organisation estimates that
depression affects 10% of pregnant women
globally and 13% of women in the first
three months after giving birth. In India,
its prevalence ranges from 15% to 20%
(Sharma, 2022). Postpartum depression is
a significant public health issue that affects
mothers and their families in India (Warner
et.al., 1996). Postpartum depression is a
condition that has to be diagnosed, treated,
and prevented because of the consequences
it has on the mother, her marriage, and her
children, the perinatal period has been linked
to an increased risk of suicide (Orsolini
et.al., 2016). The health of mothers and
children may be impacted by these psycho-
logical problems (Qian et.al., 2023). One
of the most remarkable biological aspects
of childbirth is the significant drop in the
number of steroid hormones, including
progesterone and oestrogen (Michael
et.al., 2013) This can lead to a higher risk
of depression during the first 12 weeks
following childbirth (Kammerer et.al.,
2006). Some women exhibit greater sensi-
tivity to hormonal fluctuations, commencing
at an early age of menarche. Consequently,

they become more susceptible to psycholo-
gical stressors triggered by physiological
and environmental variables during their
lifetimes (Gazal et.al., 2012). Postpartum
depression may also be impacted by a
woman’s relationships with her family, the
community, (Jansen et.al., 2010) and her
lifestyle choices, such as eating habits,
sleep quality, physical activity and smoking
during pregnancy (Ghaedrahmati et.al.,
2017)

Āyurveda definition :

The Sanskrit root “Su-presage” is the
source of the term “ Sūtika.” Sūtika is the
name given to the woman who
experienced the Prasava phenomena
(Shukla et.al., 2017). All of our Acharyas
have described in the Āyurvedic science
the proper and scientific management of
Sūtika under the heading “Sūtikaparichaya”
(Shukla et.al., 2017), Throughout Sūtika
Kāla (the puerperal stage), Āyurveda has
advocated for a brilliant protocol (sūtika-
parichaya) that incorporates Āshwasana
(psychological reassurance), Āhara
(food), Vihāra (lifestyle) and Aushadhi
(medication) to maintain the women’s
health (Sharma, 2022). This is done to
avoid different Mānasikabhava (mental
factors) like Krodha (anger), shoka (grief),
Bhaya (fear) and Shāririkashrama
(physical activity causing fatigue) such as
Maithuna (sexual union) which can vitiate
the Doca in them and result in Manas
Vyādhis (mental disorder). Acharya
Charaka states that the symptoms of
Kaphaja Unmada, which are completely
associated with the symptoms of depression,
such as Alpavaka (decreased talk),
Mandachesta (decreased movements),
Aruchi (anorexia) and Atinidra (excessive
sleep) (Kashinatha-Shastri, 2016). Post-
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partum depression can also be associated
with Sūtika Vishāda (Soni et.al., 2022).

Causes :

Acharya Charak says that Hridaya is
also the seat of Manas. Anything that
vitiates the Doca in Rasa Dhatu and
Hridaya inevitably impacts the Manavaha
Strotas, which in turn causes the Doca in
Manas to vitiate, resulting in Mansika
Vyadhi (Agrawal et.al., 2021). Chandogyo-
panishad  states that the Manas are
nourished by one-third of Rasa Dhâtu.
Because of the nine months of garbhi-
niavastha, Sutika has Rasa Kshaya, or
depletion in the body’s fundamental fluids.
Ksheena Rasa cannot nourish Manas
adequately (Kanthi et.al., 2022). Also,
during pregnancy, Kapha tends to increase
(Bala et.al., 2022) due to Kapha
enhancing Āhar and Vihār (Gholap &
Kumbhare, 2021). Since Rasa Dhatu is the
source of Mana’s nourishment, an increase
in Kapha in Rasa Dhatu vitiates Tama
Guna and depresses Manas, which is how
increased Kapha impacts Manas of Sūtika
(Chaturvedi, 2016). Additionally, post-
natal diseases like postpartum depression
can be caused by ignorance of Sūtikapari-
chaya, excessive concern for the kid, and
an incapacity to handle parenthood
(Shukla et.al., 2017).

Music and Hormone :

Postpartum depression continues to
be the primary focus of research and
discussion on perinatal affective disorder
(Kammerer et.al., 2006). Research on
postnatal depression highlights the
significance of sex hormones both during
and after pregnancy. There is a significant
rise in sex hormone levels during pregnancy,
which sharply decreases just after delivery.
This suggests that oestrogen and progeste-

rone have a larger role in the development
of Postpartum depression (Rubinow et.al.,
1998). According to research, music therapy
can aid with the release of hormones like
testosterone and oestrogen (H. Fukui et.al.,
2012). Additionally, it has been shown that
classical music has a considerable effect
on lowering blood pressure and raising
oestrogen levels in people with hyper-
tension (Fitriani et.al., 2020). According
to an experimental investigation, listening
to melodic music is thought to be a non-
pharmacological strategy that raises sero-
tonin levels (Moraes et.al., 2018). Listening
to music, singing, and dancing can help
alleviate postpartum depression and anxiety.
This is evident in an art-based intervention
for women’s mental health during preg-
nancy and the postpartum period (Qian
et.al., 2023).

Music Therapy and its elements :

Music therapy can be a valuable
adjunct to other forms of treatment after
the pathological condition has manifested.
Research has indicated that listening to
appropriate music at the appropriate time,
with the appropriate tonal quality, might
reduce feelings of loneliness and provide
a sense of mental and emotional calmness
(Sharma, 1996).

Rāga Chikitsa is an ancient work
(Sarkar & Biswas, 2015) that explores
curative Rāgās and suggests several Rāgās
with therapeutic and mood-enhancing
properties for medical applications (Sundar,
2007). Rāgās are employed in conjunction
with Āyurveda, the ancient Vedic healing
science. A patient’s bodily nature, whether
Vāta, Pitta, or Kapha, must be taken into
consideration when playing or singing a
Rāga to them (Sarkar & Biswas, 2015).
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Indian Classical Music’s technical
subdivisions are Nāda (sound), Śruti
(musical interval), Svara (note), Rāga
(melody), Tāla (beat), Rasa (aesthetic
mood), and Thât (mode) (Sarngadeva,
2007)

Nāda is the name given to a sound
that is continuous and has a single fre-
quency or a group of similar frequencies
(Karuna, 2021). Śruti is the pitch position
and “musical interval” that correspond to
the octave’s notes (Deva, 1973) A note is
referred to as a Svara in Carnatic music
(Sridhar & Geetha, 2009). The Indian
musical scale has seven notes: Sa, Ri, Ga,
Ma, Pa, Dha, and Ni (Chaitanya, 1992).

Each note or Svara that is either lowered
or raised in pitch is termed as Kômal and
Tîvra Svara respectively. A Rāga is a
sequence of chosen notes (Svara) that
together form an appropriate Rasa, or
aesthetic mood (Prasad, 1994). The tempo
of the music and the placement of syllables
in the composition are indicated by
Tāla.(Sridhar & Geetha, 2009) Rasa, also
known as aesthetic mood, is the state in
which an emotion is raised to the point
where it loses all cognitive tendencies and
is experienced in an impersonal, contem-
plative manner. Thāt, or mode, is a
particular arrangement of the seven notes
that varies in Śuddha (pure), Kōmal (flat),
and Tīvra (sharp) is known as Thāt or
mode (Nagarajan et.al., 2015).

Reference of music therapy from

ancient Āyurvedic text :

The principal Āyurvedic treatises
(Brhattrayī) namely Caraka Samhitā,
Suśrutasamhitā and Astāngahrdaya These
treatises discuss the therapeutic effect of
music therapy in various situations.

In the case of a coma (Sannyāsa)
patient, Caraka Samhitā suggested hearing
pleasant, fine songs and other sounds to
regain consciousness (Ch. Su.1.24). Hearing
songs and music that are pleasant to the
ears, mild, sweet and agreeable are described
as potential remedies in cases of Pitta
aggravation (Ch. Vi.3.6.17). Steps should
be made to safeguard the child, such as
playing music in the labor chamber besides
the presence of noble people, and encou-
raging blessings by elders and others (Ch.
Sa.4.8.47). When someone vomits a lot
and may even spit or vomit blood, Suśruta-
samhitā suggests using music as a
therapeutic therapy by playing a song or
listening to the sound of a flute or any
string instrument (Ss.4.34.12). The well-
known commentary on Astāngahrdaya,
Sarvānga Sundarī, highlighted the appro-
priate execution of routine tasks (Vihāra)
with music (Gangopadhyay & Prasad,
2022).

Docha balancing through music in

Postpartum Depression :

According to Āyurveda, we must
recognize our unique nature, constitution,
or dosha and adjust our way of life, pers-
pective and thought process appropriately.
The initiation and development of Prakriti
of any individual are mostly influenced by
their Docha. We should anticipate that a
combination of one or two types would
predominate because no single person is
totally of one kind. These dominating Docas
have characteristics that shape a person’s
physical composition and personality traits
(Ch. Vi.8.95) (Acharya Balakrishnan,
2007).

In the context of Yoga Vāsistha,
Ādhija Vyādhi or stress-borne illnesses,
are those that originate in the mind (Ādhi/
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stress) and enter the physical body through
vital energy, taking the form of physical
illness (Vyādhi). (Gowda et.al., 2017).
According to Āyurveda, unpleasant emotions
like fear, sadness, grief and disgust produce
a biochemical state in our bodies that is
hard to get rid of and can cause disease
(Peter Marchand, 2006). As a result, there
is a strong relationship between the
psychological and physical aspects of
health; if one is out of balance, it will also
have an impact on the other (Dagenais,
2001). Comparably, an imbalance in Vāta
produces fear, Pitta produces anger and
disgust and sadness in Kapha Doca (Kusum
& Brijesh, 2019). Āyurveda classifies
postpartum depression as a Kapha illness,
(Agrawal et.al., 2021) with the psychological
component Tamas being the primary cause
creating depression, negative thoughts,
anxiety about giving birth, intolerance of

pain, and less willingness to cooperate
throughout labor, increasing the likelihood
of an operational delivery (Bala et.al.,
2021).

Regardless of the medical system that
practitioners adhere to, the principles of
Samanya Visheca Siddanta in Āyurveda
remain relevant. This system states that
factors with comparable features will see
a rise in value. The decline is caused by
different factors (Loon, 1981). Music that
conveys positive emotions can produce a
pleasant Rasa that can replace a negative
one (Sreedharan et.al., 2021). Sadness and
disgust which is an unpleasant Rasa in
Kapha Docha, can be conquered by Ragas
which uses Svarâs Ri and Dha Tivra to
depict Úringâra Rasa, or Love in the
internal environment (Karuna, 2014).
Table 1 Shows the Thāt, Svarās and Rāgās
suggested for Postpartum Depression.

Table-1 : Thāt, Svarās and Rāgās suggested for PPD (Karuna, 2021)

Disturbed
Dosa

Thata and
Svara
used

Rasa
creaed

Popular
derivaties
ragas of
this thata

Carnatic
Equivalent

Popular
Ragas

Time Timing

Kapha
Dosha

Kalyan :
[Ri, Dha
Tivra]

Shringar
Rasa

Shuddha
Kalyan

Mecha
Kalyani

Mohana
Kalyani

Late
Evening

6pm-9pm

Hindol
Sunadavi-
nodhini

Late
Evening

3am-6am

Raja
Kalyan

Nada
Kalyani

Night 9pm-12am

Shyam
Kedar

Sarang Night 9pm-12am

Yaman
Kalyan

Yamuna
Kalyani

Late
Evening

6pm-9pm

Bilawal :
[Ri, Dha
Tivra]

Shringar
Rasa

Shuddha
Malhar

Dhirasankara
Bharanam

Shuddha
Saveri

Night 9pm-12am
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Sangeet Makranda claims that
Narada introduces the idea of figuring out
when is the ideal time of day to offer parti-
cular Rāgās. He says “evam kālavidhim
gyātvā gāyedhh sa sukhī bhavet |
rāgāvelāpragānena rāgānam himsako
bhavet | yah ksrnoti sa dāridrī āyurnaśyati
sarvadā||” which means peace and
prosperity can be attained by singing the
Rāga at their allotted periods. If sung
outside of their period, the Rāga will
become aggressive and lose their attraction.
These singers have a short lifespan and
become impoverished (Narada, 1920).
Music therapy can be an add-on therapy
along with lifestyle changes prescribing
Yoga as mind-body medicine is recom-
mended, we have given below the impor-
tance of yogic practices for postpartum
depression

Yoga for postpartum depression :

Yoga has become recognized as an
alternative health practice that integrates
mind-body techniques, having its roots in
ancient India (Sharma, 2022). An eight-
week Hatha Yoga practice, which included
sun salutations, Āsanas such as Veerabha-
drāsana, Ushtrāsana, Vrikshāsana,
Setubandāsana and relaxation poses
(Savāsana) was found to have a clinically
significant impact on depression, anxiety,

well-being, and health-related quality of
life in postpartum women (Buttner et.al.,
2015). Postpartum women who practiced
breathing and mindfulness exercises, and
Āsanas (Balāsana & Padmāsana) after
four weeks showed a statistically significant
reduction in their stress and depression
levels post-distraction (Kamat & Hande,
2019). Music therapy can be given as an
add-on along with Āyurvedic medicine,
diet, and Yoga (Pooja & Sonal, 2016).
Āyurveda recommends Sarwavajaya
Chikitsa (Psychological counseling),
Shaman Chikitsa (Palliative care), life-
style modification, Sūtika Paricharya, which
combines breathing exercises, dietary
guidelines and personal behavior standards
(Kanthi et.al., 2022).

Conclusion :

Depressive symptoms and syndromes
associated with postpartum depression are
a serious mental illness that can be brought
on by hormonal changes, a woman’s
relationship with her family and commu-
nity, smoking throughout pregnancy,
changes in her lifestyle, including her
eating habits, sleep quality, level of exercise
and physical activity. Although contempo-
rary science has various hypotheses,
Ayurveda connects it to disruptions in the
docas. There are drugs available, however,

Shankara
Hamsadh-
wani

Night 9pm-12am

Yamini
Bilawal

Bihag Night 9pm-12am

Khamaj :
[Ri, Dha
Tivra]

Shringar
Rasa

Meghava
Harikambho-
ji

Saravati Night 9pm-12am

Rageshree
Ravichan-
drika

Night 9pm-12am
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it seems like most of them have
unfavorable side effects. Because of this,
complementary therapies like yoga and
music are thought to be crucial in helping
to reduce drug use. To manage postpartum
depression, we have tried combining the
three traditional therapeutic modalities of
yoga, āyurveda and music in this article.

The primary goal of Indian classical
music is to evoke Rasa, or aesthetic moods,
in the listener, such as love, compassion,
confidence, and serenity. Thus, music may
be used to cure a woman’s emotional wounds
such as sadness, disgust, insecurity, and
so on. The ancient text specifies the
timings of the day for the performance of
various Ragās or melodies. Listening to
the Ragas at a given moment is supposed
to smooth out natural transitions. It also
aids in the equilibrium of the Dochas or
biological humours Ayurveda says that the
psychological aspect of postpartum depre-
ssion is Tamas, and the primary reason is
disturbance in Kapha Docha. Ragas that
induce śringāra Rasa can aid in creating
love in the internal environment, thereby
eliminating the elements of sadness and
disgust. Āsanās and relaxation methods
are examples of yogic practices that have
been proven to assist in regulating the
condition. In addition to Āyurveda and
Yoga, music therapy can be effective in
treating postpartum depression.
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Abstract :

The state of samadhi, knowledge of the self, atma jnana, or self-realization is the
state of meditation, there is a continuing effort to purity attained, that also means that
until the end, until one is in the impure elements inside and to exhaust one’s karmas.
During this process, self-realization is obtained when a condition is reached when all
potential karmas have been used up and nothing more is left. Bhramari Pranayama,
also known as the “Humming Bee Breath,” is a powerful yogic breathing technique
that plays a significant role in the practice of Naad Yoga and the attainment of Samadhi,
a state of profound meditation and union with the divine power. This article explores
the connection between Bhramari Pranayama and Naad Yoga Samadhi, examining
its spiritual significance, and practical applications.

Keywords :

Bhramari Pranayama, Naad yoga, Samadhi

Introduction :

The mind keeps turning over the

sounds of naad yoga. That voice, Naad, is

not something we consider. The voice,

which goes unnoticed, causes us to deal

with a lot of improper stuff. To recognise

and focus on the body and mind on that

sound, first of all we should understand

that ‘what is Naad?’, ‘what is yoga?’, ‘why

it is important?’, and ‘the importance of

Naad yoga to attain samadhi’. The below

verse (Sholka) is written in Sanskrit

language.

vekeâejbØeeCeceeveevebokeâejceve}befkeog:~
peele: ØeeCeeefivemebÙeesieeòesve
veeo: DeefYeOeerÙeles~~1,2

The meaning of above Shloka :-

‘Nakara’ (vekeâeje) is referred to air (JeeÙeg) and

‘Dakara’ (okeâej) is referred to fire (Deefive).
By the aggregation of Air and Fire, sound
or Naad is produced. According to
Sanskrit literature if we break the word
‘Naad’ the ‘Naad’ means sea of conscious-
ness and ‘da’ means force. Naad is called
as ‘Movement of energy’, the sound which
we can understand and experience, is
Naad.
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Yoga is a system that incorporates
mental and physical relaxation and
control. The word yoga means ‘unity’ or
‘oneness’ and is derived from the Sanskrit
word yuj, which means ‘to join’. This
unity or joining is described in spiritual
terms as the union of the individual
consciousness with the universal
consciousness. Yoga is a traditional,
individual science which includes 8
different limbs that can help to achieve

the final, special goal i.e., liberation. (Ùece,
efveÙece, Deemeve, ØeeCeeÙeece, ØelÙeenej, OeejCee, OÙeeve,
meceeefOe). In ‘Patanjal yoga sutra’, ‘Maharshi-

patanjali’ says that, Ùeesie:efÛeòeke=efòeefvejesOe:~3

It means that Chitta is mind and
intellect (Buddhi) and Nirodha means to
control. Yoga controls and repairs the
behaviour of body, mind and intellect. The
realization of real soul in one’s self is
important to know and then to understand
the qualities of that true and pure soul and
accordingly continue your true practice
i.e., Sadhana for Samadhi.

When we unite both the scientific
concepts of Naad and Yoga, the new true
form of science is developed, we call it as
“Naad yoga”. The metaphysical and
philosophical system of healing or a form
of therapy which is completely based on
the sound vibrations and yoga meditation
is called as Naad yoga. (Yoga of Sound).

cevees-ceòeieepesvõmÙeefke<eÙeesÅeeveÛeefjCe:~
efveÙeb$eCesmeceLee&sÓÙebefveveeoefveefMelee*dkegâMe:~~

Hatha Pradipika – 4/91

The Naad is able to control the mind,
which is like an elephant. The elephant is
not steady at one place, every time he is
active in some work. As same as that, our
mind goes into the diverse paths and things

accordingly. That thoughts are so much
diverted from the main goal of life, i.e.
liberation (moksha). Hence, the Naad helps
us to consciously control our mind by
focusing on a particular object, i.e. listen-
ing to a sound (Naad), which is positive
and which creates positivity, steadiness
and peace.4

Understanding Bhramari

Pranayama : Bhramari Pranayama, also
known as the “Bee Breathe,” is a transfor-
mative breathing technique rooted in the
ancient practices of yoga. Its name is derived
from “Bhramar,” which means “bee” in
Sanskrit, due to the humming sound pro-
duced during the practice. This pranayama
is renowned for its calming effects and its
ability to harmonize the body and mind.

According to Gherand Samhita sage
gherand says that; After midnight, in a
quiet place where no sound of any living
being is heard, a yogi should practise
inhalation and breath retention while
closing the ears with the hands. One listens
to internal sounds with the right ear. First
the sound of a grasshopper, then the sound
of a flute, then the thundering of clouds,
then the sound of a cymbal or small drum,
then the humming sound of bees, a bell, a
big gong, a trumpet, a kettledrum, a mridan-
gam or a drum, a dundubhi, etc., are heard.
Thus, by practising daily, one has the
experience of listening to various sounds
and the sound of the shabda (sacred sound
or vibration) is produced in anahata.5

peheeo<š iegCeb OÙeeveb OÙeeveeo<šiegCeb lehe:~
lehemeesÓ<šiegCeb ieeveb ieeveelhejlejb veefn~~

Gherand Samhita - 5/84

In this verse it is clearly mentioned
that the significance or importance of
music is even greater than dhyana, medita-
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tion and tapas, austerity. In meditation the
mind has a blissful experience, eight times
better than that of japa. Austerity gives an
experience eight times better again, but
in music or nada one experiences bliss
eight times better than with tapas. Nothing
is greater than nada.

Steps to Practice Bhramari Pranayama:6

Preparation : Nada yoga is discussed
under bhramari. The position of nadanusan-
dhana asana, which is used in nada yoga,
may also be used. Sit on a rolled blanket
with the heels drawn up to the buttocks.
Lay your feet flat on the ground, knees
up, and elbows resting on your knees. So
that sounds from the outside do not get
inside, cover your ears with your thumbs
while placing your other four fingers on
your head. Bring the awareness to the
centre of the head, where ajna chakra is
located, and keep the body absolutely still.
Breathe in through the nose. Exhale
slowly and in a controlled manner while
making a deep, steady humming sound
like that of the black bee. The humming
sound should be smooth, even and
continuous for the duration of the
exhalation. This is one round. At the end
of exhalation, breathe in deeply and repeat
the process.

Awareness : Physical-on the humming
sound within the head and on the steady,
even breath. Spiritual-on ajna chakra.

Duration: 5 to 10 rounds is sufficient
in the beginning, then slowly increase to
10 to 15 minutes. In cases of extreme
mental tension or anxiety, or when used
to assist the healing process, practise for
up to 30 minutes.

Time of practice : The best time to
practise is late at night or in the early

morning as there are fewer external noises
to interfere with internal perception.
Practising at this time awakens psychic
sensitivity.

Contra-indications : Bhramari
should not be performed while lying down.
People suffering from severe ear infections
should not practise this pranayama.

Concept of Samadhi :

Samadhi is a key concept in many
forms of yoga and meditation, represen-
ting a state of profound, blissful awareness
and unity with the object of meditation.
In this state, the individual ego dissolves,
and the meditator experiences a sense of
oneness with the universe. Samadhi is
often described as the culmination of
meditation practice, where the duality of
self and other merges into a singular,
transcendental experience. According to
Sri mad Bhagwat Geeta;

efmLeleØe%emÙe keâe Yee<ee meceeefOemLemÙe kesâMeke~
efmLeleOeer: efkeâb ØeYee<esle efkeâceemeerle ›epesle efkeâced~~

B. G. 2/54

Lord Krishna defines samadhi as a
state in which one is liberated from bondage.
In this state, worldly bondages such as
likes and dislikes, greed and delusion,
cunning and ignorance, no longer have any
influence; the same attitude is maintained in
every situation. In that equipoised state
there is evenness of mind or indifference
to both pleasure and pain, equal freedom
in both good and bad situations. That state
of samadhi is atma shuddhi, purity of the
self.7

Attainment naad yoga samadhi through

bhramari pranayama :

To achieving the naad yoga samadhi,
Bhramari pranayama is the medium for
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this samadhi. Sage Gheranda says that
once the mind is involved in nada, it forgets
all kinds of impressions, is liberated from
all kinds of experiences, eliminates
external experiences and becomes fully
absorbed in the inner sound. When the
same sound starts humming in the entire
body, then that is the state of nada
samadhi, in which the knowledge of the
self-created Soham sound is attained. As
the mind crosses the state influenced by
the three gunas and enters the field of
nada, the state of consciousness is
attracted to bindu. As onepointedness
becomes deep and consciousness is
removed from all kinds of dissipations and
focuses at one point, one has the living
experience of nada; the spontaneous
sound of soham, ‘I am That’, is heard.8

yeæb leg veeoyevOesve ceve: meblÙeòeâÛeehe}ced~
ØeÙeeefle meglejeb mLewÙeË efÚVehe#e: Keiees ÙeLee~~

Hatha Pradipika 4/92||

Just as a wingless bird inevitably
attains stability, in the same way the mind
bound by the bondage of sound gives up
restlessness and attains stability.9

Okevesjvleie&leb pÙeeseflepÙeeseflejvleie&leb ceveŠ~
levcevees efke}Ùeb Ùeeefle leefÉ<CeesŠ hejceb heoced~

Skeb YeÇecejermebefmeefæŠ meceeefOeefmeefæceehvegÙeeled~~
Gherand Samhita 5/83

In its resonance comes the internal
vision of the twelve-petalled Lotus in the
heart. With the merging of the mind into
the flame, one attains the lotus feet of Lord
Vishnu. Thus by perfecting bhramari
kumbhaka, one attains the siddhi of
samadhi.10

Sage Gheranda has mentioned here
that sound is related to a flame or light,
light is related to mind and mind is related

to nada or sound. This means a cycle has
been created: nada, light, mind and nada
(sound). The nada which is being
discussed here is para naad, transcendental
bliss. Slowly, by crossing different states,
listening to gross sounds and subtle nada,
a subtle state is entered. One listens to
subtle sound, experiences it and then
enters into para naad. The state of para
naad itself is the state of light or perception.
This state of knowledge or perception
influences the mind, and when the mind
is engulfed by this experience, only nada
is heard. Up-down, right-left, in front-
behind, everywhere, nothing but nada is
heard. In this para naad, God is experi-
enced. This is the ultimate state of bhramari
where practitioner achieved samadhi.

Conclusion :

The attainment of Naad Yoga Samadhi
through Bhramari Pranayama represents
a harmonious blend of breath control and
sound meditation, offering a profound
pathway to spiritual realization. By harne-
ssing the resonant power of Bhramari
Pranayama, practitioners can deepen their
connection with the cosmic vibration and
achieve a state of blissful unity. As with
all spiritual practices, regular and dedicated
engagement with Bhramari Pranayama
can unlock transformative experiences
and lead to greater self-awareness and
enlightenment.Top of FormBottom of
Form
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Abstract :

 This study focuses on the need for music therapy institutionalisation and the
requirement for establishing more centres of practice in India witnessing the large
population and diverse scope of its application in various fields of mental and physical
ailments. It highlights how exactly music therapy is applied to treat various ailments
thereby throwing light on the therapeutic needs of the society towards living a better
life.
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Introduction :

The use of music as a therapeutic
force to combat health issues started much
earlier in certain cultures. Following the
two world wars musicians of both profe-
ssional and amateur levels performed for
thousands of injured and traumatised
soldiers in various soldiers’ hospitals at
different places. This marks the beginning
of music therapy as a profession.

Despite India’s very own and rich
musical heritage, music therapy as a
profession and practice in India is still far
behind. Only a few organisations were
established to start the professional practice
of music therapy in India and make people

aware of its efficacy and benefits, for
example, “Nada Centre for Music Therapy
(2004)”; “The Music Therapy Trust (2005)”;
“The Indian Association of Professional
Music Therapists (2011)”; “Indian Music
Therapy Association (2018)”. (Hicks,
n.d.) Apart from these there are only three
to four institutions that offer certification
courses for professionally practising music
therapy. As per the World Federation of
Music Therapy Fact Page of 2019, approxi-
mately only 50 music therapy professionals
were practising in India. From the above
data, a clear dearth of institutionalisation of
music therapy in India is visible although
India bears the largest population in the
world.
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It is accepted that India’s progress in
the field of music therapy institutionali-
sation and practice is still limited. There
is a lack of planning and endeavour to set
up more centres of learning and practice
of music therapy.

There are a wide range of contexts in
which music therapy can be used such as
developmental problems like cerebral
palsy, rehabilitation, mental health, wellness
care or educational areas etc In the medical
sphere, it is used as a proven alternative
medicine to treat various ailments : mental
and physical without using the conventional
methods of treatments. It is used to treat
anxiety, hypertension, pain management,
communication disorders, autism spectrum
disorder, cancer, trauma etc. According to
the National Mental Health Survey (NMHS)
2015-16, 10.6% of adults in India had
mental illness, while treatment gaps for
mental illnesses varied from 70% to 92%
depending on the kind of problem. In
India, rehabilitation is severely neglected
as a result of both poverty and the lack of
a rehabilitation tradition. Rehabilitation
helps people to get back to their normal
lives after some illness or do the daily chores
without any assistance. The WHO estimates
that just 1% to 2% of patients in impoveri-
shed nations really have access to rehabili-
tation services. (Murthy, 2017, p.21-26)

Objectives :

This research aims to systematically
document, analyse and find the reasons,
scope and need for increasing the number
of music therapy centres in India.

Methodology :

This is a descriptive and analytical
research study aimed at finding the scope
for increasing the number of music therapy

centres in India. Sources used for this
study include articles, journals, books,
news reports, statistical data etc

Findings and Discussion :

Although at present due to the advance-
ment of research, some states are coming
up and trying to institutionalise music
therapy, there is a lack of awareness
regarding its benefits among the masses.
Despite its powerful and scientifically
proven effects on the human body, mind
and soul most people in India aren’t yet
ready to accept and realise its efficacy. In
a country where a huge population still
thinks that going for counselling or
therapy means one has lost their minds
completely or are mentally weak and
unstable it’s difficult to make them realise
that a tool like music which is primarily
used for entertainment purpose can have
therapeutic effects on a human mind and
body. Therefore, due to this lack of aware-
ness, the few professionals who are sitting
to provide music therapy to the patients
have to bear the consequences like non-
cooperation from the parents, disbelief in
their practices, late joining for treatment,
drop-outs etc.

Due to lack of rehabilitation centres
professionals don’t have proper places for
undergoing occupational or music therapy
practices. As a result of the availability of
only a few centres of practice, people who
come forward for therapy have to travel
huge distances and eventually drop out of
the sessions due to huge expenses. For
some practitioners who provide freelance
services face challenges like non-coope-
ration from the families of the patients.
There is a lack of support from the govern-
ment that is supposed to set up rehabili-
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tation centres and provide funding for the
therapy of the people who can’t afford
costly therapy sessions.

Since the public in general isn’t aware
of the benefits and efficacy of music therapy,
students aren’t coming forward to study
and make their career in his domain in
India compared to the western countries
where therapy has been made a part and
parcel of daily lives. There must be cam-
paigns from the governments to educate
and aware people about the efficacy of
therapy. Despite India’s very own rich
musical heritage and practices like Nada
Yoga that have been scientifically proven
as ways of healing, we are far away from
availing the benefits of music therapy.

All Multi-speciality and super-
speciality hospitals must have a dedicated
section for music therapy so that patients
don’t have to run to a number of places
for different treatments.

Scope for Music Therapy practice :

At present times, Music Therapy is
being used as a tool to heal people around
the globe with its diversified effects on
different ailments. India lies far behind in
this practice due to lack of awareness and
endeavours. In order to be specific regar-
ding the need to set up more centres, some
exclusive areas of treatment through music
therapy are discussed below :

According to a news report of the
Economic Times, around 60-70 million
people in India suffer from common and
severe mental health disorders, the second
largest common disorder being anxiety
and depression. (“World Mental Health
Day:  60-70 Mn People in India Suffer
from Common Mental Disorders; Stigmati-
sation & Financial Barriers Prevent Timely

Treatment,” 2023) A person going through
depression goes through persistent low
mood, sense of detachment from others,
loss of interest in regular activities etc. The
limbic system of our brain which is
involved in our behavioural and emotional
responses gets activated during music
therapy. Secretion of high levels of the
stress hormone ‘Cortisol’ lead to feelings
of depression and anxiety. Music releases
the hormone ‘Dopamine’ in our body that
leads to a sense of calm and helps our body
and minds to relax again. Slow music
reduces our heart rate and changes our
mood. Music Composing, improvising,
lyric writing helps an individual to express
oneself more easily and clearly thereby
helping one to release one’s emotional
burden otherwise difficult to express.

According to an article of the ‘The
Indian Journal Of Palliative Care’
approximately 6 million people in India
require palliative care per year. (Khosla
et al., 2012, p. 149-154) Palliative care is
comparatively new in India having been
introduced in the 1980s. It focuses on
improving quality of life and providing
relief to patients suffering from chronic
and serious illness like cancer. Music helps
in distracting one from feelings of pain,
bereavement, improving mood, reducing
anxiety and depression by lowering
cortisol levels and increasing dopamine
levels. It helps in treating patients to get
sleep who have difficulty falling asleep
by lowering heart rates and calming down
patients. Slow and soothing instrumental
music has specially been efficient in
calming down individuals. Ragas like
Darbari Kanada, Khamaj and Pooriya
have been effective in releasing tension
and reducing the sense of pain in patients.
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Reminiscence therapy (RT) (Istvandity,
2017, p. 18-25), which includes talking
about former experiences and individuals
with the help of reminders like old photos,
voice recordings, familiar objects, etc., has
also found a place for music. With the goal
of helping patients relive their memories,
music reminiscence therapy (MRT) com-
bines the beneficial aspects of both RT and
MT. Patients are given familiar music
from their childhood or past to listen to.
Therefore, a better way to provide care for
these people has been identified with the
advent of MRT. Music from the past or
from childhood evokes powerful memories
because of its emotional influence. This
is especially advantageous for those
suffering from Alzheimer’s disease.

According to The Aphasia and Stroke
Association of India, around 80,000 to
1,000,000 people in India are affected by
Aphasia annually. (Aphasia | Stroke, n.d.)
Aphasia of speech is a language disorder
that leads to problems in speaking or
understanding what others say. It usually
occurs due to stroke or other brain injury.
Melodic Intonation Therapy or MIT is a
technique of music therapy that uses
singing to improve expressive language
in patients with aphasia. The method
engages language-capable regions of the
intact right hemisphere. The slower rate
of articulation, continuous voicing, and
melodic and rhythmic patterns reduce the
dependence on the left hemisphere.
Therefore, Music Therapy is an effective
way of treating patients with aphasia of
speech.

Conclusion :

It is evident from the above descrip-
tion that music therapy is used to treat

various mental and physical ailments and
provide relief to the patients in a non-
pharmacological way. It can help millions
of people to lead a better life. For a densely
populated country like India and with the
progress of music therapy research, it is
an urgent need to set up more music
therapy centres throughout the country to
make it easily accessible to the patients,
make the masses aware about its benefits
and improve their lives.
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ieefCekeâe Skeb keâ}e
Øees. heg<hece veejeÙeCe

mebkeâeÙeeOÙe#e, }ef}lekeâ}e,
}ef}le veejeÙeCe efceefLe}e efkeÕeefkeÅee}Ùe, ojYebiee

ØeeÛeerve keâe} mes Yeejle ceW }ef}le keâ}eDeeW kesâ
heu}keve Deewj hees<eCe keâer meMeòeâ hejcheje jner nw~ Fve
keâ}eDeeW keâe efkekeâeme ceveesjbpeve kesâ meeLe-meeLe meeceeefpekeâ
keieeX Deewj mecegoeÙeeW keâer Oeeefce&keâ, meebmke=âeflekeâ ieefleefkeefOeÙeeW
Skeb GlmekeeW kesâ ™he ceW ngF&~ }ef}lekeâ}e ceW cegKÙele:
mebieerle keâ}e keâer hejcheje kesâ mebj#eCe Skeb hees<eCe ceW
ieefCekeâe keâe cenlkehetCe& mLeeve nw~ $e+ikeso kesâ jÛevee
keâe}, pees keâF& npeej ke<eeX keâe nw, kesMÙeeke=efòe kesâ ef}S
keâesF& mLeeve veneR Lee~ DekeMÙe ner Ùen ØeÛe}ve efceße mes
keeefCepÙe kesâ jemles Yeejle DeeÙee~ Ùen mebYekele: efmevOeg-
mejmkeleer meYÙelee kesâ DeejcYe keâe} ceW Meg™ ngDee~
ceneYeejle kesâ Deeefo heke& mebYeke Gheheke& DeOÙeeÙe-122,
kegâbleer heeb[g mebkeeo ceW Ùen keâne ieÙee nw efkeâ ØeeÛeerve
keâe} ceW m$eer heg®<e mecyevOe mkeÛÚbo ngDee keâjles Les~
Gvekesâ keâece-mebyebOeeW kesâ ef}S keâesF& efveÙece keâer efveyeælee
veneR Leer~ Fmekeâe ØeceeCe ceneYeejle kesâ keveheke&, DeOÙeeÙe
110 ceW Debie kesâ jepee }esceheeo keâer keâLee nw, pees
cenejepe oMejLe kesâ mecekeâe}erve Les~ Fme keâLee ceW
kesMÙee Meeblee keâer yesšer Éeje $e+<Ùeße=bie keâes jepecen}
lekeâ }eves keâer keâLee nw~ jeceeÙeCe keâe} ceW Ùen kÙekemeeÙe
mLeeefhele nes Ûegkeâe Lee Deewj Fmes jepekeâerÙe ceevÙelee Øeehle
nes Ûegkeâer Leer~ ceneYeejle kesâ GÅeesie heke& kesâ Gheheke& 30
M}eskeâ 38 ceW ÙegefOeef…j kesMÙeeDeeW keâe Yeer kegâMe} #esce
hetÚlee nw :

‘}Ieg Ùeemeeb oMe&veced keekeâd Ûe }Ikeer kesMeefm$eÙe:
kegâMe}b leele he=ÛÚs:’~

mesvee kesâ meeLe DevÙe GheeoeveeW kesâ Deefleefjòeâ mewefvekeâeW
kesâ ceveesjbpeveeLe& ieefCekeâeSb Deewj ieeÙekeâ Yeer Ûe}e keâjles
Les: ‘keefCepees ieefCekeâeMÛeeje Ùes Ûewke Øes#ekeâe pevee:’~1

mewvÙe efMeefkejeW kesâ heerÚs Gvekesâ efMeefkej ngDee keâjles Les~ieefCekeâe
Deewj kesMÙee mebmLeeiele ™he mes cenekeâekÙeeW kesâ keâe} mes
ieghle keâe} (3000 F&mee hetke& mes 500 F&mkeer) lekeâ
mLeeefhele Les, Deewj meceepe ceW GvnW GÛÛe mLeeve Øeehle
Lee~ efkeâvleg Fme yeerÛe Fve leLeekeâefLele ™hepeerefkeÙeeW keâe
keieer&keâjCe neslee ieÙee, Deewj FveceW Yeer mebYeÇeble Deewj
meeceevÙe keie& keâe GoÙe ngDee~ jepee kesâ jefvekeeme keâer
oeefmeÙeeB Deewj Ghe-heeflveÙeeB (jKew}, concubines)
mebYeÇeble, Skeb osn-kÙeehej ceW keeefCeefpÙekeâ ™he mes meb}ive
kesMÙeeDeeW keâes meeOeejCe keie& ceW jKee ieÙee~

 yeewæ Skeb pewve DeeieceeW ceW Yeer ke=efòe-peerefkeveer
efm$eÙeeW keâe leerve keie& yeleeÙee ieÙee nw: heefjÛeeefjkeâe,
ieefCekeâe Deewj kesMÙee~2 FveceW ieefCekeâe meke&mecceeefvele
Deewj GÛÛe Lee~jepevele&keâer, veiej MeesefYeveer, veiejkeOet,
peveheo keâuÙeeCeer Deeefo veece mes hegkeâejs peeves kee}s
™heefpeefkeÙeeW/ieefCekeâeDeeW keâe meeceeefpekeâ, meebmke=âeflekeâ Deewj
jepeveweflekeâ cenlke yengle TBÛee ngDee keâjlee Lee~ Ùes
DelÙeble cesOeekeer, ™hemeer, meke&keâ}e mebheVe Deewj GÛÛe
efMeef#ele ngDee keâjles Les, pees efkeefYeVe veiejeW Deewj jepÙeeW
kesâ cenlkehetCe& kÙeefòeâlke kesâ ™he ceW KÙeeefleØeehle nesles Les~
yeewæ «ebLeeW, pewmes ceiekeeiie, peelekeâ, Ûeerkejkemleg,
efoIeefvekeâeÙe, LesjerieeLee FlÙeeefo ceW kewMee}er keâer veiejkeOet
Decyehee}er, heešef}heg$e keâer jepevele&keâer ™hekeâesMee Deewj
efÛe$e}sKee; leLee DevÙe ieefCekeâeDeeW ÙeLee mee}keleer,
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he©eekeleer Deewj efkece}e keâe veece heeÙee peelee nw pees
Deheves ™he, iegCe Deewj SsÕeÙe& kesâ keâejCe Øeefmeæ Deewj
mecceeefvele Les~

 mebmke=âle Skeb Øeeke=âle kesâ meYeer keâesMeeW ceW ieefCekeâe
keâes kesMÙee keâe ner heÙee&ÙekeeÛeer Meyo ceevee ieÙee nw~
efpeve keâesMeeW ceW kÙeglheefle kesâ DeeOeej mes MeyoeW kesâ DeLe&
efoÙes ieÙes nw,GveceW Yeer ieefCekeâe keâe DeLe& KeeRÛeleeve keâj
kesMÙee ner efkeâÙee ieÙee nw~ neB heeef}-Fbefi}Me ef[keäMevejer
ØeYe=efle kegâÚ keâesMeeW ceW Gòeâ ieefCekeâe Skeb kesMÙee MeyoeW
keâe efYeVe-efYeVe DeLe& Ghe}yOe neslee nw~GveceW jepekeâerÙe
mlej keâer meeceevÙe-m$eer efpemes Deveskeâ kewYeke-mecheVe kÙeefòeâ
Yeesiee keâjles Les, ieefCekeâe leLee meeceevÙe-peveeW kesâ Éeje
Yeesieer peeves kee}er m$eer keâes kesMÙee keâne ieÙee nw~Gòeâ
keâesMeeW ceW Øeehle ieefCekeâe Skeb kesMÙee MeyoeW kesâ efYeVe-
efYeVe DeLeeX hej efkeÛeej keâjves mes mhe<š neslee nw efkeâ
yeewæ-Ùegie ceW ieefCekeâe Skeb kesMÙeeDeeW kesâ yeerÛe heÙee&hle
Devlej #eerCe neslee ieÙee leLee Devle ceW peekeâj ieefCekeâe
Deewj kesMÙee keâes Skeâ ceevee peeves }iee~ keâe}eblej ceW
ieefCekeâe kesâ ØeefleMekoeW keâer mebKÙee yeÌ{leer ner ieF&~ cenekeâekÙe,
hegjeCe Deewj meeefnlÙe ceW Deveskeâ veeceeW keâe Gu}sKe Øeehle
neslee nw- kegâ}še, mkewefjveer, keej-m$eer, keejkeefvelee, mkeleb$elee
Deewj mkeeOeerve Ùeewkevee~ vešer Deewj efMeuhekeâeefjkeâe ØeefleMeyo
Yeer Øeehle nesles nw~ Deewj yeerÛe-yeerÛe ceW Øeehle neslee nw
kegâcYeoemeer leLee heefjÛeeefjkeâe~ keelmÙeeÙeve kesâ keâecemet$e
ceW ieefCekeâe Deewj ™hepeerke (7:6:54) veece efce}les nw~
pešeOej kesâ Meyo jlveeke}er keâesMe’ ceW Mee}Yebefpekeâe,
keejkeeCeer, yeye&šer, Yeb[neefmeveer, keâecejsKee Met}e Deewj
keejefke}eefmeveer Meyo Øeehle nesles nw~

Fve ØeeÙe: heÛeeme MeyoeW keâe GÆke Skeâ meceÙe ceW
veneR ngDee, ve ner Skeâ mLeeve hej ngDee~ Oeerjs- Oeerjs
efkeefYeVe DebÛe}eW leLee efkeefYeVe keâe}eW ceW Fve veeceeW keâer
jÛevee ngF&~

ieefCekeâe Meyo keâe kÙekenej cenekeâekÙe keâe} mes ner
nw, efpemekeâe DeLe& neslee nw, ‘ieCe’ DeLekee mecetn kesâ
ef}S DeLekee ‘ieCe keâe’~ efkeâvleg ieefCekeâe keâe SsÕeÙe&Mee}er
mke®he yeewæ keâe} keâer osve nw~ kegâÚ DeeÛeeÙeeX ves mebieerle
Éeje peerefkekeâesheepe&ve keâes efveef<eæ ceevee nw }sefkeâve mebieerle

meeOevee keâes veerÛee opee& keâYeer veneR efoÙee ieÙee~ ieefCekeâe
ÛeeQme" keâ}eDeeW ceW efvehegCe ceeveer peeleer Leer~ Gvekesâ
ef}S osn-kÙeeheej Yeer Skeâ keâ}e Leer, pees Gmekesâ kÙekemeeÙe
keâe Debie Lee~ keâekÙe-mebieerle Deeefo meYeer efkeOeeDeeW ceW
cenejLe neefme} keâjves kee}er ieefCekeâe meeceeefpekeâ Deewj
meebmke=âeflekeâ ieefleefkeefOeÙeeW keâe kesâvõ ceeveer peeleer LeeR~
keâewefšuÙe kesâ meceÙe mes ner osn-kÙeeheej keâes keâ}e ceevee
peelee Lee efpemes kewefMekeâ-keâ}e veece efoÙee ieÙee~ ieefCekeâe
keâer heokeeR ieefCekeâeOÙe#e Éeje Øeoeve keâer peeleer Leer~
ieefCekeâeDeeW ceW pees Yeso efkeâS ieS GveceW ojyeejer ieeefÙekeâe,
meeceevÙe ieeefÙekeâe, ngjkeâveer, veÛeefveÙee, [sjsoej, keâes"skee}er,
lekeeÙeheâ, keeje, kesMÙee, eföveej, oejer, jb[er Ùee kegâ}#eCeer
pewmeer ßesefCeÙeeW keâe efkeYeepeve efkeâÙee ieÙee~ kewefokeâ keâe}
ceW Ùegæ kesâ Lekesâ ngS oskeleeDeeW keâer ØeeLe&vee hej yeÇncee
peer Éeje ieefCekeâeDeeW Deewj DehmejeDeeW keâer me=ef<š keâer
ieF& Leer~ jbYee, Gke&Meer, cesvekeâe pewmeer DehmejeSB veešŸe
Deewj ve=lÙe ceW ØekeerCe nesleer Leer~ ieefCekeâeDeeW ceW ßes…
‘keejcegKÙee’ keân}eleer Leer~ keâ}e kegâMe} ieefCekeâeDeeW
keâes ØeOeeve Ùee cegKÙe veeefÙekeâeSB keâe opee& efoÙee peelee
jne nw~ hetke&keâe}erve veešŸeeW keâer veeefÙekeâeSB efke<es<e ieefCekeâeDeeW
ceW mes nesleer Leer efpevnW efMeuhe keâejkeâe, Øes#eefCekeâe DeLekee
vešefkeâÙee keânles Les~ ieghlekeâe}, ceewÙe&keâe} ceW ieefCekeâe
keâes efke<es<e mLeeve Øeehle Lee~ ieefCekeâe hej efšhheCeer keâjles
ngS hebÊ oskeoòe Meem$eer ves keâne nw efkeâ ieefCekeâe kener nw
pees Deheveer Deeceoveer keâes DeeOÙeeeflcekeâ, meebmke=âeflekeâ Skeb
}eskeâesheÛeejer keâeÙeeX ceW KeÛe& keâjs~ ieefCekeâe Gòece veeefÙekeâe
nesves kesâ keâejCe Gòece ßesCeer kesâ veeÙekeâ mes mecyeæ jnleer
nw~ meebKÙe okeâer&Meve, efhebie}e, cenejepe meeiej keâer
‘Fvogceleer’, Dekeefvle keâer efke}eefmeveer Deewj megievOee, oef#eCe
keâer ‘}#ceCee’ Deewj ‘keâvee&škeâer’, Skeb kewMee}er keâer
DeeceÇhee}er pewmeer ieefCekeâeSB hegjeCeeW Deewj Fefleneme ceW
Deheves iegCeeW Deewj meeQoÙe& kesâ keâejCe Øeefmeæ nes Ûegkeâer
nw~ ceneYeejle ceW meescee, DeveekeOee, Deceefkekeâe, Deeefõkeâe,
iegCekeje, megefØeÙee, keâecÙee Ùee $e+legmLe}e, Deefmelee,
Oee$eer, megjmee, ØeceefLheveer keâefCe&keâe, efkeÕeeÛeer, Debiemeg,
keesiee, cejerefÛe, peeveheoer Deewj megiebOee Deeefo 42 DehmejeDeeW
keâe Gu}sKe efce}lee nw~ kesokeâe} mes }skeâj veešŸeMeem$e
Skeb DevÙe cenekeâekÙeeW ceW Yeer veeefÙekeâe heo hej Fvekeâer
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hengBÛe jner nw~

lesjnkeeR Meleeyoer kesâ oewjeve efou}er meulevele keâer
mLeehevee kesâ heMÛeele mebieerlepeerkeer peeefleÙeeW efmLeefle leLee
keâ}e hejchejeDeeW ceW kÙeehekeâ heefjkele&ve DeeÙee~ meebmke=âeflekeâ
meb›eâceCe kesâ Gme oewj ceW mebieerle keâer efmLeefle DeÛÚer veneR
Leer~ Ssmes ceW mebieerle keâes yeveeS Deewj yeÛeeS jKeves ceW
ieefCekeâeDeeW keâer Yetefcekeâe keâes vepejDeboepe veneR efkeâÙee
pee mekeâlee~ keâ}e kesâ mebj#eCe Deewj ØeÛeej-ØeÛeej ceW pees
ØeÙelve ieefCekeâeDeeW ves efkeâÙee Gmes Yeg}eÙee veneR pee
mekeâlee~ ieefCekeâeDeeW keâe mecyevOe ve=lÙe Deewj mebieerle
oesveeW mes jne nw~ "gcejer Skeb keâlLekeâ keâer Øeefmeefæ kesâ
kesâvõ ceW ieefCekeâeSB ner jner nw~ GvnW Ùes efMe#ee GmleeoeW
Ùee ieg™DeeW mes oer peeleer Leer~

yeermekeeR Meleeyoer ceW mkeleb$elee Deevoes}ve Deewj
Gmekesâ yeeo efkekeâefmele peeleerÙe Ûeslevee Deewj ceOÙecekeie&
kesâ efkekeâeme ves ieefCekeâe DeLekee kesMÙeeDeeW kesâ Øeefle }esieeW
kesâ kÙekenej Deewj meeWÛe ceW heefjkele&ve }e efoÙee~ veweflekeâ
Deveweflekeâ ÛeÛee&DeeW kesâ yeerÛe ieewnjpeeve ves «eeceeheâesve
efjkeâe[& kesâ ceeOÙece mes Deheves mebieerle keâes kÙeehekeâ mlej
hej hengBÛeeÙee~ keâF& ieefCekeâeDeeW ves keâeMeer ceW meved 1921
F&Ê ceW lekeeÙeheâ mebIe yeveekeâj DemenÙeesie Deevoes}ve mes
Deheveer peceele keâes peesÌ[e~

cesje GösMÙe ieefCekeâeDeeW Ùee kesMÙeeDeeW kesâ Gme keie&
mes nw efpemeves mebieerle keâ}e keâer TBÛeeF& keâes Øeehle keâj
meceepe keâes meebmke=âeflekeâ ™he mes mece=æ efkeâÙee nw~ Skeâ
peceevee Lee peye ieefCekeâeDeeW keâe mecceeve efkeâmeer oskee}Ùe
kesâ oskelee keâer lejn efkeâÙee peelee Lee~ keâ}emecheVe
ieefCekeâeDeeW keâer keâcepeesjer Oeve veneR yeefukeâ kÙeefòeâ kesâ
iegCe Deewj Gmekeâer iegCe «eenkeâlee mes nesleer Leer~ Gvekeâer
osnjer keâer Oet} keâes heefke$e keâeceeW ces DeheveeÙee peelee Lee~
yeÌ[s-yeÌ[s cenejepee Deheves kegâceejeW keâes ieefCekeâeDeeW kesâ
keâes"eW hej leceerpe Deewj lenpeerye efmeKeeves kesâ ef}S Yespee
keâjles Les~ Ùegie yeo}ves kesâ meeLe ieefCekeâeDeeW keâer keâõ

keâjves kee}s keâce nesles ieS~ pees ieefCekeâeSB keâ}e-meeefOekeâe
Deewj Mee}ervelee keâer cetefle& mecePeer peeleer Leer, Gvekeâe
meceepe Deye eflejesefnle nes ieÙee nw~ meceepe kesâ Ghej heÌ[s
yeenjer ØeYeeke ves Yee<ee, kesMe-Yet<ee, jnve-menve, Keeve-
heeve Deewj kÙekenej meYeer keâes megveeceer keâer lejn Okemle
keâj efoÙee nw~ mebieerle%e ieefCekeâeDeeW kesâ Ùegie keâe heše#eshe
nes Ûegkeâe nw Fmekeâe mLeeve yeej yee}eDeeW kesâ [eBme ves }s
ef}Ùee nw efpevnW ve keâlLekeâ mes cele}ye nw Deewj ve
YejleveešŸece mes~ jbie-efyejbies ØekeâeMe ceW efLejkeâleer Deewj
keâtoleer yee}eSB iegefCeÙeeW keâer ØeMebmee keâer Ûeen ve jKeles
ngS Oeve-kegâyesjeW Éeje veesšeW keâer ke<ee& keâes ner Dehevee
Deme}er hegjmkeâej mecePeleer nw~

meeefnlÙe Deewj mebieerle keâe DevÙeesvÙeeßeÙe mecyevOe
nw meeefnlÙe meceepe veneR nw efheâj Yeer efkeceMeeX kesâ mlej hej
oef}le efkeceMe& m$eer efkeceMe&, Deeefokeemeer efkeceMe& keâer yeele
nesleer nw, hejvleg meeefnlÙe kesâ meceeveevlej mebieerle Deewj
DevÙe keâ}eDeeW ceW Deefmceleecet}keâ efkeceMeeX keâer heÌ[lee}
DeYeer Mes<e nw~ Fme Deesj MeesOekeâeÙe& nesvee DeekeMÙekeâ
nw~ meYeer lejn keâer keâ}eDeeW ceW Yeer neefmeÙes hej peer jnW
meceepe keâer Deefmcelee keâer henÛeeve nesveer ÛeeefnS~ mebieerle
Skeb DevÙe keâ}eDeeW kesâ #es$e ceW TBÛe veerÛeheve keâe Yeeke
efkeâme lejn efkekeâefmele ngDee Deewj heu}efkele ngDee~ meceepe
ceW Ghesef#ele Deewj meoe mes meceepe keâe efnmmee jner
keâ}evegjeefieveer ieefCekeâeDeeW kesâ yeerÛe Gmekeâer efmLeefle keäÙee
Leer Deewj Deye keäÙee nw Ùen heÌ[lee} keâe efke<eÙe nw~ keâ}e
keâer efkeog<eer mebkeeefnkeâe ieefCekeâe keâer heefjefmLeeflekeMe efiejles
mlej kesâ meeLe keâ}e kesâ kele&ceeve mlej hej efkeÛeej keâjvee
Gmes hegve: mebj#eCe-mebkeOe&ve Øeehle nes~

meboYe& metÛeer :
1. GÅeesieheke&, Ghe heke& 197, M}eskeâ 19

2. pewve, [e@. keâesce}Ûebõ; ‘yeewæ Deewj pewve DeeieceeW ceW veejer
peerkeve’, meesnve }e} pewve OeceË ØeÛeejkeâ meefceefle, Dece=lemej,
1967, he=…-129
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jeceeÙeCekeâe}erve mebieerle : Skeâ efkenbiece Âef<š
[e@Ê ceOegefcelee YeóeÛeeÙe&

DeefmemšWš Øeesheâsmej, mebieerle ieeÙeve efkeYeeie
mebieerle Skeb cebÛe keâ}e mebkeâeÙe, keâeÊ efnÊ efkeÊ efkeÊ

meejebMe :

jeceeÙeCe Yeejle keâe ØeeÛeerve meebmke=âeflekeâ cenekeâekÙe nw~ Yeejle keâer ØeeÛeerve meebmke=âeflekeâ hejcheje kesâ heefj%eeve keâe
ken cenlkehetCe& m$eesle nw~ jeceeÙeCe keâer GÆekevee Deeefokeâefke yeeuceerefkeâ kesâ Éeje ngF& Deewj kener heekeved meefjlee
hejchejeiele ™he mes peveceeveme keâes heefjh}eefkele keâjleer DeeF& nw~ Deeefokeâefke keeuceerefkeâ kesâ Devegmeej jeceeÙeCe keâe
efvecee&Ce iesÙekeâekÙe kesâ ™he ceW ngDee nw~ jeceeÙeCe kesâ Deveg<šhed Úvo keâer jÛevee ner mebieerle cet}keâ nesves kesâ mebyebOe
ceW Gu}sKe Øemlegle cenekeâekÙe ceW efce}les nQ~ Meyo mebieerle keâe Deeefoce ™he ner jeceeÙeCe keâe Deveg<šhed Úvo nw~ Fme
iesÙe keâekÙe ceW meeefnlÙe leLee mebieerle keâe Ûee™ mecevkeÙe nw~ jeceeÙeCe keâe} ceW mebieerle efke<eÙekeâ mecegVeefle leLee Øemeej
kesâ meke&$e efoioMe&ve nesles nQ~ mebieerle kesâ keâ}e he#e kesâ meeLe ner Meem$e he#e keâe Øekeâ<e& Gme meceÙe ngDee Lee, Fme
mebyebOe ceW jeceeÙeCe ceW meYeer ØeceeCe Ghe}yOe nQ~

yeerpe Meyo :

jeceeÙeCe, mebieerle, legcye™, veejo, meece, ieevOeke&~

jeceeÙeCe keâe} cenekeâekÙe keâe Ùegie nw~ ØeeÛeerve
YeejleerÙe meceepe ceW metle Deewj ceeieOe Fve oes peeefleÙeeW kesâ
}esie kÙekemeeÙeer ieeÙekeâ nesles Les pees efkeâ DeeKÙeeveeW leLee
keerj ieeLeeDeeW FlÙeeefo keâer jÛevee keâjkesâ GvnW jepeeDeeW
Deewj meecevleeW keâes ieekeâj megveeles Les Deewj GefÛele heeefjßeefcekeâ
Øeehle keâjles Les~ FvneR metleeW Deewj ceeieOeeW Éeje Fefleneme
Deewj keerjieeLeeDeeW keâe GoÙe ngDee~ keerjieeLeeDeeW keâe
ieeve ÛeejCeeW Deewj YeešeW Éeje DeYeer lekeâ Ûe}e DeeÙee
nw~ metle }esieeW keâer peeefle mebkeâj nesleer Leer~ Fvekeâe cegKÙe
keâeÙe& IeesÌ[eW keâer osKeYee} keâjvee neslee Lee Deewj meejefLe
keâe keâeÙe& keâjles Les~ meejefLe nesves kesâ keâejCe Ùes meye peien
peeles Les efkeMes<e ™he mes meb«eece ceW Ùegæ keâer meYeer IešveeDeeW
keâes Ye}er Øekeâej megveles ke osKeles Les~ Fve IešveeDeeW keâes
ieeLee ceW efveyeæ keâj GvnW ieekeâj megveeles Les~

ceieOe osMe kesâ kegâÚ }esie pees keâefkelee ceW kegâMe}
nesles Les kes Yeer ieeLeeDeeW keâer jÛevee keâjkesâ jepeeDeeW Deewj
meecevleeW keâer ØeMebmee ceW ieeve megveeles Les~ kes ceeieOe
keân}eÙes~1

metle Deewj ceeieOe yengle ner ØeeÛeerve Meyo nw~ yeeo
ceW Fve }esieeW kesâ ef}Ùes ÛeejCe Deewj Yeeš MeyoeW keâe
ØeÙeesie nesves }iee~ DecejkeâesMe ceW ÛeejCe Meyo keâer
kÙeglheefòe Fme Øekeâej oer nw :

ÛeejÙeefvle keâerefle&ced Fefle ÛeejCee:~

DeLee&led pees keâerefle& keâe ÛeejeW Deesj ØeÛeej keâjles nQ
kees ÛeejCe nQ~2 Fmeer DeLe& ceW Yeeš Meyo keâe Yeer ØeÙeesie
ngDee nw~ metle ceeieOe, ÛeejCe, Yeeš Fve meyekesâ ef}Ùes
Skeâ meeceevÙe Meyo ØeÙeesie ngDee nw kegâMeer}ke~ kegâMeer}ke
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Gme Ùegie kesâ ceveesjbpekeâ DeeKÙeeveeW keâes ÛeejeW Deesj iee-
ieekeâj megveeles Les~ kegâMeer}keeW ves ÛeejeW Deesj Fmekeâe ieeve
keâjkesâ ØeÛeej efkeâÙee~

jeceeÙeCe ceW mebieerle efke<eÙeeW keâe Gu}sKe Deveskeâ
yeej DeeÙee nw~ ßeer jeceÛebõ kesâ pevce leLee efkekeen kesâ
Dekemej hej oskeogvogefYeÙeeB yepeves }ieeR leLee ievOeke& Skeb
DehmejeDeeW keâe ›eâceMe: ieeve leLee ve=lÙe nesves }iee Ssmee
Gu}sKe jeceeÙeCe cebs efce}lee nw~3 DeMJecesOe Ùe%e kesâ
Dekemej hej Ùe%e keâce& keâjves kesâ ef}Ùes Skeâef$ele $e+eflkepeeW
ceW Gûelee kesâ DeeojhetCe& mLeeve keâe Gu}sKe jeceeÙeCe ceW
efce}lee nw~ Ùe%e keâeÙe& hetCe& nesves hej meece ieeÙekeâ keâes
Deeoj kesâ meeLe heeefjßeefcekeâ Øeoeve efkeâÙee peelee Lee~
yee}keâeC[ ceW keCe&ve efce}lee nw efkeâ }ke leLee kegâMe ves
jeceÛebõ kesâ keâns peeves hej ceeie&Mew}er mes ieevOeke& keâe
ieeve efkeâÙee Lee~ ‘‘jeceÛebõ kesâ DeeosMe hee}ve ceW }ke-
kegâMMe ves mkej, heo, lee}, ØeceeCe, cetÛÚ&vee Deeefo
DebieeW keâe Meem$e Megæ ieeve keâj ßeesleeDeeW keâes Ûecelke=âle
efkeâÙee Lee~4

jeceeÙeCe keâe} ceW ieevOeke& kesâ Devleie&le ßegefle leLee
mkejeW keâer kew%eeefvekeâ efkekesÛevee DeejbYe nes Ûegkeâer Leer~
jeceeÙeCe ceW peeefleÙeeW keâe heefjÛeÙe hee"Ÿe peeefle Deewj
mkejpeeefle kesâ ™he ceW Øeehle neslee nw~ jeceeÙeCe ceW
Gefu}efKele mehle peeefleÙeeW kesâ Gu}sKe mes ØeceeefCele
neslee nw efkeâ meele Megæ peeefleÙeeW keâe ØeÛeej Gme keâe} ceW
Lee efpemekesâ ceeOÙece mes lelkeâe}erve «eece keâer keâuhevee
menpe ner keâer pee mekeâleer nw~ Fve meele peeefleÙeeW ceW Ûeej
<e[dpe «eece Deewj leerve ceOÙece «eece keâer nw~5 mhe<š
neslee nw efkeâ jeceeÙeCe keâe} ceW <e[dpe ke ceOÙece «eece
keâe ØeÛe}ve Lee~ meele Megæ mkejeW kesâ Deefleefjòeâ Devlej
ie leLee keâekeâ}er efve keâe Yeer ØeÙeesie neslee Lee~ jeceeÙeCe
ceW mLeeve, }Ùe, lee}, ØeceeCe, keâjCe leLee jme keâe
DevleYee&ke ieevOeke& kesâ Devleie&le efkeâÙee peelee Lee~ jeceeÙeCe
keâe} ceW meece leLee ieevOeke& oesveeW ieeve ØeCeeef}ÙeeW keâe
mecegefÛele ØeÛe}ve Lee~ jeieeW kesâ Devleie&le ‘keâwefMekeâ’
veecekeâ efkeefMe<š jeie kesâ ØeÛe}ve keâe ØeceeCe jeceeÙeCe

ceW Øeehle neslee nw~ mebieerle keâ}e keâes jeceeÙeCe keâe} ceW
jepÙeeßeÙe Øeehle Lee~ mkeeiele leLee efkeoeF& pewmes meceejesneW
ceW mebieerle keâe DeefYeVe Debie Lee~ lelkeâe}erve veiejeW ceW
}eskeâ keâ}ekeâejeW keâe cenlkehetCe& mLeeve Lee~ ‘‘jepee
oMejLe keâer MekeÙee$ee ceW metle Deeefo kesâ Éeje mlegefle ieeve
efkeâÙes peeves keâe Gu}sKe jeceeÙeCe ceW efce}lee nw~’’6

jefmekeâ efkeÉppeveeW keâer GheefmLeefle ceW DeeievlegkeâeW kesâ mkeeiele
ceW keâ}eiees…er keâe DeeÙeespeve efkeâÙee peelee Lee leLee
GvenW ÙeLeeÙeesiÙe heeefjleesef<ekeâ oskeâj mecceeefvele efkeâÙee
peelee Lee~ jeceeÙeCe keâe} ceW meceepe keâe veweflekeâ mlej
GÛÛekeâesefš keâe Lee~ ØelÙeskeâ Iej ceW mebieerle keâe mlej
efkeâmeer ve efkeâmeer ™he ceW efkeÅeceeve Lee~ meceepe ceW mebieerle
kesâ GlmekeeW keâe meeke&peefvekeâ DeeÙeespeve neslee Lee~ ßeerjeceÛevõ
peer kesâ MegYe efkekeen kesâ Dekemej hej mebieerle keâe DeeÙeespeve
ngDee Lee~ efm$eÙeeW Éeje cebie} ieeve keâe Gu}sKe Yeer
jeceeÙeCe ceW efce}lee nw :

‘‘ieekeefnb cebie} cebpeg} yeeveer
megefve keâ}jke keâ}keâb" }peeveer~~’’7

DeÙeesOÙee veiejer ceW mebieerleceÙe Deeveboeslmeke ceveeves
keâe Yeer Gu}sKe jeceeÙeCe ceW efce}lee nw~ ßeer jece kesâ
Ûeewon ke<e& kesâ kevekeeme kesâ yeeo }ewšves hej DeÙeesOÙee ceW
Glmeke ceveeÙee ieÙee Lee~ jeceeÙeCe keâe} ceW mebieerle
Ûejceeslkeâ<e& hej Lee~

mebieerle keâe ØeÙeesie Deveskeâ DekemejeW hej neslee Lee
pewmes Ùegæ ceW peerlekeâj }ewšves hej ogvogefYe yepeekeâj
Gvekeâe mkeeiele efkeâÙee peelee Lee~ keâne peelee nw jekeCe
mkeÙeb mebieerle Meem$e keâe ØekeâeC[ efkeÉeve Lee~ Gmekesâ
ojyee ceW mebieerle keâe DeeÙeespeve ngDee keâjlee Lee~ Gmekesâ
Devle:hegj keâer meYeer jeefveÙeeB meYeer Øekeâej kesâ keeÅe Ùeb$eeW
keâes yepeeves ceW efvehegCe Leer~ lelkeâe}erve meceÙe cesjer, ce=obie
leLee heCeke keâe efkeMes<e ØeÛe}ve Lee~

jeceeÙeCe keâe} ceW mebieerle mecyevOeer Deveskeâ Gu}sKe
efce}les nQ~ keeuceerefkeâ Deeßece ceW }ke-kegâMe keâes mebieerle
keâer efMe#ee oer ieÙeer Leer~ Fme keâe} ceW meceÙe-meceÙe hej
mebieerle kesâ DeeÙeespeve nesles jnles Les~ ‘‘ieerle, keeÅe leLee
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ve=lÙe keâe meecegoeefÙekeâ ™he mes Glmeke Yeer neslee Lee~ Ssmes
Glmeke keâer meb%ee meceepe nw~ efkeefMe<š DeLe& ceW ieerle,
keeÅe, ve=lÙe kesâ Glmeke kesâ ef}Ùes pees mecegoeÙe Skeâ$e
neslee nw Gmes meceepe keânles nw~ DeÙeesOÙee keâeb[ kesâ 51keW
meie& kesâ 23keW M}eskeâ ceW meceepe Meyo Fmeer DeLe& ceW
ØeÙegòeâ ngDee nw~’’8

jeceeÙeCe keâe} ceW kegâMeer}ke Skeâ cenlkehetCe& Meyo
nw~ kegâMeer}ke mlegefle ieeve keâjves kee}s ÛeejCeeW keâes keânles
nQ~ Fvekeâe Fme keâe} ceW cenlkehetCe& mLeeve Lee~

jeceeÙeCe keâe} ceW keerCee keâe ØeÛegj ØeÛeej Lee~
kesâke} keerCee ner veneR Deefheleg efkehebÛeer keerCee keâe Gu}sKe
Yeer efce}lee nw~

jeceeÙeCe keâe} ceW mebieerle DelÙevle GVele efmLeefle ceW
Lee~ jepee keâ}ekeâejeW keâe heefjhees<ekeâ Lee~ Fme keâe} ceW
jepee Deewj Øepee kesâ ceveesjbpeve kesâ ef}Ùes ve=lÙeMee}eSB
Deewj mebieerleMee}eSB heÙee&hle ™he ceW LeeR~ DeÙeesOÙee
veiejer meoe mebieerle mes efveveeefole nesleer jnleer LeeR~ jeceeÙeCe
keâe} ceW mechetCe& meceepe hej mebieerle keâer heekeve Skeb
efokÙe DeeYee Deke}esefkeâle nes jner Leer~ keerCee leLee ce=obie
Deeefo keeÅe Ùeb$eeW keâe keeove efkeâÙee peelee Lee~ jeceeÙeCe
keâe} ces mebieerleefke<eÙekeâ mecegVeefle leLee Øemeej kesâ meke&$e
oMe&ve nesles nQ~ ‘‘jeceeÙeCe cebs ieebOeke& kesâ meeLe ner ievOeke&
leLee DehmejeDeeW keâe Deveskeâ yeej Gu}sKe ngDee nw~9

ievOeke& leLee Dehmeje oesveeW mebieerlekeâ}e ceW heejbiele nesles
Les~ ievOeke& peve efkeMes<ele: ieeve leLee keerCee keeove efkeâÙee
keâjles Les Deewj DehmejeDeeW keâe keâeÙe& Fvekesâ meeLe ve=lÙe
ØeoMe&ve keâjvee Lee~ oskeievOekeeX ceW efkeMJeekemeg, ne ne,
ntnt, veejo, heke&le leLee legcye™ keâe YetefjMe: Gu}sKe
ÙeneB Ghe}yOe neslee nw~ YeejÉepe cegefve kesâ Deeßece ceW
Yejle kesâ mkeeieleeLe& Fve ievOekeeX leLee DehmejeDeeW ves
ieerle-ve=lÙe efkeâÙee Lee, Ssmee Gu}sKe jeceeÙeCe ceW nw~
ievOeke& leLee DehmejeieCe keâe Gu}sKe jeceeÙeCe ceW efokÙe
leLee Deheew™<esÙe keâ}ekeâejeW kesâ ™he ceW ngDee nw~ De}ewefkeâkeâ
heg®<eeW kesâ pevce, efkekeen Deeefo kesâ Dekemej hej Fvekesâ
mebieerle keâe DeeÙeespeve efkeâÙee peelee Lee~ ‘‘legcye™ keâe

Gu}sKe DehmejeDeeW kesâ ieeve-efMe#ekeâ kesâ ™he ceW ngDee
nw~’’10 DehmejeDeeW kesâ Devleie&le Oe=leeÛeer, cesvekeâe, jbYee,
efceßekesâMeer, De}cyegmee FlÙeeefo keejebieveeDeeW keâe Gu}sKe
jeceeÙeCe ceW nw~

jeceeÙeCe ceW keâ}e kesâ DeLe& ceW efMeuhe Meyo keâe
Deveskeâ yeej ØeÙeesie ngDee nw~ jeceeÙeCe keâe} ceW keâ}eDeeW
keâe DevleYee&ke Fme leLÙe keâes ØeceeefCele keâjlee nw efkeâ
}ef}le keâ}eÙeW lelkeâe}erve meeBmke=âeflekeâ peerkeve keâe DeefYeVe
Debie LeeR~ jeceÛebõ peer mkeÙeb ieevOeke& keâ}e kesâ Deefleefjòeâ
}ef}le keâ}eDeeW kesâ %eelee Yeer yeleeÙes ieÙes nQ~

jeceeÙeCe ceW meece leLee ieevOeke& oesveeW kesâ mebyebOe ceW
ØeÛegj GVeefle kesâ ØeceeCe Ghe}yOe nesles nQ~ mkeeiele leLee
efkeoeF& pewmes meceejesneW ceW mebieerle keâe DeekeMÙekeâ mLeeve
Lee~ jepeheefjkeej kesâ meomÙeeW leLee DeefleefLe efkeMes<eeW keâe
mkeeiele MebKe ogvogefYe kesâ Iees<e leLee ceeieOe Deeefo kesâ
mlegefle ieeve mes efkeâÙee peelee Lee~ jeceeÙeCe keâe} ceW ve=lÙe
leLee ve=òe oesveeW keâe Gu}sKe efce}lee nw~ ve=lÙe keâe
ØeÙeesie Oeeefce&keâ leLee }ewefkeâkeâ oesveeW meceejesneW hej efkeâÙee
peelee Lee~ ve=lÙe kesâ meeLe ieeÙeve leLee keeove DeefvekeeÙe&
™he mes efkeâÙee peelee Lee~ keeefo$eeW kesâ ef}Ùes letÙe& meb%ee
Leer~ Gvekesâ Devleie&le MebKe, ogvogefYe, megIees<ee leLee kesCeg
keeÅeeW keâe DevleYee&ke Lee~ keeÅeeW keâes DeeleesÅe leLee keeefo$e
keâne peelee Lee~

jeceeÙeCe keâe} ceW veešŸekeâ}e kesâ Deefmlelke keâe
ØeceeCe Ghe}yOe nesles nQ~ jeceeÙeCe ceW Mew}t<e, veš,
vele&keâ Deeefo keâe Gu}sKe efce}lee nw~ meceepe pewmes
}eskeâeslmekeeW ceW ieerle, keeÅe, ve=lÙe leLee veešŸe keâe ØeoMe&ve
jbieYetefce hej efkeâÙee peelee Lee~ Fvekesâ meeLe lee} keâe
efkeMes<e cenlke ceevee peelee Lee leLee neLe mes lee} osves
kee}s }esieeW keâe Skeâ efkeefMe<š keie& Lee~ lee} keeÅeeW ceW
ce=obie, Deeef}biÙe, TOke&keâ, heCeke, cegjpe Deeefo keâe
efkeMes<e ØeÛe}ve Lee~ hešn, Yesjer leLee ogvogefYe keâe
ØeÙeesie ØeeÙe: Ùegæ mebieerle ceW efkeâÙee peelee Lee~ megef<ej
keeÅeeW ceW kesCeg leLee MebKe keâe ØeÛe}ve Lee~
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efve<keâ<e& :

jeceeÙeCekeâe}erve mebieerle lelkeâe}erve meebmke=âeflekeâ GVeefle
keâe yeesOekeâ nw~ jeceeÙeCe keâe} ceW meece leLee ieevOeke&
oesveeW ieeve ØeCeeef}ÙeeW keâe heÙee&hle ØeÛe}ve Lee~ meeceieeve
kewefokeâ hejcheje kesâ Devleie&le Lee leLee ieevOeke& }ewefkeâkeâ
hejcheje ceW~ ve=lÙe leLee veešŸe keâe kÙekemeeÙe veš, vele&keâ
leLee Mew}t<e peeefleÙeeB keâjleeR LeeR leLee Fvekeâes jepeeßeÙe
Øeehle Lee~ Fme Øekeâej keâne pee mekeâlee nw jeceeÙeCe
keâe} ceW mebieerle keâer GVeefle Ûelegefo&keâ nes jner Leer~

mevoYe& «evLe metÛeer :

1. YeejleerÙe mebieerle keâe Fefleneme [e@Ê peÙeoske efmebn he=Ê152
efkeMJeefkeÅee}Ùe ØekeâeMeve, keejeCemeer, 1994

2. kener kener he=0 152 kener

3. YeejleerÙe mebieerle keâe Fefleneme [e@ MejleÛebõ hejebpeÙes
he=Ê137 ÛeewKecyee ØekeâeMeve, keejeCemeer

4. kener kener he=Ê139 kener

5. YeejleerÙe mebieerle: Skeâ Ssefleneefmekeâ efkeM}s<eCe ØeesÊ mkeleb$e
Mecee& he=Ê31 DevegYeke heefy}efMebie neGme, F}eneyeeo
2014

6. YeejleerÙe mebieerle keâe Fefleneme [e@Ê MejleÛebõ hejebpeÙes
he=Ê139 kener

7. YeejleerÙe mebieerle: Skeâ Ssefleneefmekeâ efkeM}s<eCe he=Ê32

8. YeejleerÙe mebieerle keâe Fefleneme [e@Ê peÙeoske efmebn he=Ê159
efkeMJeefkeÅee}Ùe ØekeâeMeve, keejeCemeer, 1994

9. YeejleerÙe mebieerle keâe Fefleneme [e@Ê MejleÛebõ hejebpeÙes he=Ê136

10. YeejleerÙe mebieerle keâe Fefleneme kener he=Ê137
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Abstract :

This article traces the historical trajectory of Buddhism in the Vidarbha region
from the Mauryan to the Vākātaka eras, highlighting the religion’s fluctuations in
patronage and prominence. Initially, Buddhism thrived as the dominant religion,
supported by royalty and the common populace. However, during the Vākātaka period,
there was a notable shift as royal and merchant patronage turned entirely towards
Brāhmanism. Despite this shift, Buddhism continued to exist, albeit overshadowed by
Brāhmanism. This complex coexistence is evidenced by artefacts from sites like
Hamalapuri and Paunar, where Buddha images remain silent witnesses to Buddhism’s
enduring presence within a predominantly Brāhmanical context.
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Vidarbha1 (eastern part of Maharashtra)
during ancient India was a prominent hub
of Buddhism, particularly during the
transitional period from the Mauryan to
Sātavāhana period (3rd BCE to 2nd CE).
This historical significance is substantiated
through the archaeological and inscriptional
evidence. Notably, the Buddhist faith
experienced a substantial surge during the
reign of Aśōka, a fact known from the
Deotek edict found near Chandrapur. This
edict appears to have been issued by
Dharmamahāmātra in the fourteenth year
following the coronation of Aśōka
(Mirashi, 1963, p. 2). Among the various
responsibilities entrusted to them, one

prominent duty was to prevent the capture
and slaughter of animals (1963, p. 2). It is
not implausible to speculate that the
Dharmamahāmātra overseeing the ancient
Vidarbha region was responsible for
commissioning the rock edict (1963, p. 2).

The imperial endorsement played a
pivotal role in the proliferation of Buddhism
in the region. Archaeological findings, such
as the stūpas at Pauni, provide compelling
testimony to flourishing Theravādin Buddhist
establishments from the Mauryan period.
Stūpas are revered as sacred structures
emphasising Vidarbha’s deep-rooted
connection to Buddhism. Interestingly,
while historical records at Pauni remain
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silent on the involvement of royals in the
construction of stūpas, the inscriptions do
reveal the names of common people, monks
and gahapatis, indicating the integral role
of the local populace in sustaining and
promoting Buddhism (Deo and Joshi,
1968, pp. 37-43; Sawant, 2012, p. 61).

The presence of rock-cut caves six
miles from Mandhal village in Nagpur
district dates back to the 2nd century BCE.
It exemplifies the existence of Buddhist
heritage. The cave inscription reads “...sa
Vandalaka putasa Apalasa matikaman,”
signifies that it was created by Apala, the
son of Vandalaka (Meshram, 1994-95, p.
58; Sawant, 2012, p. 61). This inscription
hints at the support from individuals like
Apala accentuating the populace’s contri-
bution to Buddhism in the post-Mauryan
period. The existence of Buddhism in
Vidarbha is corroborated by the finding
of Bhon stūpa in the Buldhana district,
which is dated to the post-Mauryan and
pre-Sātavāhana period, solidifying the
region’s rich Buddhist legacy (Sawant,
2012, pp. 66-67).

After the Mauryan empire, the
Sātavāhana dynasty ascended to power in
Vidarbha. They were staunch adherents of
the Vedic-Brāhmanic religious tradition
known from Nāgnīka’s Naneghāt cave
inscription from the western Deccan region.
However, Buddhism continued to hold a
prominent presence within their dominion.
Majorly, the Bhadayaniya sect of the
Sarvāstivādin school was a significant
Buddhist sect from Pauni whose prominence
is also found in western Deccan which is
mentioned in the inscriptions from the
Nasik cave no. 3 (Mirashi, 1981, p. 144).
The cave was patronised by Gautami

Balaśrī, the mother of the Sātavāhana king
Gautamiputra Sātakarni (1981, p. 42). The
Bhadayaniya sect’s influence extended to
such an extent that they received patro-
nage from the royal family but also from
commoners, as evidenced by the Kanheri
cave inscriptions. The prominent merchants
Gajasena and Gajamitra, contributed to
the support of this sect by patronising the
cave’s constructional activity (1981, pp.
74-75). The excavation and development
of the cave were carried out by Buddhist
monks and their followers, who included
individuals such as Sthavira Achala, Bhad-
nata Gāhala, Bhadant Vijaymitra, Bhadant
Bodhi, Bhadanta Dharmapāla and Upāsaka
Aparenuka (1981, p. 76). Bhadanta Bodhika
played a supervisory role in overseeing the
construction work related to Kanheri Cave
(1981, p. 76). These records show the
paramount significance of the Bhadayania
Buddhist sect from the Vidarbha region,
illuminating its profound impact on the
western Deccan. The documentation further
elucidates the diverse forms of patronage
extended to this sect, ranging from royal
to trader communities, thereby highlighting
its multifaceted influence across societal
strata.

Following the Sātavāhana dynasty, the
Vākatakās emerged as prominent reign in
the Vidarbha and western Deccan regions,
a fact well-documented through numerous
Vākatakā copper-plate charter inscrip-
tions. The magnificent Buddhist caves
from the fifth century were constructed
during the Vākatakā period. While Walter
Spink attributed these cave activities to
Harisena, the last king of the western
Vākatakā dynasty historical inscriptions
reveal that the responsibility for these cave
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constructions lay with his minister Varāhā-
dēva and the local feudatory ruler of
Aśmaka (Alone, 2016, p. 229). Cave no.
26 at Ajanta, commissioned by Varāhā-
dēva, bears an inscription highlighting his
dedication of a meticulously adorned
cave-dwelling, embellished with pillars,
picture galleries and sculptures, to the
Buddhist sangha. The purpose behind this
benevolent act was expressly noted as
being for the religious merit accrued for
Varāhādēva’s parents (Mirashi, 1963, pp.
110-111). Another cave, Ghatōtkacha, also
sponsored by Varāhādēva, lacks a detailed
inscription regarding its intended purpose
for carving (1963, p. 119). Concurrently,
the contributions of monks Dharmadatta
and Bapuka to the cave excavation are
underscored (Alone, 2016, p. 37). In a
distinct vein, Ajanta cave no. 19 and 20
were the recipients of patronage from the
local feudatory king Upendra-gupta
(2016, p. 37). Notably, the historical
records examined do not provide evidence
of Vākātaka kings extending patronage to
Buddhism. What is particularly notewor-
thy is that Buddhism’s prominent presence
in the western Deccan is not mirrored in
the Vidarbha region. The explanation for
the disparity regarding patronage is found
in the Vākātaka copper-plate charter
inscriptional records which offer insight
into the distinct historical and cultural
developments of these two separate regions.

In addition to the copper-plate inscri-
ptions, an early and historically significant
Eastern Vākātaka stone inscription was
unearthed in Deotek, believed to be asso-
ciated with Rudrasena I (Mirashi, 1963,
p.1). What makes the Deotek inscription
intriguing is that the Vākātaka inscription

is inscribed on the same stone where an
Aśōkan inscription was already present.
Aśōkan inscription records that “on the
command of lord (Sāmi) (who also called
‘king in line 4), prohibiting the capture
and slaughter (evidently of some animals
certain seasons as in Aśōka’s fifth pillar
edict, or maybe, throughout the year)
declaring some punishment for such as
dared to disobey it (1963, p. 2).” In contrast,
the Vākātaka inscription conveys the
following: “(At) Chikkamburi… Pravara
… (Line 4) This (is) a special place of
religious worship of Rājan Rudrasena (I),
born in the family [of the Vākātakas
(1963, p. 4).” Notable historian Mirashi
grappled with the apparent conflict between
Buddhism and Brāhmanism by suggesting
that “there was a revival of Hinduism and
Sanskrit learning in the age of the Vākātakas.
They themselves performed animal sacri-
fices, could have therefore had no regard
for Aśōka’s precepts of ahimsā (non-
violence) (1963, p. 3).”

It is observed that social mobility was
under Buddhism for neutralising the Vedic-
Brāhmanical opposition, which is one of
the reasons that Buddhism became popular
among the commoners. Aśōka tried to
make a Buddhist model of society which
can be understood through his described
rock edict. He was even instrumental in
consolidating the Buddhist sangha; after
him, the sangha played a significant role
in the development of Buddhism. However,
during the 3rd century in Vidarbha Vākātaka,
a noteworthy transformation occurred
within the traditional Vedic-Brāhmanical
orthodoxy, giving rise to the burgeoning
influence of Śaivism and Vaisnavism. This
shift in religious dynamics coincided with
Brāhmans receiving substantial grants
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from the royal Vākātaka dynasty, particu-
larly in exchange for their performance of
sacred rituals. These grants typically inclu-
ded cattle, land and gold, a tradition that
had its roots in the earlier Sātavāhana
period but gained increased prominence
under the Vākātaka regime. This practice
seems to have aimed at appeasing the
‘priestly Brāhmans’ by the ‘royal Brāhman’.

Under the influence of Brāhmanism,
the merchant class also began to support
and patronise Brāhmans by donating
villages, as evidenced by the Indore plate
that specifically mentions a merchant
‘Chandra’ (Mirashi: 1963, p. 42). However,
the custodianship of this patronage was
held by the Vākātaka king, Pravarasena II,
as seen in the same inscriptional records
where Chandra sought the king’s confir-
mation for the donation, which was then
issued on his behalf (1963, p. 42). There
is an absence of charters granted by
commoners apart from the Indore copper-
plate charter. The emergence of Brāhmanism
has significantly influenced the visual
tradition of the Vidarbha region. In this
context, the predominant iconographies
align with the ‘Brāhmanical tradition,
particularly of Śaivism and Vaisnavism.
Despite this, Buddhism continued to
influence the region, primarily through the
patronage of commoners, albeit without
royal support. Notably, three Buddhist
images and an accompanying inscription
discovered at Hamlapuri are attributed to
the benevolence of the Buddhist monk,
Sakya-bhikshu Bhadanta Sanghasena
(Meshram and Choudhari: 2012, p. 27).
This record aligns with the established
Buddhist tradition, wherein monks donated
Buddha images.

Nevertheless, the absence of inscrip-
tions from the Vākātakas detailing contri-
butions to Buddhism underscores the
exclusive patronage extended to Brāhmins
by the Vākātakas. Buddhists, consequently,
operated under the dominion of Brāhmin
landlords. Even Jamkhedkar (1985, p. 18)
mentions that “Buddhism was living faith
under the Brāhmanical Vākātakas.”
Noteworthy is the observation that the sole
Buddhist monastic establishment appears
to be located at Bhadravati and Mansar in
Vidarbha during the Vākātaka period, and
its roots trace back to the pre-Vākātaka era.

Nevertheless, archaeological sites dating
back to the Vākātaka period have yielded
Buddha images, providing a noteworthy
contrast to the prevailing Brāhmanical
religious centres of the time. One such
significant discovery is the site at Paunar,
distinguished for its prominence as a
Brāhmanical religious centre, as
evidenced by the Brāhmanical sculptures
prominently showcased in the Vinoba
Bhave Ashram in Paunar. A single Buddha
image was discovered at the nearest village
Dattapur is installed in the ashram (Fig.
1). As I was taking pictures of this sculp-
ture, I saw that the icon was attached to
the cement niche structure and decorated
with enamel paint. An earlier writing
mentions that this sculpture was found
headless, but now this torso is attached to
the head of Buddha. However, the lower
quality of the Buddha’s head confirmed
that it was fixed over the torso later. This
image appears to stand in a symmetrical
posture however its left leg is slightly bent
(abhanga). Buddha’s body is covered with
a robe (sanghātī). Its right hand might
have been engaged in granting protection
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(abhaymudrā), but sadly it’s broken now
and its left hand is positioned at waist level
holding the end of the garment. This image
is covered with a diaphanous garment
from which the silhouette of the Buddha’s
body comes out, as well as stylised double
lines which mark the folds.

Fig.-1 : Buddha, red sandstone, c. fifth century
CE, Paunar, Wardha, Maharashtra, Photo

Credit: Author

Joanna Williams has suggested that
this Buddha seems strongly allied with the
Gupta style by observing the style of the
drapery fold over the image. However, she
also notes that Paunar Buddha lacks the
symmetrical form and broad spacing seen
in Buddha pictures from the Gupta period
because of the image’s bent knee (Williams:
1983, p. 230). She proposed that “this image
suggests the localisation of the forms
perhaps distantly and somewhat earlier
derived from Mathura” (1983, p. 230).
Later, Jamkhedkar (1991, p. 88) submitted
the same opinion, but he also mentioned

that the local artist had done this sculpture
from this particular region, which is
acceptable.

Hamlapuri is a notable archaeological
site from the Vākātaka period, revealing
the discovery of three significant Buddha
bronze images. The proximity of Hamlapuri
is noteworthy not only for its Buddhist
artefacts but also for its broader historical
significance, serving as a crucial Brāhma-
nical site within the Vākātaka period. This
encompassing archaeological landscape
includes sites such as Ramtek and Nagardhan,
collectively contributing to a rich tapestry
of cultural and religious heritage from that
era. Among the three bronze images, this
image (Fig. 2) has typical markers of Buddha
which are usnīsa (protuberance) on the top
head, the curl of hairs between the brows
(ūrnā) and, elongated earlobe. Buddha’s
eyes are half-closed (ardhōnmilita) and his
face expresses calm and peaceful (saumya)
expression. Its oval face has a straight nose,
eyebrows, lips and visible part of the eyes
following the Gupta style’s conventions
of modelling the face. The drapery consists
of lower garments and the cloth covers
both its shoulders. And one end of cloth
held by his left hand. Even the way the
heavy robes are arranged to show off the
body’s contours and the way the folds are
defined seem to have an affinity to the
Mathura tradition of the Gupta era. Buddha
stands in the symmetrical (samabhanga)
posture and, his right-hand poses in the
abhayamudrā. Jamkhedkar mentions this
sculpture belonged to fifth CE Mathura
Gupta art by comparing it with the Buddha
image from Dhanesar Khera (Uttar
Pradesh). It is exhibited in the USA, at
the Nelson Gallery of the Atkins Museum,
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in Kansas (Jamkhedkar: 1991 b, p. 87-88).
Further, he says this Mathura style of
Buddha image may have been imported
from the northern region of Gupta (1991
b, p. 87-88) which is quite possible.

Fig.-2 : Buddha, bronze, c. fifth century CE,
Hamlapuri, Nagpur, Maharashtra, Photo

Credit: A.P. Jamkhedkar

The other two Buddha images from
Hamlapuri are relatively small compared
to the mentioned earlier Mathura-style
Buddha. Among them, one image (Fig. 3)
stands in a standing posture (sampada-
sthān). Its left arm is in the act of holding
the end of the sanghatātī and the other
hand poses in the Abhay mudrā. The robe
is worn in the ‘open clad’ fashion where
its right shoulder remains uncovered. This
close-fitting garment has no folds except
at the lower part where a semi-circular form
of clothing is observed which is held by

the left-hand wrist. Its egg-shaped rounded
faces with a faint smile make these images
very different from the earlier image. Jam-
khedakar (1991 b, p. 88) says it has a typical
Deccan style. The torso of the Buddha
image is slim and slender like the other
images carved in Paunar. Therefore, the
Deccan style is not the proper terminology
for the Hamlapuri images. However, these
bronze images have their uniqueness due
to being found in very few numbers. Vākātaka
period’s nail-headed inscription was found
over the pedestal which was discovered along
with Buddha images. Pradip Meshram and
Dhiraj Choudhari translate this inscription,
it says Sakya-bhikshu Bhadanta Sangha-
sena gave this donation in honour of his
parents (Meshram and Choudhari: 2012,
p. 27).

Fig. 3: Buddha, bronze, c. fifth century CE,
Hamlapuri, Nagpur, Maharashtra, Photo

Credit: A.P. Jamkhedkar
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Conclusion:

Spanning the historical timeline from
the Mauryan to the Vākātaka era in the
Vidarbha region, Buddhism underwent a
dynamic trajectory, experiencing fluctua-
tions in both patronage and existence.
Initially, it thrived as the predominant religion
in the area, enjoying support from royalty
and the common populace. However, during
the Vākātaka period, a discernible shift
occurred as royal patronage pivoted entirely
towards Brāhmanical practices, with even
the merchant class redirecting their support
to Brāhmanism. Despite these transforma-
tions, Buddhism persisted, albeit in the
shadow of Brāhmanism. This nuanced co-
existence is vividly illustrated by the artefacts
unearthed at sites like Hamalapuri and
Paunar, where Buddha images endure as
silent testaments to Buddhism’s enduring
presence amid the prevailing Brāhmanical
landscape.
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DeeOegefvekeâ ce}Ùee}ce veeškeâeW ceW meceepe Deewj mebmke=âefle
keâe mke™he

[e@. megefcele heerÊ keerÊ
meneÙekeâ Øeeshesâmej (efnvoer)

heer.Deej.Sve.Sme.Sme. keâe@uespe, ceóvetj, keâCCetj, kesâjue

meejebMe :

heeMÛeelÙe meeefnlÙe kesâ ØeYeeke mes ce}Ùee}ce meeefnlÙe #es$e hej pees Yeer heefjkele&ve ngS nQ GvnW DeeOegefvekeâ keânvee
meceerÛeerve }ielee nw~ DeeOegefvekeâ ce}Ùee}ce meeefneflÙekeâ heefjÂMÙe hej OÙeeve oWies lees GheefvekesMekeeoer efMe#ee
ØeCeeef}ÙeeW kesâ keâejCe kew%eeefvekeâ-ØeewÅeesefiekeâer efke<eÙe kesâ meeLe mebyebOe, ieÅe jÛeveeDeeW keâer ØeOeevelee, keâesMe leLee
kÙeekeâjCe «ebLeeW kesâ efvecee&Ce FlÙeeefo keâer Yetefcekeâe keâe mhe<š helee Ûe} peeSiee~ Ùeneb hej DeeOegefvekeâ ce}Ùee}ce
veeškeâeW ceW meceepe Deewj mebmke=âefle kesâ mke™he keâes hejKeves keâe ØeÙeeme efkeâÙee pee jne nw~

yeerpe Meyo :
ce}Ùee}ce meeefnlÙe, DeeOegefvekeâlee, veeškeâ, mebmke=âefle, meceepe, cenlkehetCe& veeškeâkeâej

DeeOegefvekeâlee kesâ oewj ceW mebmke=âefle Deewj meeefnlÙe
DeefYepeele keie& kesâ neLe ceW Les~ Gòej-DeeOegefvekeâleekeeo ves
meeceeefpekeâ peerkeve ceW kÙeefòeâ, meceepe, Fefleneme, Yetefce,
je<š^ Deeefo meYeer ÛeerpeeW keâes keâF& mlejeW mes leesÌ[ves keâe
keâece efkeâÙee nw~ DeeOegefvekeâ meceÙe lekeâ hengbÛeves hej
GhevÙeemeeW keâer mebKÙee ceW ke=efæ, mebmkeâjCeeW ceW ke=efæ,
hee"keâeW keâer mebKÙee ceW ke=efæ Yeer ngF& nw~ DevÙe meeefneflÙekeâ
efkeOeeDeeW kesâ efkehejerle Gòej DeeOegefvekeâleekeeo kesâ meceÙe
GhevÙeeme efkeOee ves Dehevee mLeeve cepeyetle keâjlee jne nw~

‘DeeOegefvekeâlee’ keâes Deiej heefjYeeef<ele keâjW lees ceveg<Ùe
kesâ efkeÛeej Deewj DeefYe®efÛeÙeeW keâe mebkeOe&ve keâjles ngS
heeMÛeelÙe osMeeW mes GYej keâj DeeÙee Deeboes}ve nw~ Fmes
Deb«espeer ceW ‘cee[&sefvepce’ keâne peelee nw~ DeeOegefvekeâlee keâes
‘cee@[&sefvešer’ Ùee ‘cee@[&sefvepce’ Ùee Gmemes De}ie DeLeeX ceW
Yeer ØeÙeesie efkeâÙee peelee nw~ Dee}esÛekeâeW Éeje Decetceve
Ùen Yeer keâne peelee nw efkeâ efkejesefOeÙeeW Deewj ›eâesOeer }esieeW
keâer Yee<ee keâes ‘cee@[&sefvešer’ keâne peevee "erkeâ nw Deewj

Gmemes Flej Gmekesâ efkehejerle pees Yeer Okeefve nesieer meye
cee@[&sefveÌpedce nw~ 19keeR meoer ceW Ùetjeshe ceW hewâ}s Fme
Deeboes}ve keâe keâ}e, meeefnòÙe, efke%eeve, oMe&ve FlÙeeefo
ceW Yeer ØekesMe ngDee Deewj Oeerjs-Oeerjs Gve meyeceW yeÌ[s hewceeves
hej heefjkele&ve keâe keâejCe Yeer yevee~ Fmekesâ ØecegKe keâejCeeW
kesâ ™he ceW efkeÕe ÙegæeW kesâ keâejCe ngS Deelebkeâkeeo Deewj
Dejef#ele efmLeefle Leer~ hejbhejeiele efkeÕeeme, jerefle-efjkeepe
Deewj ceeveke cetuÙeeW keâes heefjkeefle&le keâj kÙeefòeâ peerkeve kesâ
Âef<škeâesCeeW keâes kesâvõ ceW jKe keâj DeeOegefvekeâlee keâe
efkekeâeme ngDee~ Deb«espeer meeefnlÙe #es$e ceW DeeOegefvekeâlee
keâe efkekeâeme 1965 ceW ngDee~ heeMÛeelÙe osMeeW ceW meyemes
DeefOekeâ DeeOegefvekeâlee keâefkeleeDeeW ceW Øekeâš ngDee Lee~
Øeke=âefle kesâ megboj ÂMÙeeW keâes vekeâejkeâj kÙeefòeâ efkeMes<e kesâ
efkekeâej mes mebyebefOele #eCeeW keâes efÛeef$ele keâjves keâe ØeÙeeme
DeeOegefvekeâ meeefnlÙekeâejeW Éeje efkeâÙee ieÙee~ DeeOegefvekeâ
jÛeveekeâejeW keâer Ùen efkeMes<e Øeke=efòe jner efkeâ hee"keâ keie&
Gvekesâ yeejs ceW keäÙee meesÛeWies Fmekeâer GvnW keâleF& efÛeblee
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veneR nesleer Leer~ Fme meboYe& ceW šerÊ SmeÊ Fef}Ùeš (kesmš
}Q[) pescme peesÙeme (Ùetef}efmeme) keâe efpe›eâ keâjvee GefÛele
nesiee~ Ùes jÛeveeSb kewÙeefòeâkeâ ve neskeâj ™heiele mebkeâuheveeDeeW
kesâ meeLe jÛeveekeâejeW keâes DeeOegefvekeâlee keâer Deesj KeeRÛes }s
ieÙes~

ce}Ùee}ce meeefnlÙe ceW DeÙÙehhee heefCekeâj kesâ
‘kegâ®#es$e’ keâefkelee (1960) kesâ meeLe Meg™ Ùen
DeeOegefvekeâlee ves keâneveer Deewj GhevÙeeme #es$e ceW Øekeâš
n}Ûe} ceÛee oer~ Ùetjeshe keâer DeeOegefvekeâlee keâe ØeYeeke
ce}Ùee}ce keâer DeeOegefvekeâ keâefkeleeDeeW hej Yeer Øekeâš
ngDee~ keâeuheefvekeâlee keâes otj nšekeâj keâkeäkeâe[ Deewj
Sce ieesefkevove keâer jÛeveeSb hee"keâeW kesâ meeceves Dee
ieÙeeR~ meefÛÛeoevebove, Deeštj jefkekecee&, keâ[cceefveóe,
Sce.Sve. hee}tj, ÛesefjÙeeve kesâ ÛesefjÙeeve, kesâ peer Mebkeâj
efheu}w, yee}Ûebõve Ûegefu}keâe[ pewmes keâF& keâefke DeeOegefvekeâlee
kesâ Éeje Deheveer keâefkeleeDeeW keâes }skeâj Øekeâš ngS~ Gmeer
meceÙe keâLee meeefnlÙe ceW SceÊ heerÊ veejeÙeCe efheu}w,
DeesÊ keerÊ efkepeÙeve, SceÊ cegkegâbove, keâekeäkeâvee[ve, mesleg,
mekeäkeâefjÙee, Deevebo, hegveefòe} Deeefo ØeefleYee mebheVe }esieeW
keâer jÛeveeSb hee"keâeW keâes Skeâ veÙee DevegYeke Øeoeve
efkeâÙee~ Fvekeâer jÛeveeDeeW ceW hejbheje keâer meerceeDeeW keâes
}ebIeves keâer jerefle, Deefmlelke kesâ ve<š nesves keâe og:Ke,
Dekeceevevee, De}ieeke keâer Yeekevee Deeefo cegKÙe efke<eÙe
yeves~ cegKÙe ™he mes Dees keer efkepeÙeve kesâ Kemeeefkeâvš
Feflenemece (Kemeekeâ keâe Fefleneme), Deevebo kesâ DeYeÙeeefLe&keâ},
keâekeäkeâvee[ve kesâ G<Ce cesKe}e, cegkegâbove kesâ nefjÉej ceW
IebefšÙeeb yepe jner nQ Deeefo GhevÙeemeeW ceW DeeOegefvekeâlee kesâ
cegKÙe }#eCe–efve<esOe mkej, efvejeMee keâer Yeekevee Deeefo
Ieg}-efce} ieÙee nw~ efpevoieer kesâ yeejs ceW megboj mehveeW ceW
KeesÙes jnves mes pÙeeoe LeesÌ[s meceÙe kesâ megKe kesâ ef}S
heeie}heve keâer Deveble Deemeceeve keâer Deesj GÌ[ves kee}s
hee$e Fvekeâer jÛeveeDeeW keâer efkeMes<elee Leer~ keâneefveÙeeW ceW
DeeOegefvekeâlee keâes }eves kee}s jÛeveekeâejeW ceW cegKÙe ™he
mes FvneR jÛeveekeâejeW hej efkeÛeej keâjvee nesiee~ keâe}ehe<eÌkeäkeâce
(keâekeäkeâvee[ve), Sógkeâe}er, heejkeâ} (Dees keer efkepeÙeve),
cegb[vece ÛesÙÙehhesóe peerefkelece, jeOee jeOee cee$ece (Sce
cegkegâbove), ØehebÛeeefòevšs DekeefMe<šbie}-Deesefj[òe (mekeäkeâefjÙee),

otle, meceÙece (mesleg), kegâ<eea mecele}ce (Deevebo), ceg®keâve
SVee heebheeóer peespe& Deejecevšs keâesšleer (Sce heer veejeÙeCe
efheu}s), YeÇebleve hetkeäkeâ}, ce}ecegkeâef}}s Deyogu}e (hegveefòe})
Deeefo keâneefveÙeeb DeeOegefvekeâlee keâer efkeMes<eleeDeeW keâes mebpeeskeâj
jKeleer nQ~ Deeies nce DeeOegefvekeâ ce}Ùee}ce veeškeâeW ceW
meceepe Deewj mebmke=âefle kesâ heefjÂMÙe hej efkeÛeej keâjWies~

veeškeâ }esieeW keâes Deekeâef<e&le keâjves kee}e ÂMÙe
ØeOeeve keâ}e nw~ veeškeâ keâer keâLeekemleg meeOeejCele:
mecemÙeeDeeW mes Yejer efpevoieer kesâ efkeâmeer Yeeie keâe ceeefce&keâ
efÛe$eCe neslee nw~ peerkeve keâes Gmekesâ mebhetCe& nekeYeeke kesâ
meeLe cebÛe hej Øemlegle keâjves kesâ ef}S veeškeâ kesâ De}ekee
keâesF& keâ}e ™he Ghe}yOe veneR nw~

keâeef}oeme kesâ ‘DeefYe%eeve Meekegâble}ce’ keâes 1882
ceW kesâj} kecee& keef}Ùee keâesF&lebyegjeve ves ‘ceefCeØekee}e
Meekegâble}ce’ veece mes Devetefole keâj ØekeâeefMele keâjves hej
ce}Ùee}ce ceW veeškeâ #es$e keâe ßeerieCesMe ngDee~ }sefkeâve
SÊ [erÊ nefjMecee& ves Ùen meeefyele efkeâÙee nw efkeâ Fmemes
hen}s ner kes}gòesjer kesâMekeve kewÅej ves ‘DeefYe%eeve Meekegâble}ce’
keâe Devegkeeo efkeâÙee Lee~ Deme} ceW, Fve meejer yeeleeW mes
hen}s hegle&ieeef}ÙeeW kesâ mebheke&â mes ce}Ùee}ce veeškeâ #es$e
keâer yeÌ[er Ghe}efyOe ngF& nw~ ÙetjesheerÙe veeškeâ efmeæeleeW
keâer ÚeÙee ceW ce}Ùee}ce ceW veeškeâ keâer efkeefYeVe Mewef}Ùeeb
efkekeâefmele Yeer ngF& nQ~ Oece& heefjkele&ve kesâ yeeo F&meeF& Oece&
kesâ efkeÕeemeer yeves }esieeW Éeje Ùes veeškeâ-efvecee&Ce mebheVe
nesles Les~ Fve yeeleeW kesâ ieewCe nesves hej 1882 ceW
DeeefÙeuÙece efle®vee} cenejepee ves ‘Meekegâble}ce’ keâe
‘Yee<ee Meekegâble}ce’ veece mes Devegkeeo efkeâÙee Lee~

ce}Ùee}ce ceW 1882 ceW kesâj} kecee& keef}Ùee
keâesefÙeòebyegjeve Éeje keâeef}oeme ke=âle ‘DeefYe%eeve Meekegâble}ce’
keâe Devegkeeo keâj ØekeâeefMele keâjves kesâ yeeo veeškeâ efkeOee
keâer Meg™Deele ngF&~ Devegkeeo, leceeMee lekeâ meerefcele
neskeâj jnves kee}s ce}Ùee}ce veeškeâ #es$e ceW Skeâ veÙeer
Tpee& 1930 kesâ yeeo DeeÙeer Leer~ Fme heefjkele&ve kesâ
heerÚs kesâ ØecegKe keâejCe jepeveereflekeâ meesÛe-efkeÛeej, meeceeefpekeâ
mecemÙeeSB FlÙeeefo Les~ Fmekesâ De}ekee }sKekeâ keâer
meeceeefpekeâ keÛeveyeælee Yeer Skeâ Øekeâš keâejCe kesâ ™he
ceW heefjCele ngDee~ veeškeâ kesâ #es$e ceW DeeOegefvekeâlee kesâ
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keòeâe yevekeâj keâF& cenlkehetCe& }sKekeâ Øekeâš ngS~

1. keerÊ šerÊ Yeóeflee fjhhee[ : Fvekesâ veeškeâ
De[gkeäkeâ}efÙe} efveVegce Dejbieòeskeäkeâ (jmeesF& mes cebÛe
lekeâ) keâe cebÛeve 1930 kesâ oewjeve ngDee~ vebhetefojer
mecegoeÙe keâer efm$eÙeeW keâer ogefmLeefle keâes Gmekeâer iebYeerjlee
kesâ meeLe GvneWves Øemlegle efkeâÙee~ meeceeefpekeâ heefjkele&ve
ner veeškeâ keâe }#Ùe Lee~ Sce.Deej. Yeóefleefjhhee[
kesâ veeceškeâ cejkeäkegâ[keäkegâefu}}s cenevejkeâced
(1930) SceÊ heerÊ Yeóefleefjhhee[ kesâ $e+legceefle
(1944) Deeefo veeškeâeW keâes ‘Ùeesie#esceveeškeâ’ kesâ
veece mes hegkeâejles Les~ vebhetefoefj meceepe keâer Øeieefle
kesâ ef}S keâece keâjves kee}er mebmLeeSb LeeR – Ùeesie#esce
meYee Deewj Ùegkepeve mebIe~

2. hegef}ceevee hejcesÕejve efheu}w : Fvekesâ Éeje ef}efKele
‘mecelkekeeoer’(1944) keâes ce}Ùee}ce veeškeâ kesâ
#es$e ceW ‘ceer} keâe helLej’ ceevee peelee nw~ Fymeve
kesâ yeeo veeškeâ mebyebOeer Ùetjeshe kesâ n}Ûe} keâes
mecePeves kesâ ef}S hegef}ceevee Éeje keâer ieÙeer efkeefYeVe
keâesefMeMeeW keâe veleerpee nw Ùen veeškeâ~

3. Sve ke=â<Ceeefheu}w : veeskeer&efpeÙeve veeškeâkeâej Fymeve
kesâ veeškeâ mebyebOeer efkeefYeVe lelkeeW Skeb DeeoMeeX keâes
ce}Ùee}ce veeškeâeW ceW Gmekeâer }eÙekeâ iebYeerjlee kesâ
meeLe Øemlegle keâjves keâe ßesÙe Sve ke=â<Cee efheu}w keâes
peelee nw~ ‘Fymeefvepce’ keâe ØeYeeke heeMÛeelÙe veeškeâeW
kesâ meeLe YeejleerÙe veeškeâ #es$e keâes Yeer ØeYeeefkele
efkeâÙee~ Fymeve keâer meesÛe Deewj DeeoMeeX keâes meeceves
jKeles ngS ke=â<Cee efheu}w Éeje jefÛele ØeLece veeškeâ
nw –Yeivee Yekeveced (1942)~ keâvÙekeâe, ye}eye}ce,
Devegjbpevece, ce®hheÛÛee, De<eefcegKeòeskeäkeâ, oMe&vece
Deeefo keâF& cenlkehetCe& veeškeâeW keâer jÛevee GvneWves
keâer~

4. meerÊ pesÊ Lee@ceme : efkekesÛeve-efkeM}s<eCe keâjles ngS
veeškeâeW keâer jÛevee keâjves kee}s veeškeâkeâej Skeb
Dee}esÛekeâ kesâ ™he ceW meerÊ pesÊ keâe ce}Ùee}ce
veeškeâ #es$e ceW KÙeeefle Øeehle nw~ ce}Ùee}ce veeškeâ
kesâ oeMe&efvekeâ Deewj cebÛehejkeâerÙe pees DeeOegefvekeâ

heefjkele&ve mebYeke ngDee ken hetjer lejn meer.pes keâer ner
osve nw~ ce}Ùee}ce veeškeâ ceW DeeOegefvekeâlee yeesOe
kesâ yeerpe yeesves kee}s cenlkehetCe& veeškeâkeâejeW ceW
meer.pes keâe yengle yeÌ[e Ùeesieoeve nw~ Dekeve keeR[gce
ke®Vet, ›eâeFce 27, Dee ceveg<Ùeve veer leVes, Mee}esceer,
efheMegkeäkeâvšs keâuÙeeCece Deeefo Gvekesâ cenlkehetCe&
veeškeâ nQ~

5. Ûes®keâe[ : meeceeefpekeâ, jepeveereflekeâ ™he mes keÛeveyeæ
Ûes®keâe[ keâcÙegefvemš heešer& kesâ keâeÙe&keâlee& Les~ ieebke
kesâ lelkeâe}erve efpevoieer keâes, keu}gkevee[ kesâ ke=â<ekeâeW
kesâ Deeboes}ve keâes Ûes®keâe[ ves Deheves veeškeâeW ceW
efÛeef$ele efkeâÙee~ efnvot-cegme}ceeve kesâ Deehemeer efce$elee
keâer DeekeMÙekeâlee, vebhetefojer mecegoeÙe ceW Deepe Yeer
keâeÙece jnves kee}s DeveeÛeej-DebOeefkeÕeeme, efkeâmeeveeW
keâer efkeefYeVe mecemÙeeSb Deewj efMe#ee mes pegÌ[er mecemÙeeDeeW
keâes GvneWves Deheves veeškeâeW kesâ efke<eÙe yeveeÙee~
Fvekesâ cenlkehetCe& veeškeâ nQ – ceveg<Ùee ùoÙebie},
kegâefóòebhegjeve, efkeMegæe vegCee, Ûegóg efke}keäkeâ,
DeCekeäkesâó, vecce}esVeg Deeefo~

6. leesefhhe} Yeemeer : ce}Ùee}ce veeškeâ keâes pevelee
kesâ yeerÛe KeÌ[e keâj Gmes meYeer lejn kesâ }esieeW Éeje
mkeerke=âefle efo}eves keâe keâece leesefhhe} Yeemeer ves
efkeâÙee~ keâcÙegefvemš efkeÛeejOeeje Fvekesâ veeškeâeW keâer
cegKÙe efyevog Leer~ meeceeefpekeâ mecemÙeeDeeW keâes GvneWves
jepeveerefle kesâ DeeFves mes osKee Deewj hejKee~ ‘cegVesóce’
veecekeâ Skeâebkeâer keâer jÛevee GvneWves meyemes hen}s
keâer~ jepeveerefle ceW leLee meeceeefpekeâ peerkeve ceW leer›e
Deewj keâ"esj DevegYekeeW mes Ùegòeâ veeškeâeW keâes GvneWves
ef}Kee~ Fmekesâ De}ekee, efvebie}sVes keâcÙegefvemšekeäkeâer,
cegef[ÙeveeÙee heg$eve, cet}Oeveced, hegefleÙee DeekeâeMece
hegefleÙee Yetefce, leg}eYeejce, efhe}jhe Deeefo DevÙe
veeškeâeW keâer jÛevee Yeer GvneWves keâer~ Fve meYeer
veeškeâeW ceW meeceeefpekeâ mecemÙeeDeeW keâes iebYeerjlee kesâ
meeLe kÙeòeâ keâjves keâe ØeÙeeme Yeer GvneWves efkeâÙee~
peceeRoejeW Éeje efkeâmeeveeW keâe Mees<eCe, jepeveereflekeâ
heešer& kesâ ef}S efove-jele cesnvele keâjves kee}s meeceevÙe
pevelee keâer ne}le, cepeotj keie& kesâ }esieeW keâer
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heešer& kesâke} Deeboes}ve kesâ ef}S veneR efvecee&Ce kesâ
#es$e ceW Yeer keâece keâjves keâer DeekeMÙekeâlee nw Deeefo
efkeefYeVe yeeleeW keâes GvneWves Deheves veeškeâeW ceW efÛeef$ele
efkeâÙee~

7. kesâÊ šerÊ cegncceo : ceOÙekeieer&Ùe }esieeW kesâ peerkeve
keâer kesoveeDeeW keâes leLee Oece& mes pegÌ[s DeveeÛeejeW keâes
FvneWves Deheves veeškeâeW ceW peien oer~ cegme}ceeve
mecegoeÙe kesâ yeerÛe kÙeehle DeveeÛeejeW leLee DebOeefkeÕeemeeW
keâe heoe&heâeMe keâjves kee}e veeškeâ Fleg YetefceÙeeCeg
(Ùen he=Lkeer nw) keâer jÛevee cegncceo ves 1955 ceW
keâer~ meeceeefpekeâ mecemÙeeDeeW kesâ meeLe Iej mes pegÌ[er
mecemÙeeDeeW keâes Yeer GvneWves Deheves veeškeâeW keâe
efke<eÙe yeveeÙee~ ce}Ùee}ce veeškeâeW keâer jbiecebÛeerÙelee
hej DeefOekeâ efkeÛeej keâj Gmes DeefOekeâ }eskeâefØeÙe
yeveeves ceW cegncceo ves yeÌ[e Ùeesieoeve efoÙee~ me=ef<š,
efmLeefle, mebnejce, mebiecece, mecevkeÙece, kesef}ÛÛece
efke}keäkeâvkesef<ekeäkegâVeg, keâeheâj, vee}keäkeâke}e, met$eOeejve
Deeefo Gvekesâ cenlkehetCe& veeškeâ nQ~

8. SveÊ SveÊ efheu}w : meeceeefpekeâ [eRie hej Øenej
keâjvee Gvekeâe }#Ùe Lee~ ceeefce&keâ Deewj hegâleer&}er
yeeleÛeerle kesâ ceeOÙece mes cebÛe hej ØeYeekeer DeefYeveÙe
Øekeâš keâjves keâer efkeMes<e #ecelee Gvekeâer Leer~ ‘ieef}ÙeeW
keâer efpevoieer kesâ DebOesjs Ûesnjs, efkeÕeemeeW kesâ KeesKe}sheve,
keâevetve kÙekemLee keâer keâhešlee, kele&ceeve-meeceeefpekeâ-
jepeveereflekeâ mecemÙeeDeeW mes peesÌ[keâj GvneWves Øemlegle
efkeâÙee~ meceepe kesâ GÛÛe heoeW hej keâece keâjves kee}s
}esieeW kesâ efoKeekešer Ûesnjs keâes Keg}sDeece Øemlegle
keâjvee Gvekeâe }#Ùe jne nw~’1 Deelceye}er, ieesefju}e,
›eâesmeyesuš, F&Õejve Dejefmš}, _eeve mkeie&efòe},
efke<eceke=òece Deeefo Gvekesâ Øeefmeæ veeškeâ nQ~

9. heesvekegâVece kekeâer& : meeceeefpekeâ Deewj Oeeefce&keâ
DeveeÛeejeW kesâ Øeefle keâYeer ve Kelce nesves kee}e ›eâesOe
kekeâer& kesâ veeškeâeW keâe mLeeÙeer Yeeke nw~ MeyoeW keâes
Deeie kesâ ™he ceW Øemlegle keâjvee kekeâer& keâer KeeefmeÙele

nw~ kekeâer& kesâ Devegmeej meceepe kesâ keCe& Deewj keie&
efkekesÛeve meyemes yeÌ[er mecemÙee nw~ Gvekesâ efKe}eheâ
Ùegæ keâjvee kes Deheveer efpeccesoejer ceeveles Les~ efkeâmeeve
kesâ hemeerves ceW heefjkele&ve keâer Yevekeâ megveves hej kekeâer&
Gve efkeâmeeveeW ceW mes Skeâ yeve ieÙee~ efke<eÙe Deewj
Øemlegefle ceW Gvekesâ veeškeâ }esieeW keâes }gYeeles pe™j
Les~ F®byegceje, keâCe&ve, mkeie&ce veeefCekeäkegâVeg, hetpee,
pesleekeâ} Deeefo Gvekesâ ÛeefÛe&le veeškeâ nQ~

SmeÊ S}Ê hegjce meoevevove, meerSve ßeerkeâb"ve
veeÙej, peer Mebkeâjefheu}w, heer.pes Svšveer, keâekee}ce veejeÙeCe
heefCekeâj, Deeefo ves Yeer ce}Ùee}ce DeeOegefvekeâ veeškeâ
keâes DeefOekeâ }eskeâ efØeÙe yeveeves ceW cenlkehetCe& Ùeesieoeve
efoÙee~ ‘DeeOegefvekeâ heeMÛeelÙe veeškeâeW mes mebheke&â jKeves
kesâ keâejCe ce}Ùee}ce veeškeâeW ceW Fme lejn keâer Øeke=efòeÙeeb
osKeves keâes efce}leer LeeR~ GveceW mes Skeâ nw– Syeme[&
veeškeâ~ Deefmlelkekeeo Fmekeâe ØecegKe keâejCe Lee~ oMe&keâeW
keâes DeeMÛeÙe&Ûeefkeâle keâj osvee, GveceW Mekeâ hewoe keâjvee,
GveceW iegmmee hewoe keâjvee Deeefo Syeme[& veeškeâeW kesâ
meeceevÙe iegCe-}#eCe Les~’2 Fmekesâ De}ekee pece&ve veeškeâeW
ceW Øeefmeæ Sefhekeâ efLeÙesšj Yeer ce}Ùee}ce veeškeâ #es$e
keâes ØeYeeefkele efkeâÙee Lee~

efve<keâ<e& : ce}Ùee}ce DeeOegefvekeâ meeefnlÙe #es$e
keâer ieÅe efkeOeeDeeW ceW Dee}esÛevee, yee} meeefnlÙe, kew%eeefvekeâ
meeefnlÙe, efveyebOe, Ùee$ee ke=òe Deeefo leceece efkeOeeDeeW ceW
jÛeveeSb ef}Keer peeleer jner nQ~ Fme }sKe kesâ ceeOÙece mes
mebhetCe& DeeOegefvekeâ ce}Ùee}ce ieÅe meeefnlÙe hej meeceevÙe
peevekeâejer Øeehle keâj mekeâles nQ~ efkemle=le DeOÙeÙeve keâer
DeekeMÙekeâlee heÌ[ves hej Fme meboYe& ceW Ghe}yOe meboYe&
«ebLeeW keâer meneÙelee }s mekeâles nQ~

meboYe& metÛeer :
1. S®ces}er, ce}Ùee}ce meeefnlÙe keâe}Keóvieef}}tšs,

he=Ê 536

2. S®ces}er, ce}Ùee}ce meeefnlÙe keâe}Keóbieef}}tšs,
he=Ê 551
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Abstract :

Tholkappiyam, the ancient text of grammar, has broken down explanations of all
the elements of language to give a place for scientific changes and advances.
Tholkappiyam is not only a composition book but also a grammar book for music and
Natak Tamil. Its unique feature is that Tamil, a highly unique classical language, has
the three talents of literature, music, and drama. All three are interdependent. The
glory of preserving the art of music through the texts belongs to Sangam literature.
Music is one of the special arts. Music is based on sound. The basis of music is to
absorb the sound through the sense of hearing and distinguish it and systematically
combine the sound parts to create a taste. Tamilisai is very old. Sacredly protected
and nurtured by the Tamils   for centuries. Musical songs composed in Tamil are
called Tamilisai and the grammatical system of music classification is called Isaithamil.
This tradition originates from the Tholkappiyam, an ancient grammar book. So the
news about Tamilisai can be found in Tholkappiyam, Sanga literature books like
Yettuthogai, Pathupaattu, Pathinenkeezhkanaku, examine the messages about the art
of music through the songs of these books from a scientific point of view.

Keywords :

Valiyisai – Innoli – Innisai – Panchuram – Nellarikinai

Introduction :

Science is the intellectual explanation
of an idea. Science is understood to be
multi-disciplinary. They include physics,
chemistry, zoology, botany, anthropology,
genetics, mathematics, medicine, astronomy,
etc. Legendary literature has incorporated
scientific ideas. Tamilisai also has many
rare scientific concepts through the above
methods. The purpose of this study is to

explore those concepts.

Scientific thinking can help us under-
stand the nature of music and its structure.
For example, sounds are divided into three
categories: sweet, normal and harsh. Veena
sound, flute sound, etc., have pleasant
sounds. Cat meowing, chattering voices,
etc. are classified as normal sounds and
thunder sound, tiger’s roar, and lion’s roar
are severe sounds. From this, the sounds
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that give a sweet musical taste of Singu-
larly Harmonious are called individually
sweetened. Harmoniously blended sounds
in Bandare called Collectively sweetened.
It is divided into A solo can include a
soloist singing or playing the flute. The
ensemble includes the playing of yazh and
flute together. Those with a keen sense of
hearing can distinguish and perceive
subtle sounds. The human mind seeks to
distinguish sound. Thirunavukarasar in
Devarappadal

Osai oliyelaam anai neeye

Devaram:6-252-1

It can be seen what has been said
about God. Music is a regular controlled
sound.

Yezhisai yezh narambin osaiye

Devaram:7-83-6

It is said that the sound arising from
the nerve is shrill. So it can be understood
that the basis of music is regular, pleasant
sound. Also known as Innisai& Innoli.
Music appears to be the utility of sound.
Sound is embodied through music. Where
sound and music are used in the same
context

Innisai Veenai Perunkathai.1-38-197

Innoli Veenai Perunkathai;.1-40-117

These lines can be seen in Perungathai.
It is therefore realized that music and sound
were regarded as of the same nature.

Music is the aggregation of sound that
arises in such a way that life can be perceived
by its hearing capacity. They are considered
to be music because they are elongated
and played in the mass of these syllables.

The set of music that is played in
harmony with a regularity is therefore like

a word and is then called pan. The fact that
music disappears when music plays as a
group is evident from what Appar says as
‘paatisaiyil pan’ and Thirugnana sambandar
as ‘pankattum Isai’.

Music is the sound produced from the
air that is properly expressed according
to the thoughts of living beings. Tholka-
ppiyam says that music is the sound of the
letters as long as they are stretched out
and the letters are scattered.

Alapiran thuyirthalum mottrisai

Needalum

Ulavena mozhiba

Thol.Yezhuthu:33:1,2

Isaiyidan arugum

Thol.Yezhuthu:13:2

Thus the sound that produces music
is called oliyial in science.

The Birth of Music :

The birth of music is explained in a
very subtle way in Tamilisai from a scienti-
fic point of view. The basis of music is
sound. The birth of writing that is the basis
of language is made up of sound. Sound
comes out of the air. When the vibrations
of sound are regulated and released, the
sound is formed and recorded in the
auditory system. Tholkappiyar calls this
‘Valiyisai’.

Agathezhu valiyisai yarithaba naadi

Yalapit Koda landhanar maraite

Yagthiv nuvala thezhunthu purathisaikku

Meitheri valiyisai yalavuruvan risine

Thol:Yezhuthu.:102

When the sound of the wind is heard
in the noodba, it is expressed to the mind
of the human being, it is called ‘Vazhiyisai’.
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Moreover, the air that arises from the
source and is born as a mere nadham and
then as a letter.

Unthi muthala munthuvali thondri

Thalaiyinum midatrinum nenjinum nilaiyip

Pallum ethazhum naavum mookkum

Annamum mulappada venmurai nilaiyana

Uruputru amaiya neripada naadi

Yella Ezhuthum sollum kalai

Pirapinakkam veru veru yiyala

Thirappada theriyung katchiyana.

Thol.Yezhuthu:83

The air that rises from the pumping
in the subtleties rises upwards through the
chest and reaches the mouth through the
head, sphincter, etc., and appears as a
sound by the effort of the throat and is
born as letters by the efforts of the lips,
tongue, teeth, palate, and nose. They are
then born into different musical sounds
called Sa Ri Ga Ma Pa Da Ni respectively.
The basis of all sound is due to the air
that comes from the pump. Valiyisai is the
creation of letters and subsequently musical
compositions.

The musical tradition of the Pancha
marabu is subtle about the organs in which
the inner ezhuthu vazhiyisai is expressed.

Pavo dinaitha lisaiyendrar pannendra

Thova porunthana mettanum-Paava

Yeduthal mudhala virunaangum pannit

Paduthamaiyat pannendru paar

Panchamarabu .Nootpa:50

 That is to say, the pan is accompanied
by the song. Appearing in the eight parts
of the body. It means that the song is sung
by the eight kinds of musical professions
such as Yeduthal, Paduthal, nalitam,

kambitham, kudilam, sound, Uruttu and
Thooku.

Tolkappyar has used certain types of
words to denote music, sounds. They are

Kambalai Summai Kaliye yazhungal

Yendrivai nangum aravap porula

Thol.Sol. Uri.Nootpa:349

Kambalai, Summai, Kali and Azhungal
are the four Aravas that convey the musical
beauty of Senavariyar.

Birth of swaras :

The origin of the swaras is also
mentioned, just as Tholkappiyar said the
origin of the letters.

Kuraladu midatril thutham naavinil

Kaikkilai annathil sirathil uzhaiye

Ili netriyinil vilari nenjinil

Tharam nasiyil thaam pirappenba.

Pingala nikandu:1402

That’s what the Pingala Nikandu says.

Kural - Throat

Thutham -  Tongue

Kaikkilai -  palate

Ulai -  Head

Ili -  Forehead

Vilari -  Chest

Tharam -  Nasal

These are marked based on the places
where vibration occurs when the musical
strings are pronounced.

Subtle Sense of Music :

Kannilum seviyinum nunnithin unarum

Unarvudai manthatku allathu theriyin

Nannaya porulkol yennarun guraithe

Thol.111-6-27
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The nootpa considers both the visual
and the hearing better. If we study them
from a scientific point of view, all the
objects of the world can be seen and heard
by the waves of light and sound. To see
and hear such waves requires very subtle
energy. It is rare to perceive them in a normal
state. Our eyes can see only 15 to 15,000
waves of light per second. Similarly, our
ears can only hear sounds of 20 to 20,000
frequencies. Every human being has a
difference in this. The pitch of sounds we
hear has a high boundary and a lower limit.
We cannot hear sounds with a frequency
of less than 16. We cannot hear similar
sounds with a frequency of more than
20,000. Tholkappiyar has already
explained this subtle feeling.

Pan :

Pan is a type of sound. The sound that
gives sweetness to the ear with restraint
is often said to be Nathan, music, pan, etc.
Music that does not give pleasantness to
the uncontrolled ear becomes noise.

In the Tolkappiyam he mentions many
things as the themes of lands.

Theiva munaave maamaram putparai

Seithi yazhin paguthiyodu thogaiyi

Avvagai piravum tharuvena mozhiba

Thol.Porul:964

In the book, the paraiyam panisai
instrument yaazhum is also mentioned as
a percussion musical instrument.

All the four types of lands are defined
in the name of the respective lands.
Tholkappiyar mentions four types of lands
and their respective properties. Sangam
literary texts provide evidence for knowing
about the people who used pan, the

properties mentioned in Tholkappiyam,
their characteristics and the context in
which pan was used.

The yaazh of kurinji land is called
kurinji yaazh, parai is called thonda-
kapparai, and pan is called kurinjipan.
During the Sangam age, a kanavan
(Kuravan), who was guarding thinai-
punam, had forgotten his custody
because he was intoxicated. Then an
elephant came to eat millet. When his
wife saw it, she did not want to wake
up her husband and tried to save the
millet. She picked up the yaazh from
the ceiling and played the kurinjipan.
One of the Agananooru hymns
(Aga.102) explains that the elephant
fell asleep after hearing the yaazhisai.

The yaazh of mullai land is called
mullaiyaazh, parai is called erukot-
parai and pan is called sadaripan.

The yaazh of the Marudham land is
called Marudhayaazh, the parai is
called Nellarikinai and the pan is
called Maruthapan.

The yaazh of the neithal land is called
vilariyaazh, the parai is called
meenkotparai and the pan is called
sevvazhipan.

The yaazh belonging to the desert is
called paalai yaal, the parai is called
thudi and the pan is called panchuram.
When the robbers hear the music of
the palaiyaazh, the robbers, the heart
will be moved and they will abandon
the murderous instruments in their
hands.

Thus it can be seen that the name of
the land is said to be associated with
nature.
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Conclusion :

The way music and musical instru-
ments are intertwined with the life of
Sangam Tamils can be understood through
natural phenomena and natural sounds.
Tholkappiyam gives a basic description
of sounds and gives a clear idea about the
origin of scientific sounds and the structure
of Pan. Sangattamizhar’s hearing capacity
has been severe. The way in which all the
natural sounds have been arranged into
instrumental music and music can be seen
through Sangam literature songs and
Bhakti literature songs.

Synopsis :

Sounds have played a major role in
the entertainment and use of music in
people’s lives since then. All the natural
sounds are vividly illustrated. The etymo-
logy of palliam is the gift of Sangatta-
mizhar. The word music is also used in
the sense of sound. Objects are the
elements that help bring out inner feelings.
Pans, drums and lyres belonging to the
four lands mentioned in Tholkappiyam
have been discussed.
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Yeejle keâer meebmke=âeflekeâ efkeefkeOelee Skeb Skeâlee ceW mebieerle
keâer Yetefcekeâe

nvegceeve Øemeeo ieghlee
meneÙekeâ DeeÛeeÙe&, mebieerle ieeÙeve efkeYeeie

yemeble ceefn}e ceneefkeÅee}Ùe, jepeIeeš, keejeCemeer
(keâeMeer efnbot efkeÕeefkeÅee}Ùe kesâ efkeMes<eeefOekeâej kesâ Debleie&le)

meejeMeb :

Yeejle Deeefokeâe} mes ner Deheveer mece=æ meebmke=âeflekeâ efkeefkeOelee Skeb hejbhejeDeeW kesâ keâejCe efkeÕe heš} hej efkeMes<e
henÛeeve yeveeS ngS nw~ Deveskeâlee ceW Skeâlee YeejleerÙe mebmke=âefle keâer efkeMes<elee nw~ Yeejle ceW efkeefkeOe Oece&, Yee<eeSb,
yeesef}Ùeeb, jerefle-efjkeeÌpe leLee Yeewieesef}keâ efkeefYeVeleeSb nQ, yeekepeto Fmekesâ Yeer Skeâ DeKeb[ je<š^ kesâ ™he ceW Deef[ie
KeÌ[e nw~ mebmke=âefle keâe DeeOeej cegKÙele: meePesoejer mes nw~ Ùes meePesoejer ner mebmkeâej kesâ ™he ceW efmLele nw~ }eskeâve=lÙeeW
leLee }eskeâieerleeW keâe meerOee mebyebOe nceejer mebmke=âefle mes nw~ nw~ Yeejle kesâ ØelÙeskeâ #es$e keâe mebieerle keneB keâer efkeefMe<š
mebmke=âefle Deewj hejbhejeDeeW keâe Øeefleefyebye nw~ Ûeens ken hebpeeye keâe peerkeble YeebieÌ[e nes, jepemLeeve keâe jbieer}e }eskeâ
mebieerle, Ùee leefce}vee[g keâe Meem$eerÙe YejleveešŸece, ØelÙeskeâ mebieerle Mew}er Deheves #es$e keâer meebmke=âeflekeâ henÛeeve keâes
oMee&leer nw~ÙegieeW mes Yeejle Deheveer hejbhejeDeeW Deewj mece=æ mebmke=âefle kesâ ef}S peevee peelee nw~ DeeÙeeX, cegie}eW,
Deb«espeeW; Fme YeejleerÙe mebmke=âefle hej meYeer keâe ØeYeeke Lee~ Yeejle ves efkeefYeVe efkeÛeejeW, efkeÛeejeW Deewj Mewef}ÙeeW keâes
Deelcemeele efkeâÙee Deewj efheâj Yeer Deheves Deehe ceW Skeâ Devet"er mebmke=âefle yeveer jner~ }eskeâieerleeW Skeb ve=lÙeeW kesâ ceeOÙece
mes nce meefoÙeeW mes Deheveer mece=æ mebmke=âefle keâes Deye lekeâ yeÛeeS jKeves ceW meheâ} jns nQ~ Yeejle ceW efkeefYeVe DekemejeW
hej efYeVe-efYeVe Øekeâej kesâ ve=lÙe efkeâS peeles nQ~ Fve ve=lÙeeW kesâ meeLe ieeS peeves kee}s ieerleeW keâer efke<eÙe kemleg ceveg<Ùe
kesâ pevce mes }skeâj ce=lÙeg lekeâ kesâ efkeefYeVe heÌ[ekeeW hej DeeOeeefjle nesleer nw~ kele&ceeve ceW Yeejle ceW yengle mes Ssmes Menj
Deefmlelke ceW Dee Ûegkesâ nQ, efpevekeâe YeejleerÙe hejbheje Skeb mebmke=âefle mes keâesF& keemlee veneR nw~ YeejleerÙe mebmke=âefle kesâ
mebj#eCe kesâ ef}S YeejleerÙe mebieerle keâe mebj#eCe yengle Ìpe™jer nw~

metÛekeâ Meyo :

}eskeâ keâ}e, Deveskeâlee ceW Skeâlee, mebieerle, mebmke=âefle, Yeewieesef}keâ efkeefYeVeleeSB~

YeejleerÙe mebieerle keâe kewefÕekeâ cebÛe hej yeÌ{lee ØeYeeke
Fmes Skeâ cenlkehetCe& meebmke=âeflekeâ otle yeveelee nw~ Ùeesie,
DeeÙegke&so Deewj YeejleerÙe mebieerle kesâ ceeOÙece mes Yeejle keâer
meebmke=âeflekeâ henÛeeve keâes Debleje&<š^erÙe mlej hej yeÌ{ekee
efce}lee nw~ YeejleerÙe mebmke=âefle efkeÕe keâer meyemes ØeeÛeerve
mebmke=âefle nw pees }ieYeie 5,000 npeej ke<e& hegjeveer nw~

efkeÕe keâer hen}er Deewj ceneve mebmke=âefle kesâ ®he ceW YeejleerÙe
mebmke=âefle keâes ceevee peelee nw~ ‘efkeefkeOelee ceW Skeâlee’ keâe
keâLeve ÙeneB hej Deece nw DeLee&led Yeejle Skeâ efkeefkeOeleehetCe&
osMe nw peneB efkeefYeVe OeceeX kesâ }esie Deheveer mebmke=âefle
Deewj hejbheje kesâ meeLe MeebeflehetCeË lejerkesâ mes Skeâ meeLe
jnles nQ~ efkeefYeVe OeceeX kesâ }esieeW keâer Deheveer Yee<ee,
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Keeves keâer Deeole, jerefle-efjkeeÌpe Deeefo De}ie nQ efheâj
Yeer kees Skeâlee kesâ meeLe jnles nQ~ hetjs efkeÕe ceW Yeejle
Deheveer mebmke=âefle Deewj hejbheje kesâ ef}Ùes Øeefmeæ osMe nw~
Ùes efkeefYeVe mebmke=âefle Deewj hejbheje keâer Yetefce nw~ Yeejle
efkeefkeOe mebmke=âefleÙeeW keâe osMe nw, peneb efkeefYeVe Yee<eeSb,
Oece&, Deewj hejbhejeSb Skeâ meeLe efce}keâj DeefÉleerÙe
meebmke=âeflekeâ Oejesnj keâe efvecee&Ce keâjleer nQ~ Fme efkeefkeOelee
ceW Skeâlee keâe Øeleerkeâ YeejleerÙe mebieerle nw, pees meefoÙeeW mes
Fme Yetefce keâer OeÌ[keâve Deewj Deelcee jne nw~ mebieerle ves
ve kesâke} meebmke=âeflekeâ Oejesnj keâes mebjef#ele jKee nw,
yeefukeâ efkeefYeVe mecegoeÙeeW Deewj #es$eeW keâes Skeâlee kesâ met$e
ceW yeebOee nw~ Yeejle efkeÕe keâer meyemes hegjeveer meYÙelee keâe
osMe nw~ YeejleerÙe mebmke=âefle keâe cenlkehetCe& lelke DeÛÚs
efMe<šeÛeej, lenÌpeerye, meYÙe mebkeeo, Oeeefce&keâ mebmkeâej,
ceevÙeleeSB Deewj cetuÙe Deeefo nQ~ Deye peyeefkeâ njskeâ keâer
peerkeve Mew}er DeeOegefvekeâ nes jner nw, YeejleerÙe }esie
Deepe Yeer Deheveer hejbheje Deewj cetuÙeeW keâes yeveeS ngS nQ~
efkeefYeVe mebmke=âefle Deewj hejbheje kesâ }esieeW kesâ yeerÛe keâer
Ieefve…lee ves Skeâ DeveesKee osMe, ‘Yeejle’ yeveeÙee nw~
Deheveer Kego keâer mebmke=âefle Deewj hejbheje keâe DevegmejCe
keâjves kesâ Éeje Yeejle ceW }esie MeebeflehetCeË lejerkesâ mes jnles
nQ~ ÙegieeW mes Yeejle Deheveer hejbhejeDeeW Deewj mece=æ
mebmke=âefle kesâ ef}S peevee peelee nw~

mebmke=âefle Meyo keâer kÙeglheefòe ‘meced’ Ghemeie& hetke&keâ
ke=â Oeeleg mes megšd Deeiece leLee efkeäleved ØelÙeÙe mes ngF& nw~
efpemekeâe DeLe& nw Ye}erYeeBefle heefj<ke=âle efkeâÙee ngDee~
Oece&, meeefnlÙe, ceevekeerÙe cetuÙe Skeb DeeoMe& Fve meYeer
kesâ mebÛeÙe keâe veece ner mebmke=âefle nw~ efkeâmeer osMe keâer
GVeefle-Dekeveefle, GlLeeve-heleve, DeeÛeej-efkeÛeej Deewj
peerkeve heæefle keâes peeveves kesâ ef}S keneB keâer mebmke=âefle
keâe %eeve DeekeMÙekeâ nw~ mebmke=âefle keâer Øeef›eâÙee Skeâ meeLe
ner DeeoMe& keâes keemleefkekeâ Skeb keemleefkekeâlee keâes DeeoMe&
yeveeves keâer Øeef›eâÙee nw~ mebmke=âefle keâe #es$e Flevee DeefOekeâ
kÙeehekeâ Deewj ienve nw efkeâ Gmes efkeâmeer efveefMÛele heefjYee<ee
ceW yeeBOevee keâef"ve nw~ mebmke=âefle Éeje Gòece ceeveefmekeâ
Skeb meeceeefpekeâ iegCe ØeeogYe&tle nesles nQ~ mebmke=âefle keâe

DeeOeej cegKÙele: DeeÛeejeW mes nw~ Ùes DeeÛeej ner mebmkeâej
kesâ ™he ceW efmLele nw~ Fbef[Ùee, Yeejle, efnbogmleeve~
efkeefYeVe veece; efkeefYeVe efkeÛeej }sefkeâve Skeâ FkeâeF&~ Ùen
heefjYeeef<ele keâjvee cegefMkeâ} nw efkeâ ‘YeejleerÙe’ keâe keäÙee
DeLe& nw Deewj Ùen keäÙee oMee&lee nw~ keäÙee Ùen efnceeÛÚeefole
efncee}Ùe Éeje peevee peelee nw~ Ùee keâeWkeâCe ceW meoeyenej
pebie}eW Éeje? keäÙee Ùen yeveejme keâe jbieerve nes}er
lÙeesnej nw? Ùee yebiee} keâe jepeYeesie? Ùes meYeer YeejleerÙe
nesves keâe efnmmee nQ~‘YeejleerÙe’ kesâke} efkeMes<eCe veneR nw;
Ùen Skeâ Deelcee nw~

DeeÙeeX, cegie}eW, Deb«espeeW; Fme YeejleerÙe mebmke=âefle
hej meYeer keâe ØeYeeke Lee~ Yeejle ves efkeefYeVe efkeÛeejeW Deewj
Mewef}ÙeeW keâes Deelcemeele efkeâÙee Deewj efheâj Yeer Deheves
Deehe ceW Skeâ Devet"er mebmke=âefle yeveer jner~ mebieerle kesâ #es$e
ceW DevÙe #es$eeW keâer YeeBefle jepeveerefle, ØeevleerÙelee,
meecØeoeefÙekeâlee, peeeflekeeo, Oecee&vOelee Deeefo mebkegâefÛele
Âef<škeâesCe kee}er yeeleW keâce ner ØekesMe keâj mekeâer nQ,
keemleke ceW meecØeoeefÙekeâ meÆeke, Skeâlee hetCe&™he mes
mebieerle ceW ner efoKeeF& osleer nw~ mebieerle mecces}veeW ceW
Dekeämej Ùen osKee peelee nw efkeâ cebÛe hej efnvot ieeÙekeâ,
cegefm}ce leye}e keeokeâ ceje"er nejceesefveÙece mebielekeâej,
yeveejmeer meejbieerkeeokeâ FlÙeeefo efkeefYeVe keie& Skeb mLeeve
kesâ mebieerle%e YeejleerÙe mebieerle ceW IejeveeW keâer hejcheje
Deepe Yeer efkeÅeceeve nw, efpemekesâ heâ}mke™he efkeefYeVe
mecØeoeÙe kesâ }esie Deheves-Deheves Oece& kesâ hejchejeiele
yebOeveeW keâer hejkeen ve keâjles ngS DeelceerÙe Skeâlee keâe
Øeleerkeâ yeve peeles nQ~ ÙeneB ve keâesF& efnvot nw ve cegme}ceeve
ve efmeKe nw vee F&meeF& ve keâesF& yebiee}er nw ve ceje"er ve
ner keâesF& Deceerj nw ve meeceevÙe heefjkeej keâe~ ÙeneB meYeer
meceeve Yeeke mes keâ}e kesâ hegpeejer nQ~ Skeâ #es$e keâer
mebmke=âefle keâe keCe&ve meebmke=âeflekeâ ØeleerkeâeW Éeje efkeâÙee
peelee nw~ Yee<ee, mebieerle, ve=lÙe ™he, keemlegkeâ}e, efYeefòe
keâ}e- Ùes meYeer meebmke=âeflekeâ Øeleerkeâ Ùes oes Mewef}ÙeeB
Yeejle keâer keä}eefmekeâ }eskeâ mebieerle Mew}er yeve ieFË,
efpevneWves Yeejle ceW peÌ[W peceeves kee}er DevÙe meYeer mebieerle
Mewef}ÙeeW keâe DeeOeej yeveeÙee~
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 YeejleerÙe Meem$eerÙe mebieerle ceW mebieerle kesâ meYeer
kew%eeefvekeâ, oeMe&efvekeâ Deewj meeQoÙe& mebyebOeer hen}gDeeW keâe
pekeeye nw Deewj Fmeef}S Ùen Deheves Deehe ceW Skeâ mkeleb$e
keâ}e nw~ YeejleerÙe Meem$eerÙe mebieerle keâes mecePevee cele}ye
YeejleerÙe mebmke=âefle keâer peÌ[eW keâes mecePevee nw~ YeejleerÙe
Meem$eerÙe mebieerle keâer mejenvee Fme Øekeâej Yeejle kesâ
heejbheefjkeâ oMe&ve keâes Dehevee jner nw~ Ùes oes Mewef}ÙeeB
Yeejle keâer keä}eefmekeâ }eskeâ mebieerle Mew}er yeve ieFË,
efpevneWves Yeejle ceW peÌ[W peceeves kee}er DevÙe meYeer mebieerle
Mewef}ÙeeW keâe DeeOeej yeveeÙee~ YeejleerÙe Meem$eerÙe mebieerle
ceW mebieerle kesâ meYeer kew%eeefvekeâ, oeMe&efvekeâ Deewj meeQoÙe&
mebyebOeer hen}gDeeW keâe pekeeye nw Deewj Fmeef}S Ùen
Deheves Deehe ceW Skeâ mkeleb$e keâ}e nw~ YeejleerÙe Meem$eerÙe
mebieerle keâes mecePevee cele}ye YeejleerÙe mebmke=âefle keâer
peÌ[eW keâes mecePevee nw~

 mebmkeâej keâe DeLe& nw heefj<keâej Deewj heefjceepe&ve
keâer ef›eâÙee~ Ùener heefjceepe&ve, heefj<keâej Deewj Megefæ keâer
ef›eâÙee peye heerÌ{er oj heerÌ{er nmleevleefjle nesleer nw lees
mebmke=âefle yeve peele nw~ keemleke ceW ceveg<Ùe kesâ Ûeefj$e Deewj
DeeoleeW keâe ner heefj<keâej neslee nw pees efveKejkeâj DeeoMee&s,
meoeÛeej Deewj cetuÙeeW kesâ veece mes mecyeesefOele neslee nw~
Deepekeâ} Skeâ heâwMeve mee Ûe} heÌ[e nw efkeâ cetuÙe
efMe#ee hej efkeÛeej-‘efkeceMe& efkeâÙee peeÙes~ Ùes cetuÙe DeeefKej
keäÙee nw? efpevekesâ ef}S nce SkeâeSkeâ Fleves Deelegj nes
G"s nQ, Gleeke}s nes ieÙes nQ, efpevekeâer j#ee kesâ ef}S nce
Gefæive nQ~ keemleke ceW Ùes nceejs keneR DeeoMe& nQ pees
keânles-keânles Deewj megveles-megveles Meg<keâ nes ieÙes nw~

ieewjkeMee}er YeejleerÙe hejcheje keâe efveke&nve meebmke=âeflekeâ
ØeoMe&veeW Éeje menpe ner mecYeke nw~ keâeÙe&›eâce kesâ DeejcYe
ceW F&Mekevovee keâjkesâ MegYelke Deewj keâuÙeeCe keâe mebosMe
osvee, keeleekejCe keâes heekeve YeekeveeDeeW mes Deesle-Øeesle
keâj oslee nw~ osMeieeve peneB Skeâ Deesj osMe Yeefòeâ keâer
Yeekevee mes Yej oslee nw lees otmejer Deesj }eskeâ mebieerle
oMe&keâeW keâes ieeBke Deewj Øeke=âefle mes peesÌ[ves keâe keâeÙe&
keâjlee nw~ YeejleerÙe mebieerle ceW efkeÕe ceevekelee keâer Devle:
ØesjCee keâes ßes… efoMee ceW Øesefjle keâjves leLee meûgCeeW keâes

Ye}erYeebefle efkekeâefmele keâjves keâer DeYetlehetke& #ecelee nw
YeejleerÙe mebmke=âefle keâer Ùen efkeMes<elee nw efkeâ Deheves efkekeâeme
kesâ meeLe-meeLe otmejeW kesâ efkekeâeme Deewj GlLeeve keâes Yeer
Ûeen heÉefle, Glmeke, heke&-lÙeewnej, keâ}e-keâewMe}, meeceeefpekeâ
peerkeve, Deeefo keâe meefcceef}le mke™he ner efkeâmeer mebmke=âefle
keâe yeesOe keâjlee nw~ mebmke=âefle keâe Ùener mke™he YeejleerÙe
mebieerle ceW ØeoefMe&le neslee nw~

mebieerle keâ}e ceevekeerÙe YeekeeW keâer ùoÙemheMeer&
DeefYekÙeefòeâ nw~ Ùen nceejer DecetuÙe Oejesnj nw, pees nceW
efkejemele kesâ ™he ceW Deheves hetke&peeW mes Øeehle ngF& nw~
Yeejle Deeefokeâe} mes ner Deheveer mece=æ meebmke=âeflekeâ
efkeefkeOelee Skeb hejbhejeDeeW kesâ keâejCe efkeÕe heš} hej
efkeMes<e henÛeeve yeveeS ngS nw~ Deveskeâlee ceW Skeâlee
YeejleerÙe mebmke=âefle keâer efkeMes<elee nw~ Yeejle ceW efkeefkeOe
Oece&, Yee<eeSb, yeesef}Ùeeb, jerefle-efjkeeÌpe leLee Yeewieesef}keâ
efkeefYeVeleeSb nQ, yeekepeto Fmekesâ Yeer Skeâ DeKeb[ je<š^
kesâ ™he ceW Deef[ie KeÌ[e nw~ mebieerle hegjeleve keâe} mes
ner YeejleerÙe mebmke=âefle keâe DeefYeVe Debie jne nw~ ØemeVelee
keâer efmLeefle ceW ceeveke ves Deheves ceveesYeekeeW keâes ØeoefMe&le
keâjves kesâ ef}S nt nt ne ne FlÙeeefo DeekeeÌpeeW kesâ meeLe-
meeLe Deheves neLe-hewj efn}evee leLee GÚ}vee-keâtovee
Meg™ efkeâÙee~ Oeerjs-Oeerjs Gmeves neLe mes lee}er osvee leLee
}keâÌ[er keâer [bef[ÙeeW mes efkeâmeer Oeeleg Ùee helLej keâes
yepeevee Meg™ efkeâÙee~ ÙeneR mes ceeveke ves mebieerle keâer
lejheâ hen}e Ìkeâoce yeÌ{eÙee~ hejkeleer& keâe} ceW ceeveke ves
[ce™, MebKe, Yetefce ogbogYeer, ce=obie, Yesjer FlÙeeefo keeÅeeW
keâe efvecee&Ce efkeâÙee~ efkeefYeVe OeceeX ceW mebieerle keâe cenlkehetCe&
mLeeve nw~ efnbot cebefojeW ceW Yepeve, cegefm}ce ceÌpeejeW hej
keâkkee}er, efmeKe ieg®ÉejeW ceW keâerle&ve Deewj F&meeF& ÛeÛeeX
ceW ieeÙee peeves kee}e Yepeve, meYeer Oeeefce&keâ Deveg…eveeW
keâe DeefYeVe efnmmee nQ~ mebieerle Oeeefce&keâ Gheemevee keâe
ceeOÙece yevekeâj kÙeefòeâ keâes DeeOÙeeeflcekeâlee kesâ efvekeâš
}elee nw~

Yee<ee kesâ efkekeâeme kesâ meeLe }eskeâ ieerleeW Skeb ve=lÙeeW
kesâ efvecee&Ce keâe keâeÙe& Yeer Meg™ ngDee~ ceevee peelee nw efkeâ
efmebOeg Ieešer meYÙelee ceW mebieerle keâe Glke=â<š mLeeve Lee~
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Keveve keâeÙe& mes Øeehle ve=lÙe Meer} veejer keâer keâebmÙe
Øeeflecee leLee ve=lÙe, veešŸe Deewj mebieerle kesâ oskelee kesâ
™he ceW efMeke keâer hetpee keâe ØeÛe}ve Fme leLÙe keâes
ØeceeefCele keâjlee nw~ kewefokeâ keâe} ceW mebieerle keâes Oeeefce&keâ
keâeÙeeX kesâ meeLe peesÌ[ efoÙee ieÙee Lee~ meecekeso mebieerle
keâes meceefhe&le keso nw~ Ùepegke&so ceW mebieerle keâes Deveskeâ
}esieeW keâer Deepeerefkekeâe keâe meeOeve yeleeÙee ieÙee nw~
kewefokeâ keâe} ceW mebieerle kesâ meele mkejeW keâe Deeefke<keâej
nes Ûegkeâe Lee~ YeejleerÙe cenekeâekÙe jeceeÙeCe leLee ceneYeejle
keâer jÛevee ceW Yeer mebieerle keâe cegKÙe ØeYeeke jne~ Yeejle
ceW meebmke=âeflekeâ keâe} mes }skeâj DeeOegefvekeâ Ùegie lekeâ
Deeles-Deeles mebieerle keâer Mew}er Skeb Øeke=âefle ceW DelÙeefOekeâ
heefjkele&ve ngDee~ YeejleerÙe mebieerle kesâ Fefleneme kesâ ceneve
mebieerlekeâejeW pewmes efkeâ leevemesve, mkeeceer nefjoeme, Deceerj
Kegmejes Deeefo ves mebieerle keâer GVeefle Skeb efkekeâeme kesâ
ef}S DelÙeefOekeâ Ùeesieoeve efoÙee~ GvneR mes Øesefjle neskeâj
Deeefcej Keeb, yeÌ[s ieg}ece De}er Keeb, hebef[le jefkeMebkeâj,
hebef[le Yeercemesve peesMeer, ØeYee De$es, ØekeerCe meguleevee,
}lee cebiesMekeâj Deeefo heâvekeâejeW ves YeejleerÙe mebieerle keâes
kele&ceeve Ùegie ceW peerefkele jKee~ kele&ceeve ceW Meem$eerÙe leLee
}eskeâ mebieerle keâer efkeefYeVe Mewef}Ùeeb ØeÛeef}le nQ~ Meem$eerÙe
leLee GheMeem$eerÙe mebieerle kesâ Debleie&le Yeejle ceW KÙee},
OeÇgheo, Oeceej, Ûelegjbie, lejevee, "gcejer, ÌieÌpe}, Yepeve
FlÙeeefo ieeÙeve Mewef}Ùeeb ØeÛeef}le nQ~ Fmekesâ Deefleefjòeâ
oef#eCeer Øeeble ceW oef#eCe YeejleerÙe mebieerle leLee heefMÛeceer
yebiee} ceW jefkebõ mebieerle keâe ØeÛe}ve nw~ keâLekeâ,
YejleveešŸece, keâLekeâ}er, Deesef[meer, kegâÛeerhegÌ[er, ceefCehegjer
leLee ceesefnveerDeóce Yeejle kesâ ØecegKe Meem$eerÙe ve=lÙe nQ~
Yeejle kesâ ØelÙeskeâ jepÙe ceW Deveskeâ }eskeâieerle leLee ve=lÙe
ØeeÛeerve keâe} mes ner ØeÛeej ceW nQ~

}eskeâve=lÙeeW leLee }eskeâieerleeW keâe meerOee mebyebOe nceejer
mebmke=âefle mes nw~ Fve }eskeâieerleeW Skeb ve=lÙeeW kesâ ceeOÙece
mes nce meefoÙeeW mes Deheveer mece=æ mebmke=âefle keâes Deye lekeâ
yeÛeeS jKeves ceW meheâ} jns nQ~ Yeejle ceW efkeefYeVe
DekemejeW hej efYeVe-efYeVe Øekeâej kesâ ve=lÙe efkeâS peeles nQ~
Fve ve=lÙeeW kesâ meeLe ieeS peeves kee}s ieerleeW keâer efke<eÙe

kemleg ceveg<Ùe kesâ pevce mes }skeâj ce=lÙeg lekeâ kesâ efkeefYeVe
heÌ[ekeeW hej DeeOeeefjle nesleer nw~ Fve ieerleeW ceW Gme meceÙe
kesâ jepeeDeeW keâer ØeMebmee leLee meceepe mes pegÌ[s efkeefYeVe
cegöeW keâe yeKeeve efkeâÙee peelee Lee~ ieerleeW kesâ ceeOÙece mes
Gme meceÙe keâer meeceeefpekeâ kÙekemLee keâes peevevee Deefle
mej} nes peelee nw~ Yeejle kesâ efkeefYeVe ØeebleeW ceW efkeefYeVe
Yee<eeDeeW ceW jefÛele Deveefievele }eskeâieerle nQ, pees nceW
hegmlekeâeW ceW veneR efce} heeles nQ~ Fve ieerleeW kesâ ceeOÙece mes
Gme meceÙe kesâ meeceeefpekeâ peerkeve keâe %eeve Deepe Yeer
Deemeeveer mes nes peelee nw keäÙeeWefkeâ «eeceerCe #es$eeW ceW Deepe
Yeer FvnW Gmeer mke™he ceW ieeÙee-yepeeÙee peelee nw~ efÛejkeâe}
mes Ûe}er Dee jner mebieerle keâer hejbheje keâes nceW Yeefke<Ùe kesâ
ef}S mebjef#ele keâjves kesâ ØeÙeeme keâjves ÛeeefnS~ efpeme
Øekeâej mejkeâej Ssefleneefmekeâ OejesnjeW kesâ GlLeeve Skeb
mebj#eCe kesâ ef}S keâeÙe& keâjleer nw, Gmeer Øekeâej YeejleerÙe
mebieerle Skeb mebmke=âefle keâes Yeer Oejesnj mkeerkeâej keâj Fmekesâ
GlLeeve Skeb mebj#eCe kesâ ef}S ØeÙeeme efkeâS peeves ÛeeefnS~
Deepe keâer Ùegkee heerÌ{er YeejleerÙe mebmke=âefle mes otj nesleer
Âef<šieesÛej nes jner nw~ Menj keâer ÛekeâeÛeeQOe ceW nce
Deheveer efkejemele mes otj nesles pee jns nQ, hejbhejeDeeW keâes
Yet}les pee jns nQ~ heefMÛeceer mebmke=âefle keâe meeÙee nceejer
megheÇeÛeerve hejbhejeDeeW keâes otef<ele keâj jne nw~ Keeveheeve
mes }skeâj nceejs henveekes lekeâ meye kegâÚ heeMÛeelÙe
mebmke=âefle mes Øesefjle nes Ûegkeâe nw~ Ùeefo Fmeer ieefle mes nce
Deheveer hejbhejeDeeW Skeb mebmke=âefle mes otj nesles ieS lees ken
efove otj veneR peye nceW Deheveer mebmke=âefle keâes peeveves kesâ
ef}S efkeosefMeÙeeW keâe meneje }svee heÌ[siee keäÙeeWefkeâ efkeosMeer
}esie nceejer mebmke=âefle hej DeOÙeÙeve keâj jns nQ~ kes
YeejleerÙe mebieerle kesâ meeLe-meeLe nceejer mebmke=âefle mes pegÌ[er
yengle meejer DeÛÚer yeeleeW keâes Dehevee jns nQ~

kele&ceeve ceW Yeejle ceW yengle mes Ssmes Menj Deefmlelke
ceW Dee Ûegkesâ nQ efpevekeâe YeejleerÙe hejbheje Skeb mebmke=âefle mes
keâesF& keemlee veneR nw~ YeejleerÙe mebmke=âefle kesâ mebj#eCe kesâ
ef}S YeejleerÙe mebieerle keâe mebj#eCe yengle Ìpe™jer nw~
efkeÅee}Ùe mlej mes yeÛÛeeW keâes mebmke=âefle mes pegÌ[s efke<eÙe
hee"Ÿe›eâce ceW DeefvekeeÙe&lee kesâ meeLe heÌ{eS peeves ÛeeefnS~
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ogYee&iÙe keâer yeele nw efkeâ osMe ceW Ûe} jns keâevkeWš mkeât}eW
ceW kesâke} heeMÛeelÙe mebmke=âefle keâes yeÌ{ekee efoÙee pee jne
nw~ keneb YeejleerÙe mebmke=âefle kesâ ef}S keâesF& peien veneR
nw~ keneb yeekeâer lees ÚesefÌ[S, YeejleerÙe Yee<eeDeeW ceW yeele
keâjves hej Yeer Ìpegcee&ves keâe ØeekeOeeve jnlee nw~ Fve efkeÅee}ÙeeW
ceW efMe#ee «enCe keâj jns efkeÅeeLeer& keäÙee YeejleerÙe mebmke=âefle
keâes Deheves peerkeve ceW DeheveeSbies? yeÛÛes keâesjs keâeÌieÌpe
keâer lejn nesles nQ~ pewmee GvnW nce efmeKeeSbies, kes kewmee
ner meerKeWies~ efkeÅee}Ùe mlej hej mebieerle kesâ ceeOÙece mes
nce efkeÅeeefLe&ÙeeW keâes Deheveer mebmke=âefle mes mebyebefOele ieerle,
osMeYeefòeâ ieerle, }eskeâieerle, lÙeesnejeW mes mebyebefOele ieerle,
}eskeâ ve=lÙe Deeefo yeÌ[er ner mej}lee mes efmeKee mekeâles nQ
leLee GvnW Deheveer ceele= Yee<ee Skeb mebmke=âefle mes Dekeiele
keâjkee mekeâles nQ~ mebieerle kesâ efyevee YeejleerÙe mebmke=âefle keâer
keâuhevee keâjvee DevegefÛele nesiee~ Deeves kee}er heerÌ{er lekeâ
YeejleerÙe mebmke=âefle keâes megjef#ele jKeves nsleg efkeMegæ YeejleerÙe
mebieerle keâe mebj#eCe Deefle DeekeMÙekeâ nw~ efheâuce efvecee&leeDeeW
keâes mebmke=âefle hej DeeOeeefjle efheâuceeW keâe Yeer efvecee&Ce
keâjvee ÛeeefnS~ heeMÛeelÙe keâer peien YeejleerÙe keeÅeeW keâe
mebieerle kesâ ef}S DeefOekeâ ØeÙeesie efkeâÙee peevee ÛeeefnS~
mebieerle efkeefYeVe osMeeW Deewj mebmke=âefleÙeeW kesâ yeerÛe mebkeeo
keâe ceeOÙece nw~ Ùen meebmke=âeflekeâ Deeoeve-Øeoeve keâes
Øeeslmeeefnle keâjlee nw Deewj kewefÕekeâ mecePe keâes yeÌ{elee nw~
YeejleerÙe mebieerlekeâejeW ves Debleje&<š^erÙe mlej hej Deheveer
henÛeeve yeveeF& nw Deewj YeejleerÙe mebieerle keâes efkeÕeYej ceW
}eskeâefØeÙe efkeâÙee nw~ mebieerle kesâ ceeOÙece mes YeejleerÙe
mebmke=âefle keâes megjef#ele jKevee DelÙeble cenlkehetCe& nw~
Fmekesâ ef}S Meem$eerÙe mebieerle, }eskeâ mebieerle Deewj Oeeefce&keâ
mebieerle keâe mebj#eCe Deewj mebkeOe&ve DeekeMÙekeâ nw~ Fmekesâ
ef}S mejkeâejer Deewj iewj-mejkeâejer mebie"veeW keâes efce}keâj
keâeÙe& keâjvee ÛeeefnS~

efve<keâ<e& :

Yeejle keâer meebmke=âeflekeâ efkeefkeOelee Deewj Skeâlee ceW
mebieerle keâer Yetefcekeâe Deefle cenlkehetCe& nw~ Ùen ve kesâke}
efkeefYeVe meeceeefpekeâ Deewj meebmke=âeflekeâ mecetneW kesâ yeerÛe
Skeâlee keâe mesleg nw, yeefukeâ nceejer meebmke=âeflekeâ Oejesnj

keâes Yeer mebjef#ele jKelee nw~ mebieerle kesâ ceeOÙece mes nce
Deheveer mece=æ mebmke=âefle keâes mebpeesS jKe mekeâles nQ Deewj
Fmes Deeves kee}er heerefÌ{ÙeeW lekeâ hengbÛee mekeâles nQ~ YeejleerÙe
mebieerle keâer efkeefkeOe Mewef}ÙeeB, Ûeens ken Meem$eerÙe nes Ùee
}eskeâ, nceejer mebmke=âefle keâer peerkeblelee Deewj efkeefkeOelee keâe
Øeleerkeâ nQ~ Fve meYeer hen}gDeeW keâes OÙeeve ceW jKeles ngS,
nceW mebieerle keâes mebj#eCe Deewj Øeeslmeenve osves kesâ ef}S
efvejblej ØeÙeemejle jnvee ÛeeefnS, leeefkeâ nceejer meebmke=âeflekeâ
henÛeeve keâes yeveeS jKee pee mekesâ meebmke=âeflekeâ mecetneW kesâ
yeerÛe Skeâlee keâe mesleg nw, yeefukeâ nceejer meebmke=âeflekeâ
Oejesnj keâes Yeer mebjef#ele jKelee nw~ mebieerle kesâ ceeOÙece
mes nce Deheveer mece=æ mebmke=âefle keâes mebpeesS jKe mekeâles
nQ Deewj Fmes Deeves kee}er heerefÌ{ÙeeW lekeâ hengbÛee mekeâles nQ~
YeejleerÙe mebieerle keâer efkeefkeOe Mewef}ÙeeB, Ûeens ken Meem$eerÙe
nes Ùee }eskeâ, nceejer mebmke=âefle keâer peerkeblelee Deewj efkeefkeOelee
keâe Øeleerkeâ nQ~ Fve meYeer hen}gDeeW keâes OÙeeve ceW jKeles
ngS, nceW mebieerle keâes mebj#eCe Deewj Øeeslmeenve osves kesâ
ef}S efvejblej ØeÙeemejle jnvee ÛeeefnS, leeefkeâ nceejer
meebmke=âeflekeâ henÛeeve keâes yeveeS jKee pee mekesâ~ nceeje
osMe efkeefYeVe mebmke=âefle ØeOeeve nesves kesâ keâejCe heât} kesâ
ieg}omles kesâ meceeve nw~ efpemeceW efkeefYeVe Øekeâej kesâ heât}
lees }ies ngS nQ, hejbleg ieg}omlee Skeâ ner nw~ "erkeâ Gmeer
Øekeâej efkeefYeVe mebmke=âefleÙeeW kesâ nesves kesâ yeekepeto Yeer
nceejs osMe keâer peveceeveme keâer Yeekevee Skeâ ner nw, efpemes
‘YeejleerÙelee' keânles nQ~ mebieerle kesâ peeogF& megj peveceeveme
kesâ ceve ceefmle<keâ hej Ssmee Demej [e}les nw efkeâ meYeer
}esie Skeâekeâej nes peeles nQ~ Fmekeâe meyemes DeÛÚe
GoenjCe nceeje je<š^ieeve Skeb je<š^ieerle Yeer nw~ Ûeens
keâesF& yebiee}er ceje"er iegpejeleer FlÙeeefo Øeeble mes nes hejbleg
peye je<š^ieeve keâer mkej }nefjÙeeb nceejs ceve ceefmle<keâ
hej heÌ[leer nw, lees meYeer }esie Skeâ mkej mes ieeves }ieles
nQ~ Gme meceÙe #es$ekeeo Yee<eekeeo meceehle nes peelee nw~
kesâke} mebieerle keâer ken je<š^ Oegve megveeF& Skeb mecePe
heÌ[leer nw, efpemekesâ Demej mes DeKeb[ Yeejle keâer mebkeâuhevee
meekeâej nesleer nw~ mebieerle keâes mebmke=âefle kesâ mebkeenkeâ kesâ
™he ceW Yeer peevee peelee nw efpeme keâejCe Deepe Yeer efYeVe-
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efYeVe osMeeW mes }esie Yeejle ceW Ùeneb keâer mebmke=âefle keâes peeveves
Deewj mebieerle keâes megveves Skeb mecePeves keâer keâesefMeMe keâjles
nQ Deewj yengle no lekeâ mecePe Yeer heeles nQ~ hetjs efkeÕe ceW
nceeje osMe DeveesKee nw, peneb Fleveer Yee<eeSb, jnve-menve
Skeb Keeve-heeve keâer efYeVelee nesves kesâ keâejCe Yeer nce Skeâ
nQ, FmeceW mebieerle keâe yengle yeÌ[e Ùeesieoeve nw~
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Abstract :

This article explores the pivotal role of satras (a religious institution) in the socio-
cultural life of Majuli,(which is an important district of Assam) with a particular
focus on Uttar Kamalabari Satra. Majuli, is renowned for its rich cultural heritage,
largely shaped by the satras, which are monastic institutions established by the
Assamese saint-scholar Srimanta Sankardeva. Uttar Kamalabari Satra, one of the
significant satras on the island, plays a crucial role in preserving and promoting the
distinct cultural and religious practices of the region. The article delves into how the
satra influences the local community through its religious rituals, festivals, and
educational activities, thereby promoting a sense of identity and continuity among the
people. It examines the satra’s involvement in various aspects of social life, including
its impact on traditional art forms, community cohesion, and the preservation cultural
traditions. By highlighting the contributions of Uttar Kamalabari Satra, this study
underscores the broader significance of satras in maintaining the socio-cultural fabric
of Majuli and their enduring legacy in Assam’s cultural landscape.

Key words :

Majuli, Satra,culture, satriya,Neo-Vaishnavism

Introduction :

One of the significant features of
Assam Vaishnavism is the satra institution.
It is an institution resembling to a certain
extent, the Buddhist monastery system or
the matha institution of the medieval period
(Sharma,1966). Satras plays an indispen-
sable role in social and cultural sphere of
Assam. Majuli one of the main centers of
Vaishnavism called as the city of Satras.

In Majuli the social customs, people’s
behavior, way of living of the people more
or less influenced by the Satras. From the
17th century onwards, when the satras
were established, the island able to main-
tained its glory and stands as a strong pillar
of Vaishnavism and center of culture and
Heritage. Majuli island came under the
direct influence of the Satra in the second
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half of the 17th century and mainly during
reign of Jayadhavj Sangha (one of the
Ahom kings) the influence of the Satra in
Majuli became pivotal. A healthy religious
atmosphere brings norms and discipline
to a society. Satra as a religious institution
brings discipline to the society and indivi-
dual life. In Majuli there are many Satras.
i.e Auniati Satra, Dakhinpat Satra,
Garamur Satra,Notun Kamalabari Satra
, Uttar Kamalabari Satra, Bengenaati
Satra , Samaguri Satra etc . Each of the
Satras has unique feature and has immense
role on social cultural sphere. Majuli is
place of ‘Etaka Mahantar Sthan” (Nath,
2009, p.3). Satra and Society are attached
here. The social composition of Majuli is
also very fascinating, the society of Majuli
consists of different castes and tribes. The
Brahmin, Kalita and other Brahmanical
communities are firmly under the caste
system, while Deuri, Mising, Kacharis
belong to the tribal fraternity. Again, the
Bengalis, Maruwaris, Biharis, Nepalis and
Muslims fall under the fraction of caste
hierarchy (Nath,2009). All the tribal and
non-tribal people live Majuli years to years
with peace and harmony.

Methodology :

The research methodology to
applied is descriptive and qualitative. The
study is based on both primary and
secondary data. Primary data is collected
from the filed visit and for the secondary
sources various books, research papers,
article are used.

Objectives of the study :

 The main objective of the paper is to
discuss the role of satras of Majuli in
cultural sphere specially the Uttar
Kamalabari Satra.

Discussion :

Socio-cultural role of the satras of

Majuli :

Satra and society is inseparable. In
case of Majuli the base of the society is
Satra. In Majuli it is very hard to find a
single Assamese family which is not
directly or indirectly involved to Satra.
The main motive of the establishment of
Satra with religious and cultural perspective
by Srimanta Sankardeva, because it is the
religion and culture which bound the society
and its unity.

In Majuli we find a strong relation
between the satra and society, one can say
in Majuli Satra is the refection of the society.
Though in Majuli most of the people
believed in Vaishnavism, but there are many
other communities like Mising, Bengali,
Maruwari, Muslim who are directly not
associated with the Satra. But culturally
somehow they have a relation with the
Satra. For instance: The Borhola Muslim
village have an influenced of Vaishnavite
atmosphere and their social norms and
customs are also influenced and governed
somehow by the Satriya culture.” Every
village or every family in the caste society
belongs to one or other of Satras.” (Nath,
2009. p.91). Despite the relatively low
Muslim population residing in Majuli,
there exists a prevailing respect for the
Satriya culture and religion among this
minority community. They demonstrate a
deep reverence for the culture and religious
norms propagated by the Satra institutions
within this region. Even a Muslim hemlet
forming a small settlement area in the heart
of the Kamalabari township, reported that
they use to visit the Satras on every socio-
religious occasion and offer prayer along
with others. They have no mosque, not



438
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

because they are not allowed to have it,
but because they themselves do not like
to have one in the midst of the Satra.
(Nath. P 70)

In the 21st century though people speak
of modernity, most of the people aren’t
liberal in case of caste discrimination. But
it is very surprising that Sankardeva and
Madhavdeva both two great personalities
had a very liberal mindset, they established
Satra, keeping in mind to build a casteless
society. Sankardeva initiated bhakat
(disciple) from the Muslim community as
well. But now a day it is noticeable most
of the satra maintain caste distinction.
Pitambar deva Gosami, who set a exten-
sional example with his secular and liberal
appearance, he was a great social reformer.
Because of his initiation, the Muslim
accepted the unity and brotherhood of
Satra. He even extended invitation to the
renowned artist and actors of the Muslim
community to direct the drama of Raas
Leela of Satra. Following the same
ideology, the Saru Garamur Satra, Uttar
Kamalabari Satra, Notun Komalabari
Satra also initiate the people of Muslim
community and tribes in their Satras.

Satra and culture share an intricate
and symbiotic relationship, with the
former playing an indispensable role in the
promotion and preservation of the latter.
Nowhere is this connection more evident
than in Majuli, where the Satras serve as
the veritable epicenters of cultural expre-
ssion and identity. These monastic institu-
tions not only serve as centers for spiritual
devotion but also bastions of cultural
heritage, where the rich tapestry of Assamese
traditions is meticulously woven and
perpetuated. In Majuli, Satra stand as
venerable monuments to the enduring sprit

of cultural community, serving as beacons
the path of cultural preservation and
propagation.

Srimanta Sankardeva, a towering
figure in Assamese history, is widely
recognized for his profound contributions
to Assamese culture and the establishment
of a distinct Assamese identity, rather than
being solely associated with the propaga-
tion of the Neo- Vaishnavite movement in
Assam. His multifaceted legacy incorpo-
rates an array of artistic, cultural and social
contributions that left an indelible mark
on the region. His endeavors covered a
rich spectrum of cultural elements that
continue to flourish within the sacred
precincts of Namghars and Satras, with
particular significance accorded to the
Majuli Satra.Sankardeva’s cultural legacy
encompasses diverse facets, including
Bhaona (Drama), music, dance the
melodious tune of Borgeet (one kind of
songs) etc.

Satra play as the main center of
performance and practices of music and
dance. Songs composed by Sankardeva,
and his disciple Madhavdeva are generally
known as Borgeet. These songs are
composed in Brajawali language. In
Aunati satra, which is one of the
prominent satra of Majuli, included
Borgeet as nitya (daily) songs. Next to the
Borgeet, ankar geet is popular in the satra,
they are mainly songs in the drama. Ankar
geets are also composed in Brjawali
language. Oja-pali which is unique set of
music, is also popular in all satras of
Majuli. In oja-pali generally four to five
members use to perform the song, the
leader of oja-pali called Oja and his
supporters as pali. Gyan-bayan forms
another class of dance -cum-choral music
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performing by a group of artists called
gayan-bayan. Gayan-bayan is regularly
performed almost every satras of Majuli,
and it is also a significant part of bhaona
(bhaona).

Above all the satras of Majuli also
famous for the preservation of Satriya
dance, which is one the significant
classical dance form of India. It is believed
that the original form of satriya dance is
practiced in the Uttar Kamalabari Satra
of Majuli. However, of the various other
forms of dances important ones include
the sutradhara nach or sutra bhangi,
gosai prabesar nach or Krishna bhangi
,gopi prabesar nach or gopi bhangi, calin
ach,jhumura, nritya bhangi, rasa
nritya,varieties of dance forms associated
with bhaonas,such as yuddhar nach ; are
also performed in Satras of Majuli. (Nath,
2009)

Role of Uttar Kamalabari Satra in

cultural sphere :

Kamalabari Satra is one the pro-
minent Satra of Majuli, it was established
by Badaula Padma Ata, a disciple of
Madhavdeva, in the year 1673. Satras are
generally divided to four Sanghatis
(divisions)-Brahma Sanghati, Kal
Sanghati, Purush Snghati and Nika
Snghati. Kamalabari Satra belongs to
Nika Snghati.The Katha Guru Charit
mention that Madhavdeva in his last year
invited Badaula Padma Ata ,his beloved
disciple, to his residence at Barpeta and
directed him to go to Ahom state in Upper
Assam to preach his tense which is not
yet done after he and his guru Sankardeva
had left the state for Kamrupa.It is narrated
in the biography of the saint that Badaula
Ata then travelled far and wide encom-
passing at different centers and preaching

among the common people before finally
settled at Kamalabari,a garden of orange
fruits belonging to the ancestors of
Sahityarathi Lakshminath Bezbaruah.

At present there are three branches of
Kamalabari Satra - the original Kamalabari
Satra (now in Jorhat), Natun Kamalabari
Satra (nearby the site of old Kamlabari
Satra), a little North of it is the Uttar
Kamlabari Satra.

Uttar Kamalabari Satra is situated in
the middle Majuli (kamalabari). First
Satadhikar (religious head of the satra)
of the satra was Ramdev Sataria. Present
Satadhikar of the satra is Janarrdan
Devagoswami. Uttar Kamlabari satra play
a great contribution towards the cultural
factors in comparison to other satras of
Majuli. It is one of the most anticipated
satra in Majuli who work for the uplift-
ment of culture and religion. The Satra
belongs to Nika Samhati and gives more
leverage to Naam (the deity) as compared
to other components of Satra such as -Dev,
Guru and Bhakat .

The Uttar Kamalabari Satra is famous
for Satriya Nitya and Sangeet. Every
disciple (bhakot)of the satra is an artist.
Many of them already performed their art
in national level and in abroad also. Some
of the great artist of this satra, who was
able to spark the value of Satriya culture
are mentioned below :

Paramananda Borbayan :

 He was a great artist of Striya dance
(one of the classical dance form of Assam
introduced by Sankardeva), who was also
efficient in playing “khul” (one of musical
instrument). In the year 1955 he become
the borbayan (main dancer) of the satra.
Under his direction Ankya Bhaona (one
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type of drama introduced by Sankardeva)
was performed not only within the country
but also in abroad. In 1977, under his
direction ‘Rambijya Nat’was performed
in Madras. He directed ankiya bhaona was
also performed in Indonesia in 1975.
Because of his immense contribution
towards Satriya culture he was awarded
Sangit Natak Award in 2001.

Gopiram Borbayan :

 At the age of five, he was brought to
Uttar Kamalabari Satra and became
disciple and got the education of Satriya
Nitya Geet. Under his direction and super-
vision many drama (ankitya naat)was
performed in various region of India. For
instance-1977 in Madras ankiya nat ,i.e.
‘Ram Bijya naat’was performed ,in1980
in Panjab Patiala University “Rumkini
Haran’and in 1981 in Sadigarh “Parijat
Saran naat’’was performed.

In 2011, he was awarded with Sangeet
Natak Academy ‘Rabindra Tagore Award’.

Tuniram Borbayan :

 Tuniram Borbayan was another per-
sonality who contributed towards Satriya
Culture. He also performed cultural
programme in various parts of India like-
New Delhi, Hyderabad, Ludhiana, Punjab,
Kerela, Madhya Pradesh.

Bhabananda Borbayan :

Moreover, Bhabananda Borbayan
was one of the prominent Satriya artist of
Uttar Kamalabari Satra, who mainly
popularized Satriya Culture outside our
country. He performed Satriya dance prog-
ramme in countries like- France, England,
Canada, China, Bangaladesh etc. Moreover,
he also gains popularity as Satriya Nritya
Chorographer and Dance and Drama
director.

 They are just some examples, every
bhakat (disciple) or members of Satra
contributed to the field of Satriya Culture.
Recently Bhaben Borbayan and Karona
Borah of Uttar Kamalabari Satra awarded
with prestigious (Sangeet Natak Akademi
Awards (Akademi Puruskar) and Mukunda
Saikia awarded with Ustad Bismillah
Khan Yuva Puraskar for the year 2023.

Role of ‘Sankardeva Kristi Sangha’ of

Uttar Kamalabari Satra in preserving

and spreading of satriya culture :

 The Sankardeva Kristi Sangha of
Uttar Kamalabari Satra plays a pivotal role
in promotion and Preserving cultural
heritage through its multifaceted initia-
tives and activities. The sangha was formed
in 1976-1977, consisting of eleven members.
The main stage or building of the Sangha
was inaugurated by then chief minister of
Assam Prfulla Kr. Mahanta in 1988.

The Sankardev Kristi Sangha emerged
as a prominent organization, making signi-
ficant contributions to the proliferation of
Satriya Culture. The artist associated with
the Sangha showcased their proficiency
by presenting Satriya dance performances
and staging Ankiya Bhaona (a traditional
form of drama) both domestically and
internationally. The Sangha exemplified
its commitment to disseminating Satriya
Culture on a global scale through various
international showcases. In 1975, the
Sangha presented Satriya cultural expre-
ssions in Indonesia, followed by notable
exhibitions in Portugal in 2008, Paris
in2010, in Switzerland in 2012.

The Uttar Kamalabari Satra Kristi
Sangha’s dedication to promoting Satriya
culture extended beyond performance to
include educational initiatives. In pursuits
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of this goal, the sangha established a
school for Satriya culture training on 1st

August, 1984.This Satra not only provided
education and training to Satra members
but also opened its doors to individuals
outside the Satra community. Notably,
students affiliated with the Satra have
achieved recognition for their dedication
and talent, securing scholarships from the
Delhi Center for Cultural Resources and
Training (C.C.R.T).

Conclusion :

 From the above discussion it is clear
that Satras of Majuli is the cultural hub
of Assam. It played an indispensable role
in shaping the region’s spiritual, cultural
and social fabric. The satras of Majuli
promote the rich cultural heritage of the
region. Though their involvement in arts,
music, dance, literature, the satras have
fostered a deep sense of community and
continuity among the Assamese people.
Among the satras of Majuli Uttar Kama-
labari satra is foremost in promoting and
preserving the cultural life Assam, it
regarded as the center of Satriya culture

of Assam. This satra emphasis on classical
Satriya dance and music, stands as a
testament to the enduring legacy of Srimanta
Sankardev’s vision. From the discussion
we find that the satras have taken many
steps to popularized the satriya culture all
over the world, the bhokots (disciple) of
the satra consistently work the promotion
of the satriya culture, their dedication
helped to became the satra as the main
center of satirya culture of Majuli.
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YeejleerÙe mebieerle ceW Meem$e efÛebleve
ßeerÙeeveer heeC[sÙe [e@. Øesce efkeâMeesj efceßee
MeesOe Úe$ee, keeÅe efkeYeeie, men-DeeÛeeÙe&, keeÅe efkeYeeie,
mebieerle Skeb cebÛe keâ}e mebkeâeÙe mebieerle Skeb cebÛe keâ}e mebkeâeÙe

keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer

meejebMe :

YeejleerÙe mebieerle efkeÅee, keâ}e Deewj efMeuhe leerveeW DeeÙeeceeW keâes mevleg<š keâjlee ngDee DevevÙe meeOevee keâe heLe
nw~ meceeveevlej ™he mes Meem$e%eeW kesâ Éeje efkeefkeOe keâe}eW mes mebieerle keâer ef}efKele efke<eÙekemleg nceW lelkeâe}erve
meebieereflekeâ %eeve mes Dekeiele keâjeleer nw~ mebieerle Skeâ keâ}e nw Deewj Fmekeâe Meem$e ‘mebieerle Meem$e' keân}elee nw~
YeejleerÙe mebieerle keâer hejcheje ceW Øeehle F&Ê hetÊ ÛewLeer Meleeyoer mes Deepe lekeâ kesâ meYeer «evLe mecyeefvOele keâe} kesâ
meebieereflekeâ }#eCeeW keâes mhe<š keâjles nQ~ mebieerle peiele keâe Skeâ yengle yeÌ[e keie& Ssmee nw pees kesâke} ef›eâÙeelcekeâ mebieerle
keâes ner hetCe&le: cenlke oslee nw~ mebieerle keâes ieeves-yepeeves kesâ ef}Ùes ner peevee peelee nw, FmeceW heÌ{eF&-ef}KeeF& Deewj
Meem$e keâe keäÙee keâece hejvleg keemleke ceW Ùen meesÛe Deuhe%elee keâer Åeeslekeâ nw~

Dele: Fme }sKe kesâ ceeOÙece mes mebieerleMeem$e kesâ DeOÙeÙeve keâer Øeemebefiekeâlee Gmekeâer GheeosÙelee hej ØekeâeMe
[e}e ieÙee nw~ mebieerle kesâ }#Ùe leLee }#eCe keâer yengcegKeer efMe#ee Øeehle keâj mebieerleMeem$e ceW o#e efMe#ekeâ, efkeÅeeLeer&
leLee DevegmebOeevekeâlee& yevekeâj Gmes Deewj Glke=â<š yeveeÙee pee mekeâlee nw meeLe ner Fmekesâ ceeOÙece mes mener efoMee ceW
DeLee&sheepe&ve Yeer efkeâÙee pee mekeâlee nw~

kegâbpeer Meyo :

mebieerle, }#Ùe-}#eCe, ØeÙeesie-Meem$e, «evLe Deewj Gmekeâer GheÙeesefielee

ØeeÛeerve keâe} mes ner mebieerle nceejs DeeOÙeeeflcekeâ
Skeb Yeekeelcekeâ peerkeve keâe Skeâ DeefYeVe Debie ceevee
peelee jne nw~ mebieerle keâ}e efpemes }ef}le keâ}eDeeW ceW
ØecegKe ke ßes…lece ceevee ieÙee nw, Skeâ mechetCe& Meem$e
kesâ ™he ceW Yeer heefj}ef#ele neslee nw~ ceeveke peerkeve Deewj
mebieerle keâe efkekeâeme meceeveevlej ™he mes Deheves pevce}ive
mes neslee Ûe}e Dee jne nw~ mebieerle Skeâ mkeÙebYet keâ}e
nw~ Fme keâ}e ceW ØeeÙeesefiekeâ Deewj Meem$e he#e kesâ efkeefkeOe
DeeÙeece nw~ mebieerleMeem$e Meyo mebieerle kesâ Meem$e «evLeeW
ceW efve™efhele efkeefYeVe meebieereflekeâ he#eeW keâe mhe<šerkeâjCe

keâjlee nw~ mebieerle ceW Meem$e Deewj ØeÙeesie oesveeW he#eeW keâe
meceleguÙe cenlke nw~ Dele: }#Ùe Deewj }#eCe oesveeW he#eeW
kesâ Glke=â<š %eelee ner meebieereflekeâ Meem$e%e keân}eles nQ~

mebieerle ceeveke kesâ ef}Ùes vewmeefie&keâ nw leLeeefhe Deeefokeâe}
mes ner mebieerle keâe ØeeogYee&ke Skeâ keâ}e kesâ ™he ceW veneR
ngDee nw~ nceejs $e+ef<eÙeeW, DeeÛeeÙeeX, keâ}ekeâejeW keâer
menœeeW ke<eeX keâer meeOevee Skeb lehemÙee kesâ heefjCeecemke™he
mebieerle Skeâ GÛÛekeâ}e keâer hejekeâe…e hej hengBÛee nw~
Deepe keâe YeejleerÙe mebieerle keâF& ke<eeX kesâ ØeÙeeme Deewj
ØeÙeeskeâ keâe heefjCeece nw~ Fme ØeÙeeme Deewj ØeÙeesie keâe
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Skeâ Fefleneme jne nw efpemes efkeÉeveeW ves ef}efKele ™he
oskeâj Meem$e keâe efvecee&Ce efkeâÙee~ YeejleerÙe mebmke=âefle kesâ
mee#Ùe cet}keâ jeceeÙeCe, ceneYeejle, cenekeâekÙeeW ceW meceepe
kesâ meebieereflekeâ keeleekejCe keâe mhe<š Gu}sKe Øeehle neslee
nw~ keso Ûeleg<šÙeer ceW mes mechetCe& meecekeso mebieerle keâes ner
meceefhe&le nw~ Fme keso ceW $e+ÛeeDeeW keâes iesÙe ™he oskeâj
mebkeâef}le efkeâÙee ieÙee nw, efpemes meece mebefnlee keâer meb%ee
oer ieF&~

mebieerle keâes hetCe&le: ef›eâÙee ØeOeeve keâ}e ceevee peelee
nw hejvleg peye Yeer keâesF& ef›eâÙee Meem$e kesâ DeeOeej hej keâer
peeleer nw leYeer ken DeefOekeâ Megæ ceeveer peeleer nw~ Fmeer
DeeOeej hej mebieerle keâes heefj<ke=âle keâ}e keâe ™he Øeoeve
keâjves kesâ ef}Ùes efveÙece yeveeÙes ieÙes nQ, efpevnW mebieerle keâe
efmeæevle Ùee mebieerleMeem$e keâne peelee nw~ Meem$e keâe
DeLe& nw- pees Meeefmele keâjs, DevegMeeefmele keâjs, kener Meem$e
nw ‘‘Meemeveeled Fefle Meem$e, Meemeg DevegefMe<šew: Mebmeveeled
Meem$eb Mebmeg keâLeves~’’

mebmeej keâer efkeefYeVe mebieerle heæefleÙeeW ceW YeejleerÙe
mebieerle Gve ØeeÛeerveleced heæefleÙeeW ceW mes Skeâ nw efpemekesâ
}#Ùe Deewj }#eCe keâer hejcheje DelÙeble oerIe& Deewj megÂÌ{
nw~ }#eCe hejcheje pees mebieerleMeem$e kesâ veece mes peeveer
peeleer nw~ efkeâmeer Yeer keâ}e kesâ oes hen}t nesles nW- }#Ùe
Deewj }#eCe~ }#Ùe keâes ef›eâÙee Deewj }#eCe keâes ef›eâÙee
kesâ yeejs ceW efkeÛeej mes mecePee pee mekeâlee nw~ pewmes-
efkeâmeer jeie Ùeceve keâer yeefvoMe keâes ØelÙe#e ™he mes ieevee
}#Ùe nw Deewj Gmekesâ yeejs ceW meesÛevee-mecePevee efkeÛeej
keâjvee }#eCe nQ~ mebieerle keâer ef›eâÙee keâes meerKeves leLee
meerKeves kesâ ef}S }#eCe DeekeMÙekeâ nw~ Dele: }#Ùe kesâ
ef}Ùes }#eCe DeekeMÙekeâ nw leLee }#eCe kesâ efyevee }#Ùe
DemecYeke nw~ pewmes- mee, js, ie Deeefo keâesce} leer›e Deeefo
meb%eeSB mebieerle keâer iesÙe OkeefveÙeeW (mkej) kesâ }#eCe ner
nQ, efpevekesâ efyevee mebieerle keâer efMe#ee DeejcYe keâjvee
yengle cegefMkeâ} nw~ Dele: Ùes oesveeW hejmhej hetjkeâ nQ~
mebieerle ceW }#eCe efveyeæ Yeer nes mekeâlee nw Deewj Deefveyeæ
Yeer~ efveyeæ keâes mebieerle Meem$e keâne pee mekeâlee nw keneR
Deefveyeæ keâes ceewefKekeâ hejcheje ceW jKeles nQ~

‘‘Meem$eerÙe mebieerle’’ pewmee efkeâ Meyo mes ner mhe<š
neslee nw Meem$e hej DeeOeeefjle mebieerle~ Meem$eerÙe mebieerle
ken mebieerle nw, pees Meem$eeW ke efveÙeceeW kesâ Devegmeej nes
DeLee&led efveÙeceeW ceW yebOee ngDee nes~ YeejleerÙe mebieerle keâe
heejcheefjkeâ Meem$eyeæ ™he keâe ØeejcYe kewefokeâ Ùegie mes
ner meecekeso ceW Øeehle ceevee peelee nw, meece mebieerle kesâ
efkekeâeme kesâ meeLe ner Meem$eerÙe he#e keâe efkekeâeme Yeer neslee
ieÙee~ Fmekesâ heMÛeeled veešŸeMeem$e ceW efve™efhele mebieerle
kesâ cet} efmeæeveleeW kesâ efkemleej Deewj mke™he keâes osKekeâj
Ùen efveefMÛele ™he mes keâne pee mekeâlee nw efkeâ F&mee kesâ
keâF& ke<eeX hen}s mes ner Yeejle ceW mebieerle kesâ ØeÙeesie Deewj
Meem$e keâe efkekeâeme nes ieÙee Lee~

ceOÙekeâe} ceW meceepe megOeej kesâ GösMÙe kesâ meeLe
Deveskeâ mecØeoeÙeeW keâe GÆke ngDee pewmes jeceevegpe mecØeoeÙe,
kew<Ceke mecØeoeÙe, keu}Ye mecØeoeÙe, metheâer mecØeoeÙe
Deeefo~ Fmekesâ Deefleefjòeâ metj, keâyeerj, leg}meer Deewj
De<šÚehe DeeÛeeÙeeX ves Yeer Meem$e he#e keâes megÂÌ{ keâjves
keâe ØeÙeeme efkeâÙee~ Fve meYeer mevleeW keâe meebieereflekeâ %eeve
DemeeOeejCe Lee, Fvekeâer jÛeveeDeeW mes efkeefole neslee nw
efkeâ GvneWves mebmke=âle leLee efnvoer meeefnlÙe kesâ kÙeekeâjCe
Skeb mebieerle kesâ Meem$eerÙe %eeve ceW DeefÉleerÙe mLeeve Øeehle
keâj ef}Ùee Lee~ mkeeceer nefjoeme peer pewmes ceveeref<eÙeeW ves
mebieerle keâer hejce meeOevee kesâ meeLe-meeLe «evLe }sKeve ceW
Yeer Dehevee peerkeve kÙeleerle efkeâÙee~

efkeâmeer Yeer keâ}e Skeb mebmke=âefle keâes efkekeâefmele ™he
Øeoeve keâjves kesâ ef}Ùes «evLe jÛevee keâer DeekeMÙekeâlee
Øeleerle nesleer nw~ ØeeÛeerve «evLeeW kesâ Éeje ner lelkeâe}erve
meYeer DeekeMÙekeâ yeeleeW keâes megjef#ele jKee pee mekeâlee nw
efpememes nceejer Deeves kee}er heerÌ{er }eYeeefvkele nes mekesâ~
mebieerle keâ}e kesâ Meem$e he#e keâes heg<š Skeb efkekeâefmele
keâjves ceW kegâÚ Meem$ekeâejeW keâe cenlkehetCe& Ùeesieoeve jne
nw~ pewmes- Yejle, veejo, celebie, Meejbieoske, meesceveeLe,
jeceeceelÙe, ßeer efvekeeme, Denesye}, ceeveefmebn leescej, mes
}skeâj cenejeCee kegâcYee Deeefo~ Fmekesâ yeeo kes DeefOekeâebMe
«evLeeW ceW mebieerle kesâ iesÙe he#e, jeie keieer&keâjCe leLee jeie
keCe&ve ceW ner mebieerle Meem$e keâer Fefle ßeer mecePeer~
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DeeOegefvekeâ «evLekeâejeW ceW "ekegâj peÙeoske efmebn,
DeeÛeeÙe& ye=nmheefle [e@Ê Øesce}lee Mecee&, [e@Ê megYeõe
ÛewOejer, nefjMÛevõ ßeerkeemleke Deeefo ves Deheves «evLeeW mes
Meem$e he#e kesâ efkekeâeme ceW Dehevee cenlkehetCe& Ùeesieoeve
efoÙee~ Meem$e kesâ Éeje ve kesâke} keâ}e keâe meewvoÙe&
yeÌ{lee nw, yeefukeâ keâ}e keâe efkeefOekele efkemleej neslee nw~
Meem$e ner keâ}e keâes mLeeefÙelke Øeoeve keâjlee nw~ efkeâmeer
Yeer osMe keâer keâ}e Deewj mebmke=âefle keâes hetCe&le: peeveves keâe
ØeceeefCekeâ Deewj ßes… ceeOÙece «evLe Ùee Meem$e nw~

Dele: YeejleerÙe mebieerle kesâ efkekeâeme ›eâce keâe #es$e
efveefMÛele ner Gve ßes… efkeÉeve efkeÉeve mebieerle%eeW leLee
keâ}ekeâejeW keâes peelee nw efpevneWves ØeeÛeervekeâe} mes Deepe
lekeâ efkeefYeVe jÛeveeDeeW, «evLeeW Skeb ef›eâÙeelcekeâ ÙeesieoeveeW
mes YeejleerÙe mebieer keâes mece=æ efkeâÙee nw~

ceewefKekeâ Ùee Iejevee hejcheje kesâ ceeOÙece mes mebieerle
Ssmes ieeÙekeâeW, keeokeâeW keâes nmleevleefjle neslee jne nw pees
mebieerle kesâ iesÙe he#e keâes ner cenlke osles nQ~ ØeeÛeerve «evLeeW
keâer heeC[gef}efheÙeeB Øeehle veneR nw, Ùee lees KeefC[le nw~
Deepe Yeer mebkeâ}ve mebheeove kesâ #es$e ceW meblees<e pevekeâ
yeeleW Dehesef#ele nQ~ Ssmes ceW Meem$e kesâ DeOÙesleeDeeW Éeje
Meem$e keâes ve mecePe mekeâves kesâ keâejCe Ssmeer OeejCee yeve
ieF& efkeâ ØeeÛeerve efmeæevleeW keâe kele&ceeve }#Ùe kesâ meeLe
mecyevOe veneR nw, Fmeef}Ùes Gvekeâe DeOÙeÙeve keâjvee
kÙeLe& nw, peyeefkeâ keemleefkekeâlee Ùen nw efkeâ ØeeÛeerve Meem$eeW
kesâ mewæeefvlekeâ efkekesÛeve Flevee mece=æ, heefjhekeäke Deewj
hetCe& nw efkeâ, Gmekesâ efmeæevle he#e keâer ØeeÛeervelee Deewj
mechetCe&lee efmeæ keâjleer nw efkeâ nceeje mebieerle Meem$e
yengle ner mece=æ nw~

mebieerle efpemes efkeÕeefkeÅee}ÙeerÙe efMe#ee ceW mLeeve
Øeehle keâjves ceW keâef"veeF&ÙeeW keâe meecevee keâjvee heÌ[e
Deheveer ØeejefcYekeâ DekemLee ceW ner mlej keâer efiejekeš mes
«emle nes ieÙee Lee~ Skeâ} ØemlegeflekeâjCe (Solo Per-

formance) keâes ner Skeâcee$e }#Ùe ceeve }sves kesâ
keâejCe mebieerle ceW DeOÙeÙeve Deewj DevegmebOeeve keâes DeYeer
lekeâ GefÛele mLeeve Øeehle veneR nes mekeâe nw~ Ùener keâejCe

nw efkeâ Ssmes Úe$e pees keâ}ekeâej lees veneR yeve mekeâles
efkeâvleg GveceW DeÛÚer efkeÛeejMeefòeâ, leke&âMeefòeâ Deewj Meeefyokeâ
DeefYekÙeefòeâ kesâ keâejCe mebieerle ceW DevegmebOeeve kesâ #es$e ceW
meheâ} nes mekeâles nQ kees Yeer Fme Deesj Øeke=òe ve neskeâj
ef›eâÙee keâer Deesj ner Yeeieles nQ Deewj Devle ceW GvnW
efvejeMee ner neLe }ieleer nw~

mebieerle Meem$e kesâ DeOÙeÙeve keâe keäÙee cenlke nw
Deewj keäÙee GösMÙe nw Fmes "erkeâ mes mecePevee Deefle
DeekeMÙekeâ nw~ Deepe efkeÅeeLeer& Ùeefo mebieerle efke<eÙe keâes
mveelekeâ Ùee mveelekeâesòej kesâ mlej hej hemebo keâjlee nw lees
ken Fmeer #es$e ceW jnles ngÙes ner kegâÚ Ssmee keâeÙe& Yeer
keâjvee Ûeenlee nw efpememes kegâÚ DeLee&sheepe&ve Yeer nes~ nj
ØeefleYee keâes Skeâ ner ceeheoC[ mes veneR osKee pee mekeâlee
nw~ mebieerle kesâ #es$e ceW pegÌ[s jnves kesâ ef}Ùes keâ}ekeâej
yevevee ner Skeâcee$e jemlee veneR nw~ mebieerleMeem$e ceW o#e
efMe#ekeâ leLee efkeÅeeLeer& kegâMe} DevegmebOeevekeâlee& yevekeâj
mebieerleMeem$e keâes Deewj DeÛÚe keâj mekeâles nQ~ mebieerle ceW
DevegmebOeeve keâjeves kesâ ef}Ùes efkeMes<e Øekeâej keâer ÙeesiÙelee
Deewj hee"Ÿe›eâce keâer DeekeMÙekeâlee nw~ Deepe keâe efkeÅeeLeer&
DeefOekeâ peeie™keâ Deewj yegefæceeve nw~ Ssmeer efmLeefle ceW
mebieerleMeem$e kesâ DeOÙeÙeve keâer Øeemebefiekeâlee Skeâ mkeleb$e
efke<eÙe kesâ ™he ceW mkele: efmeæ nes peeleer nw~ Deepe
yengcegKeer efMe#ee keâes Øeehle keâj peerkeveÙeeheve kesâ ceeie&
meg}Ye nes mekeâles nQ~ mebieerle Ssmeer keâ}e nw efpemeceW jeieeW
kesâ %eeve kesâ meeLe-meeLe mebieerle kesâ meYeer he#eeW keâes
mecePeves keâer #ecelee Yeer nesveer ÛeeefnS~ Deepe mebieerle
efMe#ee keâe GösMÙe cee$e ceÛeb ØeoMe&keâ ke keâ}ekeâej
yevevee ner veneR nQ, yeefukeâ peerkeveÙeeheve kesâ meeOeve kesâ
™he ceW mebieerleMeem$e kesâ DeOÙeÙeve keâes Deheveeves kesâ
mecyevOe ceW Deveskeâ mecYeekeveeÙeW nw~ DeÛÚs mebieerle efMe#ekeâ,
Meem$e }sKekeâ, mebieerle kesâ Feflenemekeâej ØeeÛeerve «evLeeW
leLee ef}efhe keâe Devegkeeo Deeefo DeveskeâeW kÙekemeeÙe he#e
nw pees efkeâ mebieerleMeem$e kesâ DeOÙeÙeve mes meerOes pegÌ[s nQ,
Deye mebieerle efMe#ee yengDeeÙeeceer efÛebleve keâe efke<eÙe yeve
keâj efMe#eCe heæefle keâer vekeerve Oejesnj ceW meefcceef}le nes
ieF& nw~ Meem$e he#e ceW Gòejesòej ke=efæ keâjves nsleg kele&ceeve
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meceÙe ceW meceÙe-meceÙe hej mebieerle heefjÛeÛee&SB, mesefceveej
Deeefo keâjeÙes pee jns nQ~ DeekeMÙekeâlee Fme yeele keâer nw
efkeâ meYeer efkeÉeveeW kesâ efkeÛeejeW hej ØekeâeMe [e}e peeÙes
leLee mebieerle keâes DevÙe efke<eÙeeW kesâ mecekeâ#e }eÙee peeÙes~
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Abstract :

The article traces the evolution of Indian music education from ancient times to
the present. It explores how music has been integral to Indian culture since the Harappa
and Mohenjo-Daro civilizations, progressing through the Vedic and medieval periods
where the Gharana system emerged. The study highlights the decline of traditional
music education during British rule and the ongoing challenges in contemporary India,
such as the lack of standardized curricula and trained educators. Despite these
challenges, recent policies like the National Education Policy 2020 show promise for
revitalizing music education in India.

Keywords :
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Introduction :

Indian music education has a rich history
that dates back to ancient civilizations,
evolving significantly through various
cultural and historical phases. From the
mystical tunes of the Harappa and Mohenjo-
Daro civilizations to the structured and
revered practices of the Vedic and medieval
periods, music has always been an integral
part of Indian culture. The transition from
ancient to modern times has brought
significant changes to how music is taught
and perceived. However, despite these
transformations, Indian music education

faces challenges in adapting to contemporary
needs, particularly in formal educational
settings. This paper explores the journey
of Indian music education from its ancient
roots to the present day, analyzing the
changes, challenges and opportunities in
preserving and advancing this rich cultural
heritage.

Music education in ancient times :

Music is always associated with ancient
civilizations and has come its path from
past to present through very rough changes.
That’s why it is still so enjoyable and famous
among people. According to history, most
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ancient civilizations were Harappa and
Mohenjo-Daro where archaeologists have
found much proof of music and dance.
They have seen multiple statues of dancing
ladies and much more. But still, we are
unable to transcribe their text so the
history was lost long ago.

After that, we can find the history of
Vedas where there is mention of Music
and Dance. There are several shlokas on
the importance of music. In the age of
Ramayana and Mahabharata, several
quotes described music education in
Gurukul. (Nath, 2016). In Ramayana,
there are descriptions of several subjects
that were taught at that time in Gurukuls,
some of them were Veda, Purana, Yukti
Sastra, etc. Even there is the description
of Rama being proficient in Music too
(Nath, 2016). Lava and Kusa (Sons of
Shree Rama) were taught Vedas, Vedangas
and the art of music in the hermitage of
Valmiki (Nath, 2016) sang in Rajsabha
with Vina and Khanjani. We learned that
Arjun played Vina very beautifully in
Mahabharata. Even when he was in disguise
for several years in Virata Rajya, he used
to teach dancing and singing to Uttara
(daughter of Raja Virata) (Nath, 2016). Sri
Kròsònòa would play Flute so beautifully
that everyone used to forget about their
work and be mesmerized just by listening
to it. That proves that ancient Gurukuls
had always taken music education very
seriously, that even the sons of kings were
educated in music too. At that time music
was only in the form of Sruti. Most of the
songs were either written as shlokas in
Vedas, Vadangas, and Upanisòads or were
folk music that was sung by people for
people.

Music education in the medieval period :

Indian music went through a lot at the
time of the medieval period. At that time
the country was attacked and looted multiple
times but nothing could stop the growth
of Indian music. This time is also called
the golden period of Music as most of the
famous musicians, singers were born in
this period. Even the most important part
of Indian music the Gharana system was
also emerged from this time. The Gharana
method is the most popular method of
music education still today, as it was used
to protect the characteristics of definite
Gurus and their traditions would be secured
as their students would have to copy their
style and make the Gharana style. It was
the most prominent and famous technique
of music education. Most of the songs
were made orally by the Gurus and taught
orally. No way of collecting the reservation’s
why most of the bandises have been lost
with time. Those bandises which survived
the test of time have been changed in many
forms as their tunes their bhava and their
words too have been changed. The writers
sometimes wrote only the words of the
bandisa, not the tunes as the notation
system was not discovered at that time, or
the tunes were popularised by people but
the words were missing even sometimes
the students could not listen properly their
Guru’s words that is how the words have
changed. The Gharana were prevalent in
the 20th century. But after that, the binding
of the system started to become loose as
singers started to sing by mixing different
characteristics of different Gharana.

Present situation of music education in

India :

After having a glorious past for ages
in music education after the British
kingdom transformed our education
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system from the root, till now, we haven’t
revived the tradition. But we are making
efforts towards that. Now we have upgra-
ded ourselves with technologies, 2 famous
swaralipi systems, globalization, and
many more things. But in music education
area we have not used all of this to their
maximum potential. We are still learning
things as our teachers have learned them.
It is high time that we took some measures
so that we can create a universal approach
for Indian music education can regain the
glory of its own. It has not come into effect
for a very long time but recently in 2005
in the National Curriculum Framework.
Some suggestions for that framework
were very important from the vision of
general awareness on the subjects of arts
education. Some of the important guide-
lines are-

1. Compulsion of Arts education up to
class X and all the facilities should
be provided for that, with a special
emphasis on Indian traditional arts.

2. Arts should be given a significant
curriculum.

3. Teachers should emphasize on
participatory and interactive approach
rather than instructive. (NCERT,
2008)

But this has not been implemented till
now. There are several recommendations
for different classes (i.e. Upper primary,
secondary, higher secondary) and different
types of arts education, (i.e. Music, Visual
arts, Theatre, Dance, etc.).

Research shows that many schools do
not have music as a subject, many have as
them as optional and trained music teachers
are very rare in this country. Most of the
schools do not have a curriculum to follow
for music education where other subjects

are taken care of. Students are not equipped
with the right kind of music education.
The institutions are only teaching them
what and how to sing. But they are neglec-
ting the most important portion of recor-
ding and publishing as it has become the
most important aspect of music for today’s
generation. There are very less institutions
where recording, mixing mastering, analy-
zing, instrumentation is being taught.
(Vishal, 2015)

In that report time allocation is also
being provided for different classes. It
recommended a minimum of 2 periods of
40-45 minutes each. “On an average, schools
have 4 periods per week (for primary) and
48 periods in upper primary. Out of this,
¼ time should be allocated for arts
education.” (NCERT, 2008)

Finally, in 2020 the National Education
Policy accepted that the arts are good for
students. “The good news is that the
National Education Policy 2020 accepts
that the ‘arts... are well known to enhance
cognitive and creative abilities in indivi-
duals and increase individual happiness’.
(The Economic Times, 2023)

But still, now the position is so bad
that there is no single curriculum for music
education in the national level. Schools,
educational boards, and states have their
own choice of not creating one as it is
happening now. We have forgotten our
culture where the main aim of education
was to make a child educated by holistic
education.

Different research on music education
curriculum has always indicated the main
cause of the lower popularity of music
education in India like music education is
still not available in most of the schools,
they do not have a different department
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or trained teacher. It is almost like an
occasional activity. In some places there
are some boundaries as music classes are
available to only some selected students
or those who have taken classes earlier
cannot take it in the next class etc. The
next point can be limited knowledge of
different music genres. That’s why many
students who have an interest in different
genres are neglected and they are bound
to move forward in a conventional way.
After that present music education is not
career-oriented, and people know very less
about the opportunities in this field that’s
why a large number of students can not
take the risk of where they are going to
stand in life after trying their luck in this
field. And finally, the changing scenarios
of modern education are caused by the
Internet, but still music educators are not
using the full potential of music education
through the lenses of the Internet and
communication. (Vishal, 2015)

Most recently NCERT has published
its National Curriculum Framework for
School Education 2023 where they have
stated that other subject teachers should
also integrate arts as a subject as it can
open doors to students as they will enjoy
the class as well as the boring lectures will
be embedded with music, painting, and
many more other things. But we must not
forget that, the teachers should be well-
trained and collaborative for this and this
cannot replace dedicated art classes in the
school curriculum (NCERT, 2023).

Conclusion :

The journey of Indian music education
from ancient times to the present reveals

a complex tapestry of cultural evolution,
resilience and adaptation. Despite the rich
traditions and historical significance,
contemporary music education in India
faces numerous challenges, including the
lack of standardized curricula and limited
access to trained educators. However,
recent developments, such as the National
Education Policy 2020, offer a glimmer
of hope for the future, recognizing the
importance of arts education in enhancing
cognitive and creative abilities. As India
moves forward, it is crucial to address these
challenges and revitalize music education,
ensuring that it continues to thrive as a
vital component of the nation’s cultural
and educational landscape.
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Abstract :

Oral storytelling and music have been instrumental in preserving and passing
down fairy tales across generations in both Indian and Western traditions. The study
investigates how these elements shape narratives and convey cultural values as in
Cinderella and Little Red Riding Hood in the West, alongside Indian stories from
Panchatantra and regional folklore. It also discusses the role of music used in the
stories from traditional melodies in Indian performances to modern soundtracks in
Disney adaptations. Additionally, the study considers contemporary reinterpretations,
such as Bollywood epic films and modern Western adaptations to understand how
they balance traditional elements with modern influences. Ultimately, the paper
demonstrates the cultural importance of storytelling and music in maintaining
communal identity and transmitting moral values while suggesting strategies to
safeguard these traditions in a rapidly evolving world.

Keywords :

Oral storytelling, music, fairy tales, comparative analysis, cultural values

Introduction :

Oral storytelling and music are foun-
dational elements in the preservation and
transmission of fairy tales across cultures.
In the Western tradition, tales like Cinde-
rella and Little Red Riding Hood were
initially shared orally and later formalised
by figures like the Grimm Brothers and
Charles Perrault, retaining memorable
phrases and moral lessons reflecting their
oral origins. Walter J. Ong notes that “Oral
cultures know few statistics or facts divorced
from human or quasi-human activity”,
demonstrating the connection between

storytelling and cultural context1. In India,
stories from the Panchatantra and folklore
such as The Princess and the Golden Bird
use rhythmic language, music and gestures
to impart wisdom and values. Roland
Barthes states that “Myth is a type of speech
chosen by history,” illustrating how these
stories and their music function as cultural
myths2. This study explores how both Indian
and Western traditions use storytelling and
music to preserve and adapt cultural values,
displaying their lasting importance in
maintaining cultural heritage.
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Oral Storytelling in Indian and Western

Traditions :

Oral storytelling is essential to both
Indian and Western fairy tale traditions,
enabling the preservation of cultural values
and morals across generations. In the
West, fairy tales such as Cinderella and
Little Red Riding Hood were originally
passed down orally before being recorded
by figures like the Grimm Brothers and
Charles Perrault. These stories retain oral
elements such as simple plots and repeti-
tive phrases like “Oh, Grandmother, what
big eyes you have! The better to see you
with! ... Oh, Grandmother, what a big,
scary mouth you have! The better to eat
you with!” which contribute to their memo-
rability 3. These tales aim to teach moral
lessons, like the importance of obedience
and courage, while also providing entertain-
ment. The transition to written form helps
these stories reach a wider audience while
preserving their culture.

In India, oral storytelling as seen in
the Panchatantra and tales such as The
Princess and the Golden Bird employs
rhythmic language, music and gestures to
convey wisdom and community values.
Storytellers like kathavachaks who use
instruments like the ektara focus on
community well-being and cooperation,
making these stories both memorable and
culturally important. As Iseke and Mc-
Callum argue, “Storytelling is a practice
that we benefit from as children,” and “we
grow deeper understandings” as time goes
on, and “it remains a practice in which we
can learn for a lifetime”4. Tales like The
Blue Jackal, allow listeners to absorb and
reflect on important values throughout
their lives. While both Indian and Western
traditions use repetition and moral lessons,
Indian tales depict collective values and
adaptability, contrasting with the Western

emphasis on individual moral clarity as
seen in Little Red Riding Hood. This endu-
ring role of storytelling helps preserve
cultural values across generations.

The Role of Music in the West and India :

Music plays a vital role in enhancing
the engagement and emotional intensity
of fairy tales in both Western and Indian
traditions. In Disney’s Cinderella, the
song “A Dream Is a Wish Your Heart
Makes” expresses Cinderella’s dreams
and hopes, with lyrics like, “A dream is a
wish your heart makes / When you’re fast
asleep,” helping the audience feel more
connected to her story5. In Aladdin, the
song “Speechless” portrays Princess
Jasmine’s growth and determination, with
lines like, “I won’t be silenced / You can’t
keep me quiet,” reflecting her journey
towards empowerment 6. Similarly,
Tchaikovsky’s Sleeping Beauty uses the
melody in “Once Upon a Dream” performed
by a full orchestra, to set the mood and
portray key moments7. In these examples,
music deepens emotional connections and
supports the narrative.

In Indian storytelling, music is integral,
especially in traditional and classical forms.
In the Pandavani tradition, performers like
Teejan Bai use folk songs and the tambura
to vividly convey the Mahabharata. Simi-
larly, Bharatanatyam dance dramas employ
Ragas and instruments like the sitar and
tabla to deepen the storytelling experience.
Recent performances of Ramayana by
artists like Malavika Sarukkai use music
to evoke emotions and connect with cultural
roots. Coomaraswamy observes that “Indian
music is a purely melodic art, devoid of
any harmonised accompaniment other
than a drone,” demonstrating how its focus
on melody and drone makes storytelling
powerful8. William O. Beeman adds that
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“music as an element of performance is
far less separate in India than in the West,”
indicating a deep integration of music into
storytelling and cultural expression 9. This
integration depicts how Indian music en-
hances storytelling and preserves cultural
traditions in ways distinct from Western
practices.

Contemporary Music and Cultural

Impact :

Modern adaptations of fairy tales in
both Western and Indian contexts show
how these stories are updated for contem-
porary audience while retaining core
elements. In the West, films like Disney’s
Frozen and Beauty and the Beast refresh
classic tales with new music and themes.
For example, Frozen reinterprets the old
story of The Snow Queen with a focus on
female empowerment, featuring the
song “Let It Go” where Elsa “shares her
liberation with the audience, breaking the
fourth wall,” and proudly declares, “The
cold never bothered me anyway!” 10.
Elsa’s declaration through song reflects
how music drives the message of self-
empowerment in modern fairy tales.
Disney’s Beauty and the Beast incorporated
both new and traditional songs to keep the
story interesting for contemporary audience,
while The Lion King  uses “Hakuna
Matata” to introduce a fun, upbeat element.
Musicals and theatre performances also
bring these stories to life with updated
music and lively performances.

In Indian cinema, Bollywood films
adapt traditional stories and epics, such
as the Ramayana, by blending modern
elements with traditional narratives. For
example, the 2023 movie adaptation Adi-
purush integrates contemporary music and
choreography with traditional storytelling.
The upcoming 2025 film featuring Ranbir

Kapoor is also expected to blend traditional
themes with modern music. As Heidi
Pauwels points out, “There is not just one
Ur-text of, say, the Ramayana, fixed for all
times,” reflecting the evolving nature of these
adaptations11. Both Western and Indian
adaptations use music to keep traditional
stories relevant and appealing, balancing
old traditions with new influences.

Cultural Value and Preservation :

Music and oral storytelling are crucial
for preserving cultural heritage in both
Indian and Western contexts. In India,
artists like Kailash Kher blend traditional
and modern styles, maintaining the rele-
vance of classical and folk music, while
oral traditions such as Katha performances
keep ancient epics and regional tales alive.
Religious songs like bhajans and classical
forms like dhrupad uphold cultural
identities and spiritual practices. In the
West, Disney’s The Lion King employs
African rhythms and orchestral music to
enhance its narrative, while the oral stories
of Grimm’s Fairy Tales continue to be
adapted and retold across various media.
These storytelling and music traditions not
only entertain but also maintain cultural
identity and impact important life lessons.

However, modern technology and
globalisation pose challenges to these
traditions. Digital media and global culture
overshadow local storytelling and music
which leads to a decline in traditional prac-
tices. It is contended that “the theatrical
presentation of traditional tales carries
great potential for aiding the preservation
of an oral culture that is presently at risk
of completely changing or vanishing
forever”12. This shows the importance of
finding innovative ways to preserve and
celebrate these traditions. To address these
challenges, strategies such as digital
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archiving can help preserve and document
these stories and songs for future generations.
Additionally, revitalising folk performances
and incorporating them into modern cultural
events can renew interest and ensure that
traditional practices remain relevant. Bala-
ncing tradition with modern influences is
key to keeping these valuable cultural
practices alive.

Conclusion :

The study proves the pivotal role of
oral storytelling and music in preserving
and transmitting fairy tales across Indian
and Western traditions. It reveals that both
traditions use storytelling to convey cultural
values and moral lessons, with Western
tales like Cinderella and Little Red Riding
Hood and Indian narratives from the
Panchatantra and regional folklore demon-
strating this continuity. Music enhances
these tales by deepening emotional connec-
tions and supporting narratives, as eviden-
ced by Disney’s modern adaptations and
traditional Indian performances. Contem-
porary reinterpretations in both Bollywood
and Western cinema show how these
stories are updated to connect with modern
audience while maintaining core elements.
Music’s ability to touch hearts makes it
essential in preserving and renewing these
cultural stories, like Disney’s Cinderella
and traditional Indian folklore. Despite the
challenges posed by digital media and
globalisation, safeguarding these traditions
requires innovative strategies like digital
archiving and revitalising traditional
performances. Balancing tradition with
modernity is essential to ensure that these
valuable storytelling and musical practices
continue to thrive and remain relevant for
future generations.
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yeveejmeer kem$eeW kesâ De}bkeâjCe ke Fmekesâ ™heekeâj
jekesâMe kegâceej

MeesOe Úe$e, šwkeämešeF} ef[peeFve ØeYeeie,
efÛe$ekeâ}e efkeYeeie, ÂMÙe keâ}e mebkeâeÙe, yeerÊSÛeÊÙetÊ keejeCemeer

meejebMe :

Gòej ØeosMe ceW efmLele peveheo keejeCemeer, yeveejmeer kem$e keâ}e kesâ megvoj ke Deekeâ<e&keâ yegveeF& keâ}e kesâ ef}S
efkeÕeØeefmeæ jne nw, yeveejmeer kem$ekeâ}e keâe ØeeÛeerve meceÙe mes ner ieewjkeMee}er Fefleneme jne nw, meyemes Glke=â<š
keâheÌ[eW ceW mes Skeâ yeveejmeer kem$e Deheves meeQoÙee&lcekeâ, Ûecekeâoej jsMece, neLe mes keâer ieF& cenerve yegveeF& ceW Ûeeboer
ke meesves keâer pejer kesâ keâece kesâ ef}S peevee peelee jne nw~

Ùen }Ieg MeesOe yeveejme ceW nesles Dee jns nQ heejbheefjkeâ kem$e yegveeF& hejbheje, De}bkeâjCe, šskeämešeF}
ef[peeFvej, veÌkeäMesyebo keâ}ekeâej (cegKÙe ™he mes yeveejme kesâ meboYe& ceW) ke mecyebefOele keâejeriejeW kesâ heerÌ{er oj heerÌ{er
De«eef<ele keâjles ngS yeveejme kesâ ef[peeFvejeW kesâ meeLe mee#eelkeâej efkeefOe hej DeeOeeefjle nw, Fme mee#eelkeâej kesâ Éeje
ef[peeFvejeW mes yeeleÛeerle kesâ oewjeve keneb kesâ De}bkeâjCe ke yeveejmeer meeefÌ[ÙeeW ceW Fmekesâ cenòke ke keâeÙe&efkeefOe keâe
efkekejCe Øemlegle efkeâÙee ieÙee nw~

Meyo kegâbpeer :

Fefleneme, šwkeämešeF} ef[peeFvej, vekeäMesyebo ef[peeFvej, De}bkeâjCe, lekeâveerkeâ

yeveejme keâer kem$e keâ}e keâe Fefleneme :

Oeeefce&keâ «ebLeeW kesâ Devegmeej yeveejme (keâeMeer) keâes

ØeeÛeerve keâe} mes ner Yeejle kesâ Øeefmeæ yegveeF& kesâbõ kesâ
™he ceW peevee peelee jne nw~ peelekeâ keâLeeDeeW kesâ Devegmeej
heebÛekeer Meleeyoer Ùee Ú"er Meleeyoer F&mee hetke& ceW keâeMeer,
keâheeme Deewj jsMece kesâ efvecee&Ce keâe Skeâ ØecegKe kesâbõ Lee~

 yeveejmeer kem$e Deheveer Devet"er yegveeF& Mew}er Skeb
De}bkeâjCe kesâ ef}S Øeefmeæ jne nw efpemekeâe ßesÙe yeveejme

kesâ yegvekeâjeW keâes efoÙee peelee nw~ FeflenemekeâejeW ves Meg®Deeleer
yeÇeskesâ[ hej efnbot ™heebkeâveeW Deewj jepemLeeveer heWefšbie kesâ
ØeYeeke keâe omleekespeerkeâjCe efkeâÙee nw }sefkeâve Ùen osKee

ieÙee nw efkeâ 16keeR Meleeyoer kesâ Deeme-heeme keâneR ve

keâneR Ssmes Meg®Deeleer De}bkeâjCe DeÛeevekeâ meceehle nes
ieS, kele&ceeve meceÙe ceW nce pees yeÇeskesâ[ osKeles nQ GveceW
ÌHeâejmeer, cegie} Deewj ceOÙe SefMeÙeeF& De}bkeâjCe nekeer
nQ~ meceÇeš Dekeâyej kesâ mebj#eCe ceW 16keeR Meleeyoer ceW
cegie} keâe} kesâ oewjeve yeveejme kesâ yegvekeâjeW ves Ûeeboer
Deewj meesves kesâ pejer OeeieeW keâe GheÙeesie keâjkesâ DeefÉleerÙe

Deewj peefš} jsMece yeÇeskesâ[ yeveekeâj GÅeesie ceW Deheveer
keâ}eDeeW keâe heefjÛeÙe efoÙee~ 18keeR Deewj 19keeR Meleeyoer
kesâ oewjeve yeveejmeer yegveeF& keâes DeefOekeâ mejenvee efce}ves
}ieer~
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efÛe$e meb-1

efyeÇefšMe keâe} kesâ DeefOekeâebMe meceÙe ceW Meener
ojyeej kesâ ØeÙeesie kesâ ef}S kegâÚ DeefÉleerÙe kemlegDeeW keâes
ÚesÌ[keâj nLekeâjIee keâe GheÙeesie yebo keâj efoÙee ieÙee Lee
veleerpeve yeveejme keâer yegvekeâj Deeyeeoer keâce nes ieF&
ne}ebefkeâ Yeejle keâer Deepeeoer kesâ yeeo nLekeâjIee kesâ #es$e
ceW megOeej ngDee, cenelcee ieebOeer Deewj Gvekesâ DevegÙeeefÙeÙeeW
ves yegveeF& keâewMe} keâes hegvepeer&efkele keâjves Deewj osMe Yej
ceW «eeceerCe DeLe&kÙekemLee ke nLekeâjIee yegvekeâjeW kesâ ef}S
jespeieej kesâ Dekemej Øeoeve keâjves keâe ØeÙeeme efkeâÙee~

lekeâveerkeâ :

De}bkeâjCeeW keâes meyemes hen}s šwkeämešeF} ef[peeFvejeW
Éeje keâeiepe hej jsKee efÛe$e (mLeeveerÙe Yee<ee ef}KeeF&)
lewÙeej efkeâÙee peelee nw, ef[peeFvej ef}KeeF& keâjles meceÙe
ef[peeFve kesâ oesnjeke (efjheerš) keâe cegKÙe ™he mes OÙeeve
jKelee nw, ef[peeFve lewÙeej nesves kesâ yeeo Fmes vekeäMesyebo
ef[peeFvej keâes os efoÙee peelee nw vekeäMesyebo ef[peeFve
(Sketch) keâes «eeheâ heshej hej Gleejlee nw, «eeheâ heshej
yeepeej ceW keâF& Øekeâej kesâ Ghe}yOe nesles nQ~ vekeäMesyebo,
ef[peeFve kesâ ef}S Skeâ keâjIes kesâ Ûeewkeâ (efjheerš) kesâ
Devegmeej «eeheâ heshej keâe ÛeÙeve keâjlee nw leLee heshej hej
yeves ngS ef[peeFveeW keâes «eeheâ hej OeeieeW kesâ ™he ceW yeo}
oslee nw~ Fvner «eeÌHeâ (vekeäMee) keâer meneÙelee mes keâjIeeW
hej kem$eeW keâer yegveeF& keâer peeleer nw~

ef[peeFvej :

efkeâmeer Yeer keâheÌ[s hej ef[peeFve Ùee keâheÌ[s keâer

yegveeF& keâjves mes hen}s De}bkeâjCe keâer DeekeMÙekeâlee
nesleer nw, Ùen De}bkeâjCe pÙeeefceefleÙe Skeb Øeeke=âeflekeâ ™he
mes ØeYeeefkele nes mekeâles nQ~ heât}-heefòeÙeeW, heMeg-heef#eÙeeW,
pÙeeefceefleÙe DeekeâejeW FlÙeeefo kesâ menefceßeCe mes De}bkeâjCe
keâes lewÙeej efkeâÙee peelee nw, Fve De}bkeâejCeeW keâe jsKeebkeâve
(Sketch) lewÙeej keâjves mes }skeâj keâheÌ[s keâer yegveeF&
keâjves lekeâ heejbheefjkeâ lejerkesâ mes oes ef[peeFvejeW keâer
cegKÙe Yetefcekeâe nesleer nw, jsKee efÛe$e ef[ÌpeeFvej (Textile

Designer) ke vekeäMeskeâej ef[ÌpeeFvej (Graph

Designer), Fvekesâ ßecemeeOÙe kegâMe}lee keâer kepen mes
ner yeveejmeer kem$eeW keâer megbojlee Skeb iegCekeòee keâer henÛeeve
keâer peeleer nw~

yeveejme kesâ heejbheefjkeâ ke kele&ceeve meceÙe ceW keâece
keâj jns šskeämešeF} ef[ÌpeeFvej Skeb vekeäMesyevo ef[ÌpeeFvejeW
mes mee#eelkeâej kesâ oewjeve Øeehle efkekejCe veerÛes Øemlegle
efkeâÙee ieÙee nw-

keejeCemeer kesâ ceesnu}e oes<eerhegje (efmešer mšsMeve
kesâ heeme), heejbheefjkeâ hegjeves ef[ÌpeeFvejeW kesâ veF& heerÌ{er ceW
ceesncceo efmeylewve yeveejmeer kem$eeW kesâ ef[peeFve kesâ
ef}S Dehevee cegKÙe Ùeesieoeve os jns nQ, Fvekeâer keâF&
heerefÌ{Ùeeb yeveejmeer De}bkeâjCeeW kesâ ef}S ef}KeeF& Skeb
veÌkeäMes keâe keâece keâjles Dee jns nQ, Fmeer Øekeâej mes FvnW
Yeer Fme keâ}e keâes meerKeves keâe ceewkeâe efce}e, FvnW Fme
keâ}e keâes meerKeves ceW pÙeeoe meceÙe veneR }iee~ Deepe
kesâ meceÙe ceW Ùes šskeämešeF} ef[peeFvej Skeb vekeäMesyebo
ef[peeFvej oesveeW kesâ ™he ceW keâece keâj jns nw~

efmeylewve yeleeleW nw efkeâ hegjeves heerÌ{er kesâ ef[peeFvejeW
Éeje yeveeF& ieF& yeveejmeer ef[peeFveeW keâer Ketyemetjleer Deewj
ve]peekeâle ner kegâÚ De}ie nesleer Leer, efyevee Fbšjvesš kesâ
peceeves ceW Gvekeâer heerÌ{er keâece keâj Ûegkeâer Leer, Gme meceÙe
ef[]peeFve keâes efyevee keâe@heer efkeâÙes heât}-heefòeÙeeW, heMeg-
heef#eÙeeW mes mebyebefOele hegmlekeâeW keâe DeOÙeÙeve keâjves kesâ
yeeo ner ef[]peeFveeW keâer ef}KeeF& keâe keâece efkeâÙee peelee
Lee~
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        efÛe$e meb-2             efÛe$e meb-3

yeveejme kesâ meyemes hegjeves heejcheefjkeâ keâ}ekeâej
heâwpeeve Denceo efpevekeâer GceÇ 70 ke<e& kesâ Deeme-heeme
nw, Ùen 20 mes 21 ke<e& keâer GceÇ mes yeveejmeer kem$eeW kesâ
ef}S ef[]peeFve (ef}KeeF&) keâe keâece keâj jns nQ, FvneWves
hen}s ef[]peeFvej (Sketcher) ke Gmekesâ yeeo «eeheâ
heshej hej vekeäMes yeveeves keâe keâeÙe& Meg™ efkeâÙee, Fmekesâ
De}ekee heâwpeeve Denceo peer keâF& Ssmes efMe<ÙeeW keâes Yeer
efMeef#ele efkeâÙee efpevekeâer ™efÛe Fme #es$e ceW Leer~ heâwpeeve
Denceo cegKÙe ™he mes yeveejmeer kem$e ceW ØeÙeesie efkeâS
peeves kee}s Fkeâleeje ef[]peeFve keâer ef}KeeF& kesâ ef}S
peeves peeles nQ pees keâeheâer yeejerÌkeâ ef[ÌpeeFve nesleer nw~
hegjeves meceÙe ceW yeveejmeer kem$eeW kesâ ef}S ØeÙeesie keâer
peeves kee}er Pee}e heæefle (mLeeveerÙe Yee<ee ceW DekeâÌ[e-
ceb[e) keâe keâeÙe& Yeer Fvnesves efkeâÙee nw, ÌHeâwÌpeeve Denceo
peer yeleeles nQ efkeâ Fme heæefle keâe ØeÙeesie Gme meceÙe
efkeâÙee peelee Lee peye yeepeejeW ceW «eeheâ heshej ve ner
ef[ÌpeeFve keâes efjheerš keâjves kesâ ef}S š^sefmebie heshej efce}lee
Lee~ hegjeves meceÙe ceW efyevee š^sefmebie heshej kesâ ef[peeFveeW
keâes efjheerš (oesnjeke) lewÙeej keâjvee yengle ner yeÌ[e
ÛegveewleerhetCe& keâeÙe& neslee Lee ~

keâF& ke<eeX kesâ DevegYeke kesâ keâejCe ÌHeâwÌpeeve Denceo
peer keâef"ve mes keâef"ve ef[]peeFveeW keâe efjheerš yeÌ[er mej}lee
mes keâj }sles Les Deewj Deepe Yeer keâjles nw, Denceo peer
veF& heerefÌ{ÙeeW Skeb keâheÌ[e GÅeesie kesâ ef}S Skeâ Ssmee
%eeve keâe œeesle nw pees efkeâmeer Yeer efÌkeâleeyeeW Ùee efkeâmeer
DevÙe œeesleeW mes veneR efce} mekeâlee nw~ Denceo peer yeÌ[s
ner mej} mkeYeeke kesâ nQ peneB lekeâ ceQ peeve heeÙee,
mee#eelkeâej kesâ oewjeve Gvekesâ efMe<ÙeeW ves yeleeÙee efkeâ
Gmleeo yengle ner ceooieej mkeeYeeke kesâ nQ, Deiej efkeâmeer
kesâ Deboj Fme keâ}e keâes meerKeves keâer }}keâ nw lees yeÌ[s
ner Glmeeefnle ceve mes Gmekeâes efmeKeeles nw~

heâwpeeve Denceo yeleeles nQ efkeâ Skeâ yeveejmeer meeÌ[er
lewÙeej keâjves ceW }ieYeie 25 mes 30 }esieeW keâer
DeekeMÙekeâlee nesleer nw efpemeceW cegKÙe ™he mes ef[ÌpeeFvej,
vekeäMesyevo, jbiejspe, keâjIee lewÙeej keâjves kee}e, {jkeâer
Yejves kee}e FlÙeeefo }esie Meeefce} nQ~ yeveejmeer meeÌ[er
yeveeves kesâ ef}S meyemes hen}s ef[peeFve keâer DeekeMÙekeâlee
nesleer nw, Skeâ meeÌ[er ceW ef[peeFve kesâ keâF& Yeeie nesles nQ,
DeebÛe}, yee@[&j, peceerve (heesle), yee@[&j kesâ meeLe Pee}j,
Fvekesâ De}ekee DeebÛe} ceW Yeer keâF& Yeeie nesles nQ~
heejbheefjkeâ yeveejmeer kem$eeW keâer meyemes Keeme yeele Ùen nw
efkeâ Deiej ken Skeâ meeÌ[er kesâ ef}S ef[peeFve ef}Keer pee
jner nw lees Ùen OÙeeve osvee neslee nw efkeâ meeÌ[er kesâ meejs
Yeeie DeebÛe}, yee@[&j, yetšer, yetše FlÙeeefo kesâ ef[peeFve
Skeâ otmejs mes efce}les-peg}les nes, DeebÛe} ceW Deiej keâwjer
yeveeÙee ieÙee nw lees Gme keâwjer mes efce}lee-peg}lee ceesefšheâ
yee@[&j ke yetšer FlÙeeefo ceW Yeer nesvee ÛeeefnS~

De}bkeâjCe :

Deepe kesâ meceÙe ceW yeveejmeer kem$eeW ceW efkeefYeVe
Øekeâej kesâ ceesefšheâ (Design) keâe ØeÙeesie efkeâÙee pee
jne nw }sefkeâve kegâÚ hejbhejeiele ceesefšheâ nQ efpevekeâe
ØeÙeesie keâjkesâ yeveejmeer kem$ees keâe efvecee&Ce efkeâÙee peelee
Lee Deewj Deepe Yeer heejcheefjkeâ meeefÌ[ÙeeW ceW Deheveer
henÛeeve yeveeS ngS nQ~ pees efvecve Øekeâej nw :efÛe$e meb-4
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yetšer :

yeveejmeer kem$eeW kesâ cenlkehetCe& ef[]peeFveeW ceW mes Ùen
Skeâ nw, Fmes meeÌ[er kesâ peceerve (heesle) ke cegKÙe Yeeie keâes
megmeefppele keâjves kesâ ef}S ØeÙeesie efkeâÙee peelee nw~ kegâÚ
heejcheefjkeâ yetšer Fme Øekeâej nw- keâwjer yetšer (Deece kesâ
Deeke=âefle keâer yetšer), }leerheâe yetšer (Øeke=âefle kesâ meeQoÙe& mes
ØeYeeefkele yetšer), Ûeves kesâ heòes keâer yetšer, iebiee-pecegvee Ùee
meesvee-™hee yetšer~ yetefšÙeeW keâes pee}, pebie}e, Ûeewoeveer,
heóer FlÙeeefo hej ceerveeoej yetšer kesâ ™he ceW keâeÌ{e
peelee nw~

efÛe$e meb-5

efÛe$e meb-6

yetše :

yetšs keâe ØeÙeesie meeefÌ[ÙeeW kesâ yee@[&j ceW, DeebÛe}
ceW, keâYeer-keâYeer DeebÛe} kesâ cegKÙe kesâbõ ceW Yeer yeveeÙee
peelee nw, Fmekesâ De}ekee DeebÛe} kesâ Thejer Yeeie,
peceerve ceW Yeer keâe{e peelee nw efpemes mLeeveerÙe Yee<ee ceW
keâesefveÙee keânles nQ~ yetšs ceW efvecveef}efKele hewšve& ØeÛeef}le
nw- keâwjer yetše, }leerheâe yetše, efMekeâejieen yetše, iebiee-
pecegvee yetše, heeve yetše Skeb efkeefYeVe Øekeâej kesâ heât}
heefòeÙeeW kesâ mebÙeespeve mes yeveeÙee ieÙee yetše~

efÛe$e meb-7

keâesefveÙee :
ef[]peeFve Deeke=âefle keâes Fme lejn mes yeveeÙee peelee

nw efkeâ ken keâesves ceW Deemeeveer mes mesš nes mekesâ~ efkeefYeVe
Øekeâej kesâ keâesefveÙee De}bkeâjCe nQ efpevekeâe ØeÙeesie yeveejmeer
kem$eeW ceW efkeâÙee peelee jne nw- efMekeâejieen keâesefveÙee,
keâwjer keâesefveÙee, keâ}biee keâesefveÙee, heeve-heòeer keâesefveÙee
FlÙeeefo~

efÛe$e meb-8
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yes} :

yes} keâe ØeÙeesie DeebÛe}, peceerve (heesle), keâYeer-
keâYeer y}eGpe kesâ keâheÌ[s kesâ ef}S Yeer keâjles nQ~ De}ie-
De}ie peieneW hej De}ie-De}ie lejerkesâ kesâ yes} keâes
yeveeS peeles nQ pees Fme Øekeâej nw- hešyes}, DeeÌ{er yes},
Skeânjer yes}, oesnjer yes}, }nefjÙee yes} FlÙeeefo~

efÛe$e meb-9

pee} Deewj pebie}e :

FmeceW efkeefYeVe Øekeâej keâer ef[]peeFve keâeheâer ØeÛeef}le
nw pees heejcheefjkeâ lejerkesâ mes yeveeS peeles jns nQ- heât}oej
pee}, Debietj keâer yes} keâe pee}, ceervee oej pee},
meerOeer heòeer keâe pee}, }nefjÙee heòeer keâe pee}, pejer
pee} FlÙeeefo~

efÛe$e meb-10

yee@[&j :

yee@[&j keâe ØeÙeesie yetšer kee}er peceerve (heesle) kesâ
meeLe, pee} hewšve& peceerve kesâ meeLe Skeb keâYeer-keâYeer
meeoer peceerve kesâ meeLe Yeer yeveeS peeles nQ~

efÛe$e meb-11

Pee}j :

Skeâ Keeme Øekeâej keâer ef[]peeFve yeveeF& peeleer nw
efpemes Pee}j keânles nQ, cegKÙe ™he mes efÛejwleve Pee}j,
leerveheòeer Pee}j Fmekesâ De}ekee keejeCemeer ceW DeveskeâeW
Øekeâej kesâ hewšve& keâe ØeÙeesie kem$eeW ceW efkeâS peeles nQ pees
Fme Øekeâej nw- [esefjÙee hewšve&, oes Lehhee, me}eF&oej,
hegâ}keejer, DeeOee [esefjÙee, Pee}j, ÛejKeevee, heòeeroej
FlÙeeefo~

efÛe$e meb-12

efve<keâ<e& :

Deepe kesâ meceÙe ceW YeejleerÙe heejcheefjkeâ ef[]peeFvej
Skeb yeÇeb[ ceemšj yegvekeâjeW keâes le}eMevee yengle cegefMkeâ}
nw, kegâÚ ner Ssmes ßecemeeOÙe keâejeriej nw pees heejbheefjkeâ
De}bkeâjCe Skeb jbieeW keâe ØeÙeesie keâj jns nQ efpevekesâ
keâejCe heejcheefjkeâ yeveejmeer kem$ees keâer meewvoÙee&lcekeâlee
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yeÛeer ngÙeer nw~ mebmke=âefleÙeeW, MeemekeâeW, OeceeX Deewj meeceeefpekeâ
DeeefLe&keâ heefjefmLeefleÙeeW kesâ mebheke&â ceW Deeves kesâ keâejCe Fve
kem$eeW ceW meefoÙeeW mes keâF& yeo}eke DeeS nQ }sefkeâve
yeveejmeer kem$eeW keâer megbojlee Gmekesâ efvecee&Ce ceW Meeefce}
kegâMe} keâ}elcekeâ keâ}elcekeâlee ceW ner efveefnle nw pees
keâYeer meceehle veneR nesiee, Deepe Yeer YeejleerÙe ogunveeW
Éeje Deheves heesMeekeâeW ceW heejbheefjkeâ yeveejmeer kem$ees keâer
ceebie jnleer nw~
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Dhvani in Bloom : The Dramatic Dynamics
of Kalidasa’s Abhinjānaśākuntalam
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Nehru Arts and Science College, Coimbatore Nehru Arts and Science College, Coimbatore

Abstract :

This study explores the profound influence and application of Dhvani (suggestion)
theory in Classical Indian theatre, illuminating its integral role in enhancing the
emotional depth and expressive power of performances. Originating from the seminal
works of Bharata Muni’s Natyashāstra and further elaborated in Anandavardhana’s
Dhvanyāloka, Dhvani theory underpins the aesthetic and dramaturgical principles of
classical Indian theatre. This research article explores the manifestation of Dhvani in
Kalidasa’s play Abhinjānaśākuntalam, a seminal work in Indian theatre that exemplifies
the sophistication of Sanskrit drama. Kalidasa often hailed as the Shakespeare of India,
masterfully employs Dhvani to evoke emotions, suggest deeper meanings, and create
a resonance that goes beyond the literal narrative. The article delves into how Kalidasa
uses language, metaphor, and symbolism to craft a multi-dimensional experience for
the audience, where what is suggested often carries more weight than what is explicitly
stated. Through this comprehensive analysis of the classical play Kalidasa’s
Abhinjānaśākuntalam, the study reaffirms Dhvani’s enduring significance and capacity
to enrich theatre’s performative and dynamic dimensions.

Keywords :

Abhinjānaśākuntalam, Classical Indian Theatre, Dhvani, Kālidāsa, Sanskrit Drama.

Introduction :

Classical Indian theatre, renowned for
its deep-rooted aesthetic principles, has
enthralled audiences for centuries. Central
to this tradition is the concept of Dhvani,
a sophisticated theory of suggestion that
enhances the performance’s emotional and
artistic depth. Derived from Sanskrit,
where Dhvani means “sound” or “resonance”

this theory emphasizes the subtle and
indirect evocation of emotions and ideas
rather than explicit expression. By focu-
sing on suggestion rather than direct
description, Dhvani enables a richer and
more nuanced communication of themes
and emotions, engaging the audience’s
imagination and interpretive skills.
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The theoretical underpinnings of
Dhvani are grounded in classical Indian
scholarly works, notably Bharata Muni’s
Natyashāstra and Anandavardhana’s
Dhvanyāloka. Bharata’s treatise on
performance incorporates elements of
suggestion through its discussions on Rasa
(emotional flavor) and Abhinaya (expre-
ssion). Anandavardhana’s Dhvanyāloka
further articulates the concept, highligh-
ting its role in achieving profound artistic
expression.

Kalidasa, a preeminent poet and
playwright, adeptly employed Dhvani in
his celebrated play Abhinjānaśākuntalam.
This work, a rich tapestry of love, loss, and
reunion, leverages Dhvani to offer deeper
layers of meaning, inviting audiences to
engage with its emotional and relational
complexities. This article will explore how
Dhvani functions in Abhinjānaśākuntalam,
analyzing key scenes and dialogues to
reveal how Kalidasa’s use of suggestion
contributes to the play’s enduring appeal
and sophisticated artistry.

Unveiling Dhvani in Kālidāsa’s

Abhinjānaśākuntalam :

The Natyashastra, a foundational
treatise on drama, emphasizes the creation
of rasa (aesthetic mood) through the
interaction of determinants (vibhāvās),
consequents (anubhāvās) and fleeting
mental states (vyabhichārībhāvās).
Vibhāvās are the elements that establish
the mood, such as the lovers in Sringāra
rasa (romantic mood). The often-quoted
Rasa sūtra from the 6th chapter of the
Natyashastra comes to mind:

Vibhāvānubhāva
vyabhichārīsamyogād rasaniśpattihi

In drama, these elements are
portrayed on stage to evoke rasa. Poetic
compositions are classified into Shravya
(to be heard) and Drishya (to be seen).
This suggests that some poetry is intended
for visual performance. The application
of Dhvani to drama can be justified as
follows:

1. Drisya Kavya : Performance-based
Kāvyās, including dramatic presenta-
tions and dance (Nritya and Nātya),
rely on the poetic component. Dance,
like music, incorporates a textual or
lyrical element.

2. Relevance of Dhvani : Since Dhvani
applies to kavya and considering that
kāvyās can be performed through
dance, Dhvani is also relevant to dance
forms such as Nritya (representational
dance) and Nātya (dramatic dance).

Indian aestheticians have skilfully
differentiated between the spiritual and
worldly levels of poetry and drama, a distin-
ction beautifully illustrated through the
works of Kalidasa. His works are rich in
Rasa-Dhvani, more so than those of any
other poet, making them a crucial conduit
for understanding the various schools of
Indian aesthetics. While other poets and
writers often convey their ideas through
multiple slokas (verses), Kalidasa has the
unique ability to express profound ideas
in just a single line. For example, in the
third act of Abhinjānaśākuntalam, Kalidasa
writes, “Ayē labdham nēthranirvānam,”
which translates to “Hey! My eyes are
blessed.” Unlike other Sanskrit poets who
might have elaborated on this theme over
several verses, Kalidasa succinctly captures
the essence of the moment. The literal
meaning suggests that King Dushyanta’s
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eyes are relaxed or soothed, but the deeper,
suggested meaning is that he has fallen in
love with Shakuntala at first sight, capti-
vated by her beauty. This is a testament to
Kalidasa’s unparalleled mastery in evoking
Dhvani, allowing readers and audiences
to experience the profound emotional under-
currents of his works with a remarkable
economy of words. In Abhinjānaśākuntalam,
Kalidasa says:

Pāthum na prathamam vyavasthi jalam
Yushmāswapīthēshuyā

Nādathēpriyamandanāpibhavathām
Snehenayāpallavam

Aadye va: kusumaprasōthisamaye
Yasyabhavathyutsava:

Seyamyāthi sakuntala pathigriham
Sarvairanunjāyathām. (4-9)

In this sloka, Kalidasa masterfully
evokes the Karuna Rasa (the emotion of
sorrow) by setting a background steeped in
Soka (grief). Through these poignant scenes,
Kalidasa subtly suggests (vyangyārtha) the
deep, unwavering love that Shakuntala
harbours for Dushyanta, who has forgotten
her due to the curse of Sage Durvasa. The
plants and trees, which would normally
rejoice during the first bloom of flowers,
now remain still and solemn. While the
literal meaning (vāchyartha) of these sloka
is that all the creatures have ceased their
usual activities-such as the cuckoo stopping
its song, the peacock halting its dance, and
the cattle ceasing to graze-the deeper
implication is that their sadness mirrors
Shakuntala’s sorrowful state. Kalidasa’s
subtle use of Dhvani thus conveys the
intense emotional landscape underlying
these outwardly simple events. Another
sloka of Abhinjānaśākuntalam in which
Sakuntala explicit her love to Dusyanta

within one sloka-

thavanajānēhridayam mamapunaha
kāmodivāpi rāthrāvapīnighrirna,

thapathibalīyasthvayivrithamanorathaya
angāni (3-13)

In this sloka, the theory of Lakshana-
mūla Dhvani (suggestive meaning rooted
in implied or indirect expression) is
vividly exemplified. The verse describes
Shakuntala’s overwhelming emotional
state after encountering King Dushyanta.
Vâchyartha is that Shakuntala no longer
distinguishes between day and night. Her
body (Angas) feels powerless, and her
heart aches with longing. She has become
a daydreamer, consumed by thoughts of
Dushyanta. Through Lakshanamūla
Dhvani, Kalidasa subtly conveys Shakun-
tala’s deep love and desire for Dushyanta
without her explicitly stating it. The verse
implies that Shakuntala is in a state of
complete emotional turmoil. The mention
that she “does not know the difference
between day and night” suggests her
obsession with thoughts of Dushyanta,
indicating that her love for him has over-
whelmed her to the point where time itself
has lost meaning. The phrase “she cannot
do anything with her angās” implies that
she is physically and emotionally paralyzed
by her feelings, further suggesting the
intensity of her love and longing. Her hear-
tache indicates the depth of her emotional
attachment, while her daydreaming reflects
her constant yearning to see Dushyanta
again. The use of Lakshanamūladhvani
here is particularly powerful as it allows
Kalidasa to convey Shakuntala’s desire to
marry Dushyanta indirectly. She does not
explicitly declare her wish to marry him,
but her inability to think of anything else
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and her yearning to see him repeatedly
imply this desire. The indirect expression
of her feelings, through the description of
her emotional and physical state, deepens
the impact of the verse, allowing the
reader to infer the intensity of her love and
the depth of her longing.

Sage Kanva imparts advice to
Shakuntala and delivers a message to King
Dushyanta through subtle, suggestive
poetry. Instead of narrating the king’s
journey to Indra Loka (the realm of Indra),
Mārīchan’s hermitage and Bharata’s child-
hood exploits in a detailed, straight-
forward manner, Kalidasa utilizes the
poetic devices of  Dhvani, Rasa, Alamkara,
Rūpaka, Guna, and Rīti to convey these
elements with elegance and brevity.

Kshanāth prabodhamāyāthi Langhyathe
thamasa punaha

Nirvasyatha: pradeepasya
Sikhevajarathomathi:

The verse reflects on the fleeting
nature of knowledge in old age, comparing
it to the light of a lamp that momentarily
brightens before fading back into darkness.
It suggests that, like a lamp whose flame
briefly illuminates before eventually being
extinguished, the knowledge of the elderly
can shine brightly for a moment but may
soon diminish or be overshadowed by the
encroaching darkness of old age. The
terms such as jara (old age), kshanath
(momentarily), deepa (lamp), langhyathe
(transcends), and aayathi (appears) are
interconnected. This interrelation conveys
a deeper meaning through Dhvani
(suggestion) by illustrating the transient
nature of wisdom in old age. This
asamlakshyakrama Dhvani (suggestive or
indirect meaning) allows the audience to

grasp the nuanced idea that while old age
may bring moments of clarity and insight,
these moments are often brief and
followed by a return to obscurity.Top of
Form

Adharaha kisalayarāgaha
kōmalavitapānukārinaubāhu

Kusumamiva lōbhanīyam
yauvanamangēshusannadham (I-18)

In the verse, Shakuntala’s red lips are
compared to tender leaves, her hands to
delicate branches, and her youthful beauty
to the flowers of beautiful plants. Without
knowledge of the broader context or
background, one might not understand the
connection to Shakuntala or recognize her
in these descriptions. While the literal
meaning (Abhidhā) is accessible, the true,
suggested meaning (vyanjakārtha) can
only be appreciated through Lakshanamūla
(indirect suggestion) and anumāna
(inference).

Kalidasa skillfully links human nature
to the elements of the natural world, using
evocative similes. As noted by the renowned
critic Keith, Kalidasa’s strength lies in his
use of similes, a praise that is well deserved.
Similarly, Indian critics highlight Kali-
dasa’s poetic mastery, noting his exceptional
use of upama (simile), which adds signi-
ficant weight and depth to his work.

Conclusion :

Kalidasa’s dramatic brilliance,
particularly evident in Abhinjānaśākun-
talam, showcases the profound impact of
Dhvani (suggestion) on enhancing the
play’s aesthetic and emotional depth. His
masterful use of Dhvani enriches the port-
rayal of characters and themes, transcending
literal expression and engaging the audience
through subtle, evocative language. By
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employing Dhvani, Kalidasa adds layers
of meaning to the narrative, using symbolic
imagery and nuanced emotional expression
to create a more immersive experience.
His skillful use of similes and metaphors
is widely admired and reinforces his
reputation as a master of Sanskrit aesthe-
tics. While this study highlights Dhvani
in Abhinjānaśākuntalam, the principles are
evident throughout Kalidasa’s work, reflec-
ting his consistent ability to evoke complex
emotions and themes. The exploration of
Dhvani underscores the sophistication of
classical Indian poetics and its capacity to
capture the nuances of human experience.
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Abstract :

Ecological disaster has become one of the emergent issues in present scenario of
the world. We have done a lot to overcome it and still we are doing to bring an
Environmental sustainability and justice. The Vedas are the most precious, oldest and
the sacred texts possesses cultural heritage of India. It preserves the ‘Highest
Knowledge’ of the complete physical and metaphysical world. Vedas are the source of
integral wisdom, science, tradition and culture of a remarkable civilization. They are
oral compilations of distilled wisdom of cosmic knowledge survived from the time
immemorial. RigVeda is the Veda of Knowledge: Knowledge of existence, Being and
Becoming. RigVeda describes the tri-union of Ishvara, Jiva and Prakriti (Nature) and
it begins with the individual’s connection with Agni, parental power, light, inspiration
and ends with the social commandment; live and move together, speak together, observe
your Dharma and achieve your goals in life.

The present paper endeavors to analyse RigVeda from the Eco-critical
perspective with an interpretative discourse on Ecology and its consciousness and
mutuality between man and Nature. The paper further establishes its relevance in the
present context regarding Green Studies. This study has adopted Eco-critical method
and its application, Textual analysis and interpretation of the text RigVeda; and strict
adherence to the latest MLA style sheet documenting the findings of the present study.

Keywords:

Ecology, Ecological Consciousness, Ecocriticism, Vedas, RigVeda

Introduction :

Ecological disaster that has garnered
attention in contemporary times is the
degradation of ecosystems and biodiver-
sity loss, often referred to as the ongoing

global biodiversity crisis. This crisis results
from various interconnected factors and
activities that collectively pose a severe
threat to the Earth’s diverse array of
species and ecosystems. Human activities,
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such as habitat destruction, overexploita-
tion, pollution and climate change, contri-
bute to this ongoing crisis. This disrupts
ecosystems, displaces species, and reduces
the overall resilience of ecosystems to
environmental changes. In some cases,
inadequate conservation measures and a
lack of effective policies contribute to the
ongoing ecological disaster. The conse-
quences of the biodiversity crisis are far-
reaching and affect ecosystem services
that humans depend on, including clean
air, water purification, and pollination of
crops. Additionally, the loss of biodiversity
can reduce the resilience of ecosystems
in the face of environmental changes, making
them more susceptible to diseases, pests,
and other disturbances. Efforts to address
this ecological disaster, a branch of literary
theory, i.e., Ecocriticism came during 1980s
and 1990s having a ‘green lens’ for all forms
of literature, which study literature and
environment with an aim to conserve and
preserve our Ecology. Ecocriticism came
with an ideology of Ecological conscious-
ness and it can initiate a change in the
attitude and mindset of an individual and
society towards Nature. It basically aims
towards the harmonious relationship
between Man and Nature and study of the
man’s behaviour and reaction towards
Nature.

The present paper endeavours to
explore the Indian Classical text i.e., Vedas
(especially RigVeda) with an Ecocritical
lens and approach for the conservation and
preservation of Nature and our Ecological
inheritance. Through our cultural heritage,
Vedas, we can develop a positive and divine
attitude towards Nature and can connect
ourselves with Nature spiritually so that
we can think atleast for once before trying

to deplete it. Vedic perspectives, in particular,
centre on ideas related to the natural world
and the continuity of life. The literary merit
of the Vedas lies largely in their depictions
of the wonders of life and Nature. If we
go back to the ancient times, we can see
that the Sacred Writings of practically all
major faiths of the world include themes
of environmental preservation and conser-
vation. They believe it is wrong and immoral
to use and abuse the natural world for
human gain. These Classical texts are
Bhagvat Gita, Ramayan, Puranas, Upani-
shads, etc. represents the consciousness
towards Nature and also establishes the
relevance of Nature and environment with
a divine perception in the minds of the
people.

About Vedas and RigVeda: a tri-union

of Ishvara, Jiva and Prakrti :

The Vedas are God’s Eternal Word.
He provides Vedic knowledge in the
beginning of creation out of His unlimited
eternal mercy for the soul’s requirements,
spiritual happiness, quenching its desire
for truth, and making its life journey
successful. Veda is the ‘Highest Knowledge’.
The very word ‘Veda’ is derived from the
root word ‘vid’, which means: ‘to know,
the act of knowing, to think, and to benefit
from’. Vedic knowledge is classified thema-
tically into three: Stuti, Prarthana and
Upasana. “Stuti” refers to hymns or poetic
compositions ‘praising’ and extolling the
virtues of deities or divine entities. “Prar-
thana” translates to prayer or supplication.
It involves making requests, seeking
blessings, and expressing one’s needs and
desires before the divine. “Upasana”
refers to worship, meditation or contemplation
aimed at attaining proximity to the divine.
It involves a more intimate and focused
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connection with the chosen deity or spiri-
tual reality. In the Vedas, these concepts
are often intertwined as part of the rich
tapestry of Vedic rituals, hymns, and
spiritual practices. Thus, Vedas or Vedic
knowledge is divided into four categories:

RigVeda is the ‘Veda of Knowledge’
(JnanaVeda), YajurVeda is the ‘Veda of
Karma’ for human guidance in action,
SamaVeda is ‘Bhaktiveda’ for divine
celebration and AtharvaVeda is ‘Brahma
Veda’, tribute to Brahma, Sukshatra for
all.

The Rigveda  is the ‘Veda  of
Knowledge’ revealed by Parameshvara,
Lord Supreme Himself. It begins with an
invocation and prayer to Agni, Lord of
Light and Energy, Giver of Life and Light,
the original and ultimate High-priest of the
yajna of creative evolution, and concludes
with a devotion to Agni for the beautiful
gift of yajnic life’s fragrance and nectar
from the vedi of the earth. RigVeda exhorts
humanity to come and live together in
creative, peaceful and cooperative unity,
to act, move, speak and think together for
a common achievement and united
decision with harmony in the same
tradition as followed in the performance
of Dharma. It gives a clear picture of the
socio-political and economic organisation
of humanity. RigVeda consists of divine
attributes of Nature and ecology, potential
and limitations of the individual soul,
individual freedom, marriage and family
life, life and death, precreation stage of
existence; which considered as the Zero
state which we can describe neither as
existence nor as non-existence. This is
Vision beyond the vision of mind and
physical existence, i.e., this is the mystery
of RigVeda. And between this point of

Potential Infinity for creation and the time
of cosmic dissolution there is the evolutio-
nary and involuntary interplay of natural
forces, i.e., Agni, Indra, Soma, Pusha,
Vaishvanara, Ashvins, Savita, Maruts,
Sarasvati, heaven and earth and the social
dynamics of humanity. So, RigVeda says,
“be good, do good, and make the world
noble”.  (Rg. 9,63,5)

Rig Veda Samhita is the foundational
text of the Vedic tradition. It has around
10,600 verses spread throughout 1028
hymns (Sukta). There are 10 “Mandalas”
books totaling the collection. The vast
majority of them are hymns to various
Gods. Indra (250 songs), Agni (200
hymns) and Soma (nearly 100 hymns) are
the primary recipients of worship.

Rig Veda comprises of various hymns
in praise of evocation of Gods and Goddesses.
The hymns are sung in honour of many
deities, the most prominent of whom are
Indra, Agni, and Soma. The Adityas,
Mitra-Varuna, and the Ushas all make an
appearance. The RigVeda reveres several
natural occurrences in addition to the
divine beings Savitr, Vishnu, Rudra, and
Brihaspati. The numerous rivers and
groups of deities are called upon, as well
as Dyaus (the sky), Prithvi (the earth),
Surya (the sun), and Vayu (the wind).

Eco-critical Analysis of the RigVedic
Suktas (Hymns):

The inhabitants of the Vedic era
clearly had a reverent and ecumenical
perspective on Nature and the Environment,
as seen by their meticulous care in conser-
ving its many parts and components. It has
enormous respect for the earth and its
bounty of land, water, and hills. The
earliest lesson of Vedic philosophy was
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about the forest and other living things.
In Vedic texts, the natural world is portrayed
as a welcoming place to live. The seers
begged for mercy, saying, “Whatever I dig
from thee, O Earth, may it have speedy
recovery again” in case their actions
accidentally led to the overexploitation of
the planet.

“Mandala 1/Sukta 1

Agni Devata, Madhucchanda Rshi

1. Agnimile purohitam yajnasya
devamrtvijam.

Hotaaram ratnadhaatmam

 I invoke and worship Agni light of
life, self-refulgent lord of the universe,
foremost leader and inspirer, blazing light
of yajnic creation, high-priest of cosmic
dynamics, controller of natural evolution,
and most generous giver of the treasures
of life”.

RigVeda opens with the invocation of
Lord Agni, the giver of light, life and
energy to the world. We are grateful to the
Lord Agni to spread its light, knowledge
and power in the Universe and in the
cosmos and it evolves the Natural world
and ofcourse it is the most generous giver
of all the treasures of life. We are nothing
without light and energy, we can’t survive
in this world without this enormous power.

All elements of Nature thus are
worshipped and revered in RigVeda in
such a manner that not only their
consumption is important but also their
conservation as the following Sukta
mentions :

Mandal 1 Sukta 64

‘cen<eemevees ceeefÙeve§e$eceevekees iejÙees ve mkelekemees jIeg<Ùeo:~
ce=ieeF&ke nefmleve: KeeoMe kevee lekeleerj-ÙegiOkeced ~~7~~

7. Mahisaaso maayinascitrabhaanavo
girayo na svata-vaso raghusyadah.
Mrgaa iva hastinah khādathā vanaa
yadaarunisu tavisirayugdhvam”.

There is a wealth of information about
plants and their history that can be found
in Vedic Literature. One Aranyani Sukta
in the RigVeda is dedicated to the forest
God. The sage spoke highly of Aranyani,
the forest queen, for more than only her
beauty; he also praised her gifts to
mankind. Trees and plants should thrive
in a forest’s environment. “O Mother!” the
RigVedic Oshadhi Sukta exclaims to the
plants and crops it loves. Your roots are
in the hundreds, but your branches spread
out into the thousands. Before mammals
were created, plants existed on their planet.
The Chandogya Upanishad goes into
further detail, explaining how water had
developed plants, which in turn produced
food. The RigVeda advocates for the
preservation of forests as the following
verse mentions:

Mandal 1 Sukta 121

‘efmkeOcee Ùeod keveOebeflejhemÙeelmetje&s DeOkejs hej jesOebvee iees:~
Ùeæb ØeYeeme ke=âlkÙeeB Deveg Åetvevebefke&Mes heefÕe<e&s legjeÙeb ~~7~~

7. Svidhmaa yad vanadhitirpasyaat
suro adhvare pari rodhnaa goh.
Yadhha prabhaasi kritivyaan anu
dyunanarvishe pashvise turaaya”.

Esteemed self, courageous and
illustrious, your notable accomplishments
and efforts towards forest conservation
and cow welfare are a testament to your
brilliance. In all future endeavours pertain-
ing to transportation, animal husbandry,
or rapid travel, it is recommended that one
prioritise the principles of love, non-
violence and Yajna consistently and
persistently. (Ram 537, Volume 1)
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The RigVeda’s conception of the
earth’s shape is remarkable. It’s usually
spoken in tandem with heaven, creating a
dual idea of each (Rodasi, Dyavaprithivi).
Although Prithivi receives just a single,
little song, Dyavaprithivi is the subject of
no less than six. According to the Vedas,
Prithivi is the mother, and Dyau is the
father. ‘Heaven is my parent, brother air
is my navel, and the huge planet is my
mother’, as stated in one of the greatest
beautiful verses of the RigVeda. Both the
sky and the ground-Matara, Pitara, and
Janittara-are referred to as parents. All
living things depend on them for
sustenance. They’re the ones that brought
up all the deities. They are both massive
(Mahi) and common. In RigVeda, Earth
is portrayed as a Goddess as the following
Sukta mentions:

Mandal 3 Sukta 55

‘meceevees jepee efkeYe=le: heg®$ee MeÙes MeÙeemeg ØeÙeglees keveeveg~
DevÙee kelmeb Yejefle #esefle ceelee cenöskeeveecemegjlkeceskeâced~~4~~

4. Samaano raaja vibhratah purutra
shaye shayaasu prayuto vanaanu.
Anyaa vatsam Bharati kseti maata
mahad devaanaam asuratvam
ekam”.

Mother Earth is the giver of all good
and greatness; she is the progenitor of the
universe. For all living things, she
provided sustenance. Mountain, desert,
lake, tree, planet, stone, subterranean
mineral and treasure, weather and seasons
are all examples of what they mean by
Prithvi. Through Prithvi’s worship, they
honoured and celebrated the many boons
that Mother Nature had bestowed upon
humanity. Mother Nature is revered for all
of her gifts, but the plants and greenery
she has given us are especially prized. Her

favour is sought for success in all endea-
vours and the realisation of all noble goals.
The relationship between man and nature,
thus is not only of divinity but also of equal
reverence that one gives to their mother.
Mother earth is evoked and prayed to so
that she can protect us all showing that
nature is important not only for itself and
God but for human beings as well.

RigVeda was aware of the corruption
of Nature that would take place as it
mentions:

Mandal - 4 / Sukta - 55

‘Dee heke&lemÙe ce™leecekeebefme oskemÙe $eelegjef›e YeiemÙe~
heelheeflepe&vÙeeobnmees vees efce$ees efceef$eÙeeogle ve G™<Ùesled~~5~~

5. Àa parvatasya marutaamavamsi
devasya trâturavri

bhagasya. Patpatirjanyadanhaso no
mitro mitri-vaduta na urusyet”.

I pray for the safeguarding of natural
elements such as the cloud, mountain, and
winds, as well as for the protection of
warriors. Additionally, the author invokes
Bhaga, a deity associated with the bestowal
of power and prosperity, and recognises
Bhaga as a lord who safeguards and
advances all. May the sovereign of the
territory safeguard us against transgressions
and unlawful activities that may emerge,
while Mitra and companions, akin to
genuine confidants, shield and promote
our well-being in this existence. (Ram
239, Volume 2)

This verse clearly shows the conscious-
ness towards Ecology and all the entities
of Nature. There is an invocation of Lord
Bhaga who safeguards our Nature and
warn us not to destroy the same. There is
divine consciousness for protecting and
safeguarding Nature.
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Mandal 10, Sukta 90, Volume 4

‘Purusha Sukta’ (It has16 Mantras)

‘lemceeÉjeUbpeeÙele efkejevees DeefOe het®<e:~
me peelees DelÙeefjÛÙele heMÛeeÆtceefceLeew hegj:~~5~~

Tasmadviralajayata virajo adhi
pürusah.Sa jato atyaricyata
pascadbhumimatho purah. (Mandala 10,
Sukta 90, 5)

This shows the communion of us with
Nature, that one Universe is outside us and
other Universe is inside our body. It clearly
shows the interconnectedness of the
human body and Nature or Prakrti.

‘lemceeÙe%eelmeefkengle: mebYe=leb he=<eepÙeced~
heMetvleeB§e›eâs keeÙekÙeeveeCÙeevÙeecÙee§e Ùes~~8~~

Tasmadyajñat sarvahutah sambh-
ratam prsadā-jam. Pasun tamscakre
vayavyanaranyan gram-yasca ye”.
(Mandala 10, Sukta 90, 8)

This verse means, ‘The sacred ghrta,
living plasma, the universal substance of
creation, was prepared from that cosmic
yajna with the full input of Prakrti by the
universal Purusha. He made the animals,
the birds of the air, the forest rangers, and
the villagers’ residents. All the creatures
of this Universe are created by one cosmic
energy i.e., God, man and Nature both are
equal and inseparable from each other and
the creations of the Almighty God. So,
let’s not degrade, destroy or harm each
other with the selfish motives and live with
love, care, harmony and sustainability.

Conclusion :

It is imperative that we exhibit a clear
understanding and heightened sensitivity
towards the necessity of preserving an
ecological equilibrium between human endea-
vours and the aesthetic and reproductive

qualities of the natural world. The policy
should be directed towards responsible
environmental protection, with the aim of
preventing any form of contamination in
our operations and minimising the impact
on the locations where excursions are
conducted. Preserving the endemic flora
ecosystem and avoiding any disruption to
the reproduction processes of local fauna
should be considered as a primary
concern.

A favourable environment is impera-
tive in guaranteeing fundamental human
rights, including the right to life, as no
human right can be safeguarded in a dete-
riorated environment. The misappropriation
of natural resources is a significant
environmental concern that has a direct
impact on essential human entitlements,
including but not limited to the right to
sustenance, the right to potable water, the
right to breathable air, and the right to life
itself. Establishing connections between
the environment and human rights is
crucial in order to strengthen the inter-
relation of legal frameworks governing
both domains. The aforementioned rights
are intrinsically linked to the surroundings
in which an individual exists.

The Vedas provide comprehensive
coverage of the wonders of the universe
in a holistic manner. They investigate the
enigmas of the expansive and uncharted
woodlands. According to the user’s
statement, the Earth is supported by a
motionless Sun, while the sunrays’ orbit
around it, similar to how deer are
safeguarded by individuals who adhere to
the principles of Rta (the universal laws
of cause and effect). According to the
Vedas, the Earth (Prithvi) rotates swiftly
on its subtle axis without experiencing rust
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or causing any disruptions to living or non-
living entities. The planet Earth yields
medicinal herbs that possess the ability to
alleviate illnesses in both human and
animal bodies.
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Abstract :

Urmila, who was Sita’s sister and the wife of Lakshmana, was always kept in
isolation. Lakshmana accorded preference to his brother, Rama overlooking Urmila’s
plight when he decided to accompany his brother on his 14 years exile. Her
extraordinary act of sacrifice was eclipsed by Sita’s allegiance to Lord Rama and she
remained unrecognized and became victim of oblivion.

An earnest effort shall be made to analyze the character of Urmila and the
relevance of her dedication and sacrifice shall be highlighted in the present context.
In one version of the story, Urmila is even said to have received Lakshmana’s 14
years’ worth of sleep in order to fulfill his brotherly obligations without fail. One of
the most powerful yet underappreciated characters in Valmiki’s Ramayana is Urmila,
who is tenacious, composed and determined. The aim of this research paper will be to
deal with loyalty, sincerity, perseverance and the threshold of tolerance of Urmila
and to discuss her magnanimity with reference to women in 21st century.

Keywords :

Lakshmana, sacrifice, loyalty, Ramayana, dedication

Introduction :

In the great Indian epic, Ramayana
the heroic journey of Rama along with
other notable characters are described.
Sita, the wife of Lord Rama and adopted
daughter of King Janaka remains the
center of the Ramayana. People are
swayed over by the trials and tribulations
encountered by Sita during the period of
banishment. On the other hand, Laksh-
mana’s wife, Urmila had to pass her life
in solitude when her husband Lakshmana

accompanied Rama and Sita during their
exile. No one was bothered about the agonies
and miseries encountered by Urmila. This
shows the sincerity, selflessness and
loyalty of a married woman who was
deserted by her loving husband. “But we
rarely hear anything about Urmila who
played a major role in Ramayana. She is
the most neglected character and even
Sage Valmiki mentioned only two to four
lines about her in his text. But the role
she played and the sacrifices she made was
an unparalleled one.” [1]
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 The story of Urmila remains hidden
in the Ramayana which is surely a sad part
when we ponder over the plight of the lady.
This research paper deals with Urmila’s
life, personality, and the way she see the
perspective of humanity. While attempting
to uncover the different aspects of Urmila’s
life, the lasting significance of sacrifice
shall be understood.

To begin with, the novel, “Sita’s Sister”
written by Kavita Kane is referred here
with that aims to give voice to Urmila. It
is ironical that the character of Urmila is
reduced significantly by more prominent
relatives like her sister, Sita and beloved
husband, Lakshmana. Urmila’s experiences
and perspectives are highlighted in the
novel which have often been miscalcu-
lated and diluted in the traditional manner.
Urmila is narrated as Lakshmana’s wife
and sister of Sita, the wife of Lord Rama
and she is known for her resolute devotion
to her husband. She behaved like an
obedient wife and remained behind in the
palace in a desolate manner. This is her
greatness and she had been portrayed as a
lesser figure in comparison to Sita. As a
matter of fact, she deserved equal attention
because of her unparalleled sacrifice.
“When Lakshman decides to accompany
his brother in exile Urmila though feels
rejected, doesn’t fight with her husband.
She doesn’t even ask him to take her with
him as she realizes that would jeopardize
his duty towards Ram.” [2]

The utter acceptance of indifferent
attitude of Lakshmana by Urmila can be
gauged when all three of them decided to
go in exile. Urmila was too much moved
when Sita was biding adieu to her. She
felt remorse as they will be separating for
the first time in all their eighteen years of
togetherness.

“Take care, always, Sita’, she hugged
her back. ‘You are so naïve, you believe
anything and anyone. Don’t go by
appearances, dear, please don’t. There’ll
be many such Mantharas in the forest as
well. Let Ram and Lakshmana lead the
way and you follow them, as closely as
possible. It will be a different world.’ Sita
simply nodded her head and Urmila said,
‘Go safely and come back safe.” [3]

One of the distinguishing characteris-
tics of Urmila can be described as fourteen
years of sacrificed sleep. The story of her
willingly giving up her sleep in favour of
her spouse Lakshmana’s welfare while he
served Lord Rama exemplifies her
incredible dedication and selflessness.

In the span of Lord Rama’s fourteen
year-exile, Lakshmana joined him and Sita
in their journey into the forest. Urmila, in
her role as Lakshmana’s spouse, encoun-
tered the difficulty of enduring a prolonged
separation from her husband. But Urmila
opted to use this moment to show her
unshakeable dedication, refusing to give
in to sadness or hopelessness.

While moving away from Koshala,
Ram, Sita and Lakshmana walked all
along the day. Ram was trying to find the
path, Sita was collecting food and water
and Lakshmana acted as a guard against
any predatory animal. Having tired they
decided to spend the night, Ram and Sita
could not keep their eyes open but Laksh-
mana refused to sleep. Nidra, the goddess
of sleep appeared before Lakshmana and
asked him to sleep as it is the law of nature.
Lakshmana replied that he wished to stay
awake for protection of his brother and
Sita and requested Nidra to proceed to
Ayodhya and ask Urmila to sleep on his
behalf for all night for herself and all day
for Lakshmana. Nidra, the goddess of
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sleep visited Urmila and expressed the
wish of Lakshmana and she gladly
accepted the offer of help. “Let his
exhaustion come to me so that he stays
always fresh and alert as he serves his
brother and his wife. And so it came to
pass that for the next fourteen years
Urmila slept all day and all night, while
Lakshmana remained without sleep in the
service of Ram.” [4]

“The devoted wife remains asleep
throughout the fourteen years, waking up
only when Lakshmana returned to Ayodhya.
Thus, Urmila becomes a celebrated figure
as a sleeping princess.” [5]

Urmila embodies Indian femininity in
every way, just like Sita. She has a highly
developed aesthetic sense and is skilled
in a variety of disciplines, including music
and painting, like the other ladies in her
class.

Let’s think about Urmila. An innocent,
wide-eyed, blushing bride, born and married
into, an upper-class traditional family is
jostled out of her placid existence when
her husband “informs” her of his decision
to accompany his exiled brother. The key
word here is “inform”, as the wife is not
consulted at all. It is important to note that
while Sita is allowed the freedom to choose
her own path in this situation, Urmila’s
choice or will is assumed. She must stay
behind and take care of the in-laws to
avoid getting in the way of Lakshmana
doing his duties. “With all his attributes,
Lakshmana here represents self-
centeredness, as he thinks of himself only
as a brother, not as a husband. This
deprivation of Urmila’s right to make a
decision results in her being precluded
from the forefront forever. (Thus, in his
later ‘Vishnu avatar’ although we have
Rama in his state of Ananthasayanam with

Sita as Lakshmi and Lakshmana as Shesh-
naga, there is no trace of the ill-fated
Urmila).” [6]

Given the aforementioned assertion,
it is not difficult to comprehend Laksh-
mana’s choice to follow his brother without
considering Urmila’s viewpoint. It would
be absurd to suppose he doesn’t feel regret
and guilt, though. When Urmila reassures
a bewildered Lakshmana about the necessity
of his dedication to the cause of his brother
during her brief visit to Chitrakoota,
Lakshmana collapses at his wife’s knees.
In that moving moment, he realises that
his wife is no longer a delectable product
and acknowledges her supremacy on an
emotional and spiritual level. He
acknowledges and applauds his wife’s
struggles in her personal life, through
which she has grown into a strong
individual with courage, honesty, and a
sense of accountability.

Even though Urmila spent a lengthy
span of time separated from her loving
husband, Lakshmana she remained loyal
to her husband and acted as a pativratta
woman. Urmila was frightened when she
was woken up by Lakshmana on return
from exile because she found her husband
to be an unfamiliar person having long
beards and a dark and coarse skin. The
palace women made her understood that
the unfamiliar person was her husband,
Lakshmana and she was trembled with
excitement and was unable to tie her hair.
Lakshmana combed her hair and was
enchanted with her beauty and personality.
It was an emotional reunion and ample
proof of magnanimity on the part of
Urmila.

The Ramayana is a story of conflicts
between good and evil. The only method
for bringing structure and order to a poten-
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tially chaotic society is this one. Although
order always collapses, it is constantly
restored by individual efforts. This effort’s
naivety is what makes it special. This
innocence is what defines Urmila as a
person.

Conclusion :

In recent years, there has been a rising
male-female divide, an anxious ego clash,
and as a result, family values have declined.
A figure like Urmila begs us to let go of a
set of false principles and accept the
continuity of tradition as we stand at the
court of the twenty-first century, where
self-attainment has become a way of life.

In a nutshell, this study paper’s revela-
tion of Urmila’s sacrifice has improved
our knowledge of interpersonal connec-
tions and the depths to which love and
duty can converge. Her persona spans both
time and culture, serving as a reminder
that great sacrifices are common place in
everyday life and are not only the stuff of
mythology. The legacy of Urmila inspires
us to value the ability of selflessness to

influence lives and to respect the often
unsaid sacrifices that have an impact on
those around us.
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Abstract :

Musical instruments have played a crucial role in Indian classical music since
ancient times. In India, the term “Vadya” refers to musical instruments, which are
categorized into four types: ‘Thatha’, ‘Sushira’, ‘Avanaddha’, and ‘Ghana’ vadyams.
The term “Vadya trayas” in Sanskrit translates to the three primary musical
instruments: Veena, Venu (flute), and Mridangam. The veena is a traditional Indian
stringed instrument known for its rich, resonant sound. It is one of the oldest and most
revered instruments in Indian classical music, particularly in the Carnatic music
tradition of South India. The flute, a wind instrument with ancient roots worldwide,
holds a prestigious place in Indian music, making it an international instrument. The
mridangam, a traditional drum from South India, is a vital percussion instrument
used in classical music performances. We may know many skilled individuals in Kerala
who play musical instruments, but we rarely recognize the hands behind the creation
of these instruments. In this article, I will mention the individuals from Kerala who
are making the veena, flute, and mridangam - the three main musical instruments and
discuss their making process.

Keywords :

Instruments, Vadya trayas (Veena, Flute, Mridangam), Makers, Kerala

Introduction :

In Indian terminology, a musical
instru-ment is referred to as vadya.  This
term derived from the word vad, meaning
“to speak.”. India is one of the few countries,
which present a vast variety of musical
instruments. There are more than 500
musical instruments, each with a different
name, shape, sound, mode of play,
construction, etc. It can be presumed that
India is the creator and possessor of the

greatest number of musical instruments
which can produce melodical music.
Musical instruments trace their origin
from the Vedic period.

Sri Bharatha, in his work Natya-
shastra (2nd CE), has categorised musical
instruments into four groups.

1. Thatha Vadhyas (Stringed instruments)

2. Sushira Vadhyas (Wind instruments)

3. Avanadha Vadhyas (Percussion
instruments)
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 4. Ghana Vadhyas (Metallic Instruments)

This is the classification which is still
being followed by musicians.

The Veena, Venu (flute) and Mridangam,
collectively known as Vadya Trayam, are
three esteemed instruments in Indian
music. They are associated with divinity,
with the Veena held by Goddess Saras-
wathi, the Venu by Lord Krishna, and the
Mridangam by Nandikeswara. These are
the 3 prominent instruments refer in the
sacred and secular literature of India.  The
Yajurveda even recognizes the playing of
Veena, Venu, and Mridangam as a noble
occupation.

1. VEENA :

Veena is considered as one of the
precious heritages that have come down
in India from the ancient past and as the
most mellifluous of musical instruments.
Historically, the term “Veena” was used to
describe any stringed instrument in ancient
India. [Today, the Veena is celebrated as
the national instrument of India and is
considered the classical instrument par
excellence for rendering Indian music]1.
It is often called the “king of instruments”
due to its ability to produce music that
closely resembles vocal rendering, making
it a near-perfect musical instrument. The
Veena is as old as the Vedas. [The instrument
is also mentioned in the Sutras and
Aranyakas. The Veena of the Vedic period
had the parts: siras (head or neck), Udara
(bowl), Ambhana (sounding board or belly),
Tantri (string) and Vadana (plectrum).]1

Veena Maker : SURESH

NANDIPULAM

Suresh Nandipulam a great Veena
maker from Thrissur district of Kerala. He
was born in a village called Maravanjeri
of Thrissur district to Sankarankutti and

Thangam.  He studied up to class 10 here,
He says that he did not study further
because of his hatred towards education
policies. They belonged to a Vishwakarma
family. Their clan’s occupation was carving
and carpentry, Therefore, he has been
doing all these works since his childhood.

The making process of veena is a hard-
working process. He was well- versed in
Veena making.  jackfruit wood is used to
make Veena. He is actively continuing in
this field for the past 22 years. He takes 1
to 2 months to make a Veena perfectly and
he charges 30000 to make complete a
Veena. Although many orders were coming
to make a veena, he did not have the finan-
cial status to do so. Therefore, with the
money he gets from making one veena,
he has to buy the materials to make the
next veena because he has no other income.
This is creating financial problems impact
on Suresh’s life in this modern time. In
this modern time, people prefer machine-
made products over handmade products
due to its finished work and beauty. Suresh
develops this instrument himself manually,
because of which he is facing a lot of snag
and obstacles in the instrument-making
field. Due to increasing machine works,
the contracts that he received started to
decline gradually. Time consumption can
be considered as one of the greatest
stumble blocks as he did all his instrument
works manually. People are attracted to
the machine work rather than the quality
of the instruments. They are mesmerised
by its fine and finished work. People are
ready to compromise on quality over the
beauty of the instrument.

2. FLUTE :

A flute is a wind instrument that
produces sound when air is blown across
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an opening, creating vibrations within a
hollow tube. In Indian tradition, the flute
is most famously associated with Lord
Krishna, who is often depicted playing it.
[“The periyapuranam, a great Tamil literary
work tells us of the great influence of the
Flute music of certain Anaya Nayanar, one
of the 63 Saivite saints. The Tamil Classic
Sillappadikaram (2nd Cent. A.D.) gives
many details about the construction and
the technique of the Flute. We come to
know that bamboo, sandalwood, bronze
and a few other materials like ivory, ebony,
silver and gold have been used for making
the Flute. However, the Flute made of
bamboo has been considered the best”]2.

Flute Maker : KRISHNARAJ K.M

He was born in a small village called
Bayar. Ramachandra Bhat and Lakshmi-
amma were his parents. He was born into
a Brahmin family. He studied up to B.Sc.
and later on obtained a job in the field of
electronic service. He was 35, he thought
of entering into the profession of making
flute. So, he learnt to make flute. Now, for
the past 20 years, he is into this profession
and is perfectly developing flute.

 He does it manually and does not take
the help of machines. Mainly he makes 2
types of flutes, Carnatic classical flute and
Hindustani classical flute. He mostly gets
the orders from the states like Kerala,
Chennai, Mumbai, Maharashtra and
Bangalore. The raw materials required for
making Carnatic flutes especially the
bamboos are collected from Nilambur in
Palakkad. These bamboos are collected only
on certain period of time, like in the months
of October, November and December
specially between 4 to 5 days on the velutha
vaavu and karutha vaavu.  The bamboos
required for Hindustani classical flute is
transported from Assam. According to

him, to make one flute, there should be at
least 50 bamboos in stock. He takes 1 to 2
days to make a flute perfectly and he
charges¹ 1000 to¹ 6000 per flute. The cost
of the flute differs according to its size.
He earns a good living from this
profession and hence moves on without
much difficulties and obstacles in life.

3. MRIDANGAM :

The mridangam is a classical
percussion instrument integral to South
Indian Carnatic music. It is an essential
accompaniment in both instrumental and
vocal performances in South India.
Mridangam is a percussion instrument, it
is considered to be the most melodious and
auspicious percussion instrument among
all the Avanaddha Vadyas (Membrano-
phones). [“The term ‘Mridangam’ is derived
from the Sanskrit word Mrit+Angam,
literally means ‘clay body’; most probably
the shell was originally of clay. ‘Mri’ refers
to mother earth and ‘Angam’ means
body”]3.

Mridangam Maker : SHIJU SEBASTAIN

Shiju Sebastian great instrument
maker from Ernakulam district. He was
born in a village called Mamangalam to
Sebastian and Victoria. He completed his
primary education in the Mamangalam
School. Then later on he studied up to ITI
Mechanical field. Then he could not conti-
nue his education, after some time, he
came in the field of Musical instruments
making.

 Making of Mridangam- make the
mridangam kutti, Shiju mostly uses jack
wood, but occasionally Golden shower
tree, and mahogony are also used and he
was collecting the leather from Kottayam,
Tamilnadu and Varanasi. In the early days
shiju was traditionally made everything by



479
Deveno-ueeskeâ Je<e&-10,Debkeâ-20, 2024 (pegueeF&-efomecyej)
ISSN : 2349-137X UGC CARE - Listed Journal

hand in hand but today it is not the same
as it was before. That is why most of the
work is done using machines. A mridangam
can weight anywhere between 5 to 15
kilos, shiju takes 1 to 2 weeks to make a
Mridangam perfectly and he charges ¹
9,000-¹20,000 to make complete a
Mridangam (dependent on the weight of
the wood). A single instrument takes up
to week’s work, from shaping it to tuning
it. The leather used is also chosen
carefully; it is chosen based, again, on
client specifications. “It depends on its
thickness, there is no textbook or guide to
picking the ‘ideal’ piece. The right drum-
head is coated with a permanent layer of
black paste, known as ‘soru.’ This circular
coating is a mixture made from manganese
dust, boiled rice, and tamarind juice, or
alternatively, a blend of fine iron filings
and boiled rice. A stone called kittan is
ground into powder and mixed with rice
in the right proportion to create the paste.

Conclusion :

India has a rich variety of musical
instruments.  A musical instrument is a
device created or adapted to produce musical
sounds. Instruments are typically classified
by their method of sound production, such
as string, wind, percussion, and metallic
instruments. The Vadya Thrayas -Veena,
Venu (flute) and Mridangam show the
deep tradition and art of Indian classical

music. These instruments represent India’s
musical heritage and highlight the dedi-
cation and skill of the artisans who make
them. Each craftsman adds a unique touch
to their instruments, keeping these traditional
instruments alive and producing music that
captures India’s rich cultural and spiritual
essence. Making these instru-ments is hard
work. It requires physical effort and a deep
understanding of materials and sound.
Despite modern challenges and financial
difficulties, these artisans remain committed
to preserving this heritage. By recognizing
the skilled craftsmen, we can better appre-
ciate the connection between the music we
enjoy and the hands that create the instru-
ments. This recognition supports these
traditional crafts and ensures that future
generations can continue to experience the
authentic sounds of Indian classical music.
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veeieepe&gve kesâ GhevÙeemeeW ceW efkeOekee efm$eÙeeW keâer oÙeveerÙe oMee
jece kegâceej [e@Ê ceveespe kegâceej efmebn
MeesOe Úe$e  MeesOe efveo&sMekeâ
cenef<e& metÛevee ØeewÅeesefiekeâer efkeÊ efkeÊ, }KeveT, Gòej ØeosMe  cenef<e& metÛevee ØeewÅeesefiekeâer efkeÊ efkeÊ, }KeveT, Gòej ØeosMe

yeeyee veeieepe&gve ves efkeOekee efm$eÙeeW keâer oÙeveerÙe
oMee keâe Debkeâve keâjles ngS keânles nw efkeâ ØeejcYe mes ner
heg™<e keie& ves Deheves DeefOekeâejeW keâes OÙeeve cebs jKekeâj
m$eer-heg™<e kesâ mecyevOeeW keâes jKekeâj kegâÚ De}ie mes
meeceeefpekeâ efkeÛeejOeeje yeveeÙeer nw~ mechetCe& meeceeefpekeâ
efveÙece Gmeves Deheves efnle kesâ ef}S yeveeS nw~ heg™<e ves

Ûeefj$e, Meer}, veerefle mecyevOeer efveÙece m$eer hej ner [e}
efoÙee nw~ Ùen meejs efveÙece Skeâ m$eer kesâ ef}S vekeâejelcekeâ
nw~ efkeefYeVe meeceeefpekeâ yevOeveebs ves m$eer keâes yeebOe keâj
jKe efoÙee nw~ Deeefokeâe} mes }skeâj Deepe lekeâ heg™<e
keie& efm$eÙeeW keâe Mees<eCe keâjlee Ûe}e Dee jne nw~
veeieepe&gve ves Deheves GhevÙeemeeW ceW efkeOekee efm$eÙeebs keâer

MeesOe meej :

efnvoer GhevÙeeme kesâ ØeieefleMeer} GhevÙeemeebs ceW veeieepe&gve keâe efkeefMe<š mLeeve nw~ GvneWves pevelee kesâ mebIe<e& leLee
efvecve ceOÙecekeieer&Ùe meceepe keâer kesoveeDeeW Deewj Gvekeâer meeceeefpekeâ mecemÙeeDeeW keâes Deheves GhevÙeemeeW kesâ Éeje
ØeieefleMeer} Yee<ee cebs DeefYekÙeefòeâ keâer nw~ Gvekeâer oef}leeW kesâ Øeefle menevegYetefle, efm$eÙeeW kesâ Øeefle mecceeve ke meceevelee,
mej} DeefYekÙeefòeâ ner GvnW DevÙe GhevÙeemekeâejeW mes De}ie henÛeeve nw~ veeieepe&gve efpeme meceepe ceW pevceW nw Gmeer
meceepe ceW jnkeâj DelÙevle og:Ke-oo& keâes mene~ Gvekesâ GhevÙeemeeW ceW Meesef<ele meceepe keâer Peebkeâer osKeves keâes efce}leer
nw~ yeeyee veeieepe&gve ves Deheves GhevÙeemeeW ceW efkeOekee-efkekeen, Deveces}-efkekeen, meeceblemeener }esieeW keâe DelÙeeÛeej,
efvecvekeieer&Ùe Meesef<ele efkeâmeeve, efm$eÙeeW keâer oerve-nerve oMee Deeefo keâes ØecegKe efke<eÙe kesâ ™he cebs jKee nw~ veeieepe&gve
keâe pevce efvecvekeieer&Ùe heefjkeej ceW ngDee Lee Fmeef}S meceepe keâer heerÌ[e keâes yengle ner Deemeeveer mes mecePeles nQ~ Fve
meye ceW efm$eÙeeW keâer nerve oMee keâes yengle ner vepeoerkeâ mes osKee Lee Fmeef}S veeieepe&gve ves Deheves GhevÙeemeeW ce efm$eÙeeW
keâer heerÌ[e keâes yeKetyeer mes efÛeef$ele efkeâÙee nw~

veeieepe&gve ves efkeOekee efm$eÙeeW keâer oÙeveerÙe efmLeefle kesâ mevoYe& ceW Gvekeâer meeceeefpekeâ efmLeefle keâe ÙeLeeLe&lee mes
efÛe$eCe efkeâÙee nw~ veeieepe&gve keâer menevegYetefle efm$eÙeeW kesâ Øeefle DeefOekeâ jner nw~ efm$eÙeeW keâes meceepe ceW keâwmes De«eieCÙe
mLeeve efce}s Gvekeâe efvejvlej ØeÙeeme jne nw~ veeieepe&gve ves Deheves GhevÙeemeeW kesâ ceeOÙece mes m$eer peerkeve, m$eer efMe#ee,
peele-heele, ÚgDee-Útle, DebOeefkeÕeeme, DelÙeeÛeej Deeefo keâe keCe&ve efkeâÙee nw~

yeerpe Meyo :

ØeieefleMeer}, Deveces}, menevegYetefle, mkeeefYeceeveer, kewOekÙe, GlheerÌ[ve~

øemleeJevee :
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efmLeefle keâes oMee&les ngS keâne efkeâ heefjkeej veejer keâes
megj#ee oslee nw }sefkeâve meeLe ner Gmekesâ kÙeefòeâlke keâes
meceehle Yeer keâj oslee nw~

meerceesve o yeesGkeej Yeer keânleer nw, ‘Skeâ DeveesKeer
yeele lees Ùen nw efkeâ efkekeeefnle m$eer keâes meceepe ceW mLeeve
lees efce}e efkeâbleg mkeleb$e DeefOekeâ mes kebefÛele jner~’1

yeeyee veeieepe&gve ves Deheves GhevÙeeme ‘jefleveeLe keâer
ÛeeÛeer’ efkeOekee ieewjer keâe efÛe$e Debefkeâle efkeâÙee nw~ ieewjer
ner Fme GhevÙeeme keâer veeefÙekeâe nw~ pees DelÙevle ™hekeleer
nww, ieewjer keâe efkekeen jesieer yewÅeveeLe Pee kesâ meeLe ngDee
nw~ ieewjer kesâ Skeâ heg$e GceeveeLe Deewj Skeâ heg$eer ØeefleYeecee
keâes pevce efoÙee pees kegâÚ ner meceÙe heMÛeeled ieewjer
efkeOekee nes ieÙeer~ efkeOekee ieewjer keâe peerkeve veejkeâerÙe nes
ieÙee~ meceepe ceW Gmes nerve Âef<š mes osKee peeves }iee~
ieewjer keâe Skeâ oskej peÙeveeLe Lee~ peÙeveeLe ieewjer mes
peyejomleer mecyevOe yeveelee nw Deewj ieewjer ieYe& mes nes
peeleer nw~ meceepe keânlee nw- ‘GceeveeLe keâer ceeb kÙeefYeÛeeefjCeer
nw, heeflelee nw, YeÇ<še nw, kegâ}še efÚvee} nw, Gmemes nceW
efkeâmeer Øekeâej keâe mecyevOe veneR jKevee ÛeeefnS~ yees}Ûee}
yebo~ yeele-efkeÛeej yebo~ ØelÙeskeâ kÙekenej yebo~ neB,
peÙeveeLe Deewj jefleveeLe oesvees yeehe-hetle Ùeefo ØeeÙeefMÛele
keâj }s lees Fme meceepe cebs Gvekesâ ef}S mLeeve nes mekeâlee
nw, hejvleg GceeveeLe keâer ceeB keâes meceepe efkeâmeer Yeer ne}
ceW #ecee veneR keâj mekeâlee~’2 ieewjer keâe efkekeen Deveces}
nes peeves kesâ keâejCe ken Deuhe DeeÙeg cebs efkeOekee nes peeleer
nw~ efkeOekee nesves kesâ heMÛeeled Gmekesâ og:KeeW keâe Deble veneR
neslee nw~ keäÙeebsefkeâ efkeOekee ieewjer keâes Deheveer heg$eer ØeefleYeecee
keâes $e+Ce mes «emle nesves kesâ keâejCe Gmes yesÛevee heÌ[lee
nw~ efkeOekee ieewjer yeÌ[s-DeceerjeW kesâ meeLe yesšs GceeveeLe
keâes yeÌ[e efkeâÙee~ }sefkeâve oskej Éeje ye}elkeâej mes ieewjer
keâes ieYe&heele mes nes peevee heÌ[lee nw~ Gme meceÙe Gmekeâer
ceeB ves ieewjer keâe meeLe efoÙee~ efpememes ieewjer keâes Skeâ veÙee
peerkeve efce} mekeâe~ ieewjer keâe YeeF& Ûeenlee Lee efkeâ ieewjer
ncesMee ceeÙekesâ cebs jns hej mkeeefYeceeveer ieewjer Deheves
heefleie=n ceW jnvee hemevo keâjleer nw~

ieewjer YeejleerÙe efkeOekee veejer keâe ØeefleefveefOelke keâjves
kee}er m$eer nw~ ieewjer keâer lejn YeejleerÙe meceepe cebs DeveskeâeW
efm$eÙeeB efkeOekee ngF& Deewj Dehevee kewOekÙe peerkeve peer jner
nw~ ieewjer kesâ heg$e ves Gmes vekeâej efoÙee ÙeneB lekeâ peye ken
yeerceej Deewj nwpes mes heerefÌ[le Leer efheâj Yeer GceeveeLe leej
heekeâj Yeer veneR DeeÙee~ efkeOekee ieewjer keâer peerkeve }er}e
meceehle nes ieÙeer~ ieewjer Debeflece meceÙe cebs Yeer heg$e keâe
cegKe veneR osKe mekeâer~ efkeOekee ieewjer keâe Debeflece mebmkeâej
jefleveeLe ves efkeâÙee~ Fme Øekeâej meceepe cebs efkeOekee efm$eÙeeW
keâer efmLeefle DelÙevle oÙeveerÙe yeveer ngF& nw~

Skeâ ØeieefleMeer} }sKekeâ nesves kesâ veeles kes efkeOegj
peÙeveeLe Skeb ieewjer keâe efkekeen Yeer keâjevee Ûeenles Les -
‘‘cesje keMe Ûe}lee lees Gme DeOesÌ[ GceÇ ceW Yeer Deehe
oesveeW keâer veF& Meeoer kewefokeâ efkeefOe mes keâjkee oslee~ hej
ceQ lees Gve efoveeW ome-iÙeejn mee} keâe yee}keâ Lee-
ceele=nerve, jesieer Deewj [jheeskeâ~’’3

Fme veejer hee$e ceW ‘jefleveeLe keâer ÛeeÛeer keâer’ ieewjer
ner Skeâcee$e Ssmeer m$eer nw pees hejchejeiele meeceeefpekeâ
efveÙece Deewj ceÙee&oeDeeW keâes {esles-{esles DeeBmet yenekeâj,
ie}-ie}keâj Deheveer efpevoieer keâes efmejs lekeâ hengBÛee osleer
nw efvejhejeOe neskeâj Yeer menve keâjves keâer Meefòeâ nw,
Øeeflekeâej keâjves keâer Meefòeâ veneR nw~ ieewjer kesâ Ûeefj$e kesâ
yeejs ceW Skeâ }sKekeâ keâer jeÙe nw,

‘‘YeejleerÙe efkeOekee veejer kesâ Øeefle pees keâ™Cee,
mebkesovee leLee menevegYetefle ÛeeÛeer mecesš Ûegkeâer nw, ken
efnvoer GhevÙeeme ceW keâesF& efkeOekee veneR hee mekeâleer~’’4

‘veÙeer heewOe’ GhevÙeeme cebs efkeOekee efkekeen keâer mecemÙee
hej DeeOeeefjle m$eer GlheerÌ[ve kesâ kegâÛe›eâ, Dee[cyej Ùegòeâ
™efÌ{Ùeebs Deeefo kesâ efke™æ «eeceerCe kesâ le™efCeÙeebs keâer
keâLee nw~ Fme GhevÙeeme ceW Ùen efoKeeÙee ieÙee nw efkeâ
hegjeveer heerÌ{er keâer efm$eÙeeW hej Mees<eCe ke DelÙeeÛeej keâe
veF& heerÌ{er hej keäÙee ØeYeeke heÌ[lee nw~ Fmekeâe ceeefce&keâ
efÛe$eCe efkeâÙee ieÙee nw~ vekeieefÚÙee ieeBke cebs heefC[le
KeesKeeF& Pee Deheveer Ú: yesefšÙeeW kesâ meeLe jn jns nw~
KeesKeeF& Pee keâer DeeefLe&keâ efmLeefle DelÙevle MeesÛeveerÙe nw~
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Fme keâejCe KeesKeeF& Pee ves Deheveer Ú: yesefšÙeeW cebs mes
Ûeej yesefšÙeeW keâe efkekeen Ûevo ™heÙeeW keâer Keeeflej Deveces}
efkekeen keâj oslee nw~ efpemekeâe heefjCeece Ùen neslee nw efkeâ
kegâÚ ner ke<eeX heMÛeeled ÛeejeW yesefšÙeeB efkeOekee nes peeleer
nw~ efkeâmeer Yeer m$eer keâe efkeOekee nesvee Skeâ lejn keâe
meeceeefpekeâ DeefYeMeehe nw~ Fme lejn osKee peeS lees
KeesKeeF& Pee Deheveer heesleer efyemesmejer keâe efkekeen mee"
ke<eer&Ùe yeÇeÿeCe peceeRoej Ûelegjeveve ÛeewOejer mes veew ™heÙes
}skeâj keâje osvee Ûeenles nQ~

meceepe cebs efhele=meòeelcekeâ heefjkeej nesves kesâ veeles
efyemesmejer keâer ceeB jecesmejer Ûeen keâj Yeer efkejesOe veneR keâj
heeleer nw Deewj Úšheeškeâj jn peeleer nw~ keäÙeeWefkeâ Gmes
helee nw efkeâ Yeekeer peerkeve cebs efkeOekee m$eer keâer oMee
meceepe ceW keäÙee nesleer nw~ ‘efyemesmejer yesÛeejer Skeâ iejerye
Iej keâer efhele=nerve }Ì[keâer Leer efpemes efve"gj ieesefleÙeeW ves
Deheveer efkejemele mes cen™ce keâjkesâ otj-yengle otj KeosÌ[
efoÙee Lee, yeovemeerye veevee-veeveer keâer oefjõlee kesâ onkeâles
ngS Deefivekegâb[ cebs Oekesâ} efoÙee Lee~’5 ‘efhele=meelcekeâ
heefjkeej cebs jecesmejer keâer Deekeepe keâes oyee efoÙee peelee
nw~ Fme Øekeâej m$eer keâe efkeOekee peerkeve Skeâ DelÙeeefOekeâ
peefš} mecemÙee nw~ Fme GhevÙeeme cebs KeesKeeF& Pee
Ieškeâjepe cegefKeÙee kesâ ceeOÙece mes hegjeveer jerefle efjkeepeeW
DebOeefkeÕeeme leLee efm$eÙeeW keâer oÙeveerÙe oMee keâes Debefkeâle
efkeâÙee ieÙee nw~ Fme Øekeâej yeeyee veeieepe&gve ves Fme
GhevÙeeme kesâ ceeOÙece mes meceepe hej Deefceš Úehe ÚesÌ[er
nw Devlele: osKee ieÙee nw efkeâ hegjeveer heerÌ{er Deewj veÙeer
heerÌ{er cebs keäÙee heefjkele&ve ngS nQ~ vekeerve heerÌ{er keâer efkeOekee
efm$eÙeebs keâes meceepe ceW meceevelee kesâ Dekemej efce}les nQ~
Gmekeâer meceepe ceW heg™<eeW kesâ meeLe keâbOee mes keâbOee
efce}ekeâj Dehevee mechetCe& peerkeve peerleer nQ~

YeejleerÙe meceepe ceW efkeOekee m$eer keâer efmLeefle otmejs
ope&s keâer jner nw, efkeOekee m$eer keâe peerkeve lees YeejleerÙe
meceepe ceW DeefYeMeehe ceevee peelee nw~ ‘og:KeceesÛeve’
GhevÙeeme cebs efkeOekee m$eer keâer mecemÙee keâes oMee&Ùee ieÙee
nw~ og:KeceesÛeve GhevÙeeme keâer veeefÙekeâe ceeÙee keâe efkekeen

Skeâ oefjõ heefjkeej ceW neslee nw~ hejvleg kegâÚ ner meceÙe
heMÛeeled Gmekeâe heefle yeeÌ{ cebs Gheâveleer ngF& veoer ceW [tye
keâj ce=lÙeg nes peeleer nw Deewj ken efkeOekee nes ieÙeer~ Ssmeer
oMee cebs Gmekeâe peerkeve veejkeâerÙe nes ieÙee~ Gmes meceepe
Éeje efkeefYeVe Øekeâej keâer ÙeeleveeSB oer peeleer nw~ ceeÙee
Deheves memegje} veneR peeleer nw Deewj Deheveer YeeYeer keâer
Dee«en hej Deheves ceeÙekesâ ceW jnleer nw~ }sefkeâve keâye lekeâ
Skeâ Ùegkeleer efkeOekee Dehevee peerkeve ceeÙekesâ ceW kÙeleerle
keâj mekeâleer nw~ kegâÚ ner cenerveeW yeeo ceeÙee keâe mecheke&â
keâefhe} mes nes peelee nw~ oesveeW Skeâ-otmejs mes Øesce keâjves
}ieles nQ~ kes oesveeW efkekeen keâjves keâer meesÛeles nw hejvleg
ceeÙee efkeOekee nw~ Ssmee ieebke keâs kegâÚ meesÛeles nQ Deewj
efkekeen kesâ ef}S Ieesj efkejesOe keâjles nQ~ hejvleg ieebke kesâ
kegâÚ }esie meesÛeles nQ DeÛÚe ner nes jne nw~ oesveeW Skeâ-
otmejs kesâ yebOeve cebs yebOe peeSbies lees ceeÙee keâer Fppele ke
mecceeve Yeer yeÛe peeSieer Deewj meceepe ceW efkeOekee m$eer
keâe keâesF& Yeer mLeeve veneR jnlee nw~ }esie Gme efkeOekee
m$eer keâes ØelÙeskeâ meceÙe nerve vepejeW mes osKeles jnles nQ~

‘kegâcYeerheekeâ’ GhevÙeeme keâer ØecegKe veeefÙekeâe hee$e
Ûechee Deewj Yegkeve nw~ YeejleerÙe meceepe ceW efkeOekee keâe
peerkeve keäÙee neslee nw Fmekeâe ÙeLeeLe& efÛe$eCe yeeyee veeieepe&gve
ves Deheves Fme GhevÙeeme ceW efkeâÙee nw~ Fme GhevÙeeme keâer
veeefÙekeâe Yegkeve keâe efkekeen cee$e 15 ke<e& keâer DekemLee ceW
Skeâ heeÙe}š kesâ meeLe neslee nw~ Gmeer ke<e& nkeeF&
ogIe&švee ceW Gmekeâer ce=lÙeg nes peeleer nw Deewj ken Iegšve
Yejer efpeboieer efkeOekee kesâ ™he ceW peerves }ieleer nw~ Gmes
efkeOekee Yegkeve kesâ hesš ceW Ûeej ceen keâe yeÛÛee Lee~
Gmekesâ F}epe kesâ ef}S Skeâ efjMlesoej Deemeevemees} }s
ieÙee peneb Gmes ÚesÌ[keâj Ûe}e peelee nw~

FmeceW Fefvõje, Yegkeve, Ûechee keâer keâneveer ÙeLeeLe&keeo
Mew}er ceW ØeÙegòeâ keâer ieF& nw~ ceeves ngS vejkeâeW ceW mes Skeâ
kegâcYeerheekeâ Yeer nw~ peneB ce=lÙeg kesâ heMÛeeled peelee nw~
hejvleg efkeOekee m$eer keâes peerefkele YeÇ<š }esieeW ves efkeâme
Øekeâej kegâcYeerheekeâ cebs [e} jKee nw Gmes Fme GhevÙeeme
cebs efoKeeÙee ieÙee nw~
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Fme GhevÙeeme ceW meceeefpekeâ ÙeLeeLe& keâe ÙeLeeleLÙe
efÛe$eCe keâjles ngS veeieepe&gve m$eer keâer meeceeefpekeâ efkeOekee
efmLeefle hej efÛebleve kesâ ef}S nceW yeeOÙe keâjles nQ~ m$eer
keâer oÙeveerÙe oMee kesâ heerÚs heg™<ekeeoer ceeveefmekeâlee
efpeccesoej nw~ veeieepe&gve ves ØeieefleMeer} m$eer Ûeefj$eeW keâer
Ùeespevee kesâ Éeje Fme leLÙe keâer hegef<š keâer nw, ‘‘keâe@}speeW
mes heÌ{-ef}Kekeâj }Ì[efkeâÙeeB efvekeâ}leer nQ, hegjeves meceepe
kesâ pebie} ceW Kees peeleer nw~ efMe#ee, efÛeefkeâlmee Deeefo
keâF& efkeYeeie nw efpemeceW efm$eÙeeB Deheveer ÙeesiÙelee kesâ
ØeceeCe hesMe keâj Ûegkeâer nw~ Meemeve Deewj efvecee&Ce kesâ
kegâÚ ner #es$e neWies, efpeveceW efm$eÙeeB keâece veneR keâj
mekeâleer~ ojDeme} nce ner GvnW jeskesâ ngS nQ~’’6

 keneR hej DeewjleeW keâer o}e}er keâjves kee}er Ûechee
kesâ mecheke&â ceW Deekeâj kesMÙeeke=efòe keâjves }ieleer nw~ Fme
meceepe ceW efm$eÙeeW hej nes jns DelÙeeÛeej ke Mees<eCe keâes
nce meYeer keâes mecePevee nesiee~ Keemekeâj nceW efkeOekee
efm$eÙeeW kesâ peerkeve kesâ efke<eÙe ceW efÛebleve ke ceveve keâjves
keâer pe™jle nw~ nce GvnW meceepe ceW efkeâme Øekeâej mes
mecceeve ke mkeeefYeceeve efo}e mekeâles nQ~ Ùen meesÛeves ke
mecePeves keâer pe™jle nw~ leYeer nce meceevelee keâer yeele
YeejleerÙe meceepe ceW keâj mekeâles nQ~ kegâcYeerheekeâ GhevÙeeme
kesâ jeÙe meenye Ûechee mes keânles nQ ‘Ûechee heg™<eeW keâer
yeheewleer veneR efm$eÙeeW keâe Yeer meePee nw Gvecebs~’7

YeejleerÙe meceepe ceW m$eer keâe efkeOekee peerkeve DelÙeble
keâ<šØeo neslee nw keäÙeeWefkeâ efkeOekee m$eer keâes meceepe ceW
nsÙe Âef<š mes osKee peelee nw~ Ùen meceepe Skeâ efkeOekee
m$eer keâes kegâuše Ùee [eÙeve veece mes Yeer mecyeesefOele keâjles
nQ~ keânves keâe leelheÙe& nw efkeâ meceepe ceW efkeOekee m$eer keâe
keâesF& mLeeve veneR jnlee nw~ Gmekeâe mechetCe& peerkeve Iegšve
mes Yeje neslee nw~ nerjkeâ peÙebleer GhevÙeeme ceW veeieepe&gve
ves ÙeLeeLe&lee keâe efÛe$eCe keâjles ngS keânles nQ efkeâ veslee
vejhele yeeyet keâer heg$eer ce=og}e nw pees Skeâ efkeOekee m$eer kesâ
™he ceW peerkeve peer jner nw~ }sefkeâve Ssmeer efmLeefle keâes

osKekeâj Gmekeâe efhelee Gmekesâ peerkeve kesâ efke<eÙe keâes
}skeâj efÛebeflele veneR nw~ ce=og}e Ssmeer Iegšve Yejer efpeboieer
veneR peervee Ûeenleer nw Deewj Deblele: ce=og}e Deheves Øesceer
kesâ meeLe ceeb kesâ ienves Deewj heebÛe npeej ™heÙes }skeâj
Yeeie peeleer nw Deewj Dehevee megKeceÙe peerkeve kÙeleerle
keâjves }ieleer nw~ Fme Øekeâej ce=og}e ieefjceeceÙeer peerkeve
peerves }ieleer nw~

veeieepe&gve ves Deheves GhevÙeeme ‘nerjkeâ peÙebleer’ kesâ
ceeOÙece mes yeleeves keâe ØeÙeeme efkeâÙee nw efkeâ efkeOekee m$eer
mechetCe& ™he mes meeceeefpekeâ peerkeve kesâ yebOeveeW ceW yebOeer
ngF& nw efm$eÙeeb Deepe Yeer efkeefYeVe jerefle-efjkeepe Skeb hejcheje
mes yebOeer ngF& nw~ kes vee lees DeÛÚs keâheÌ[s henve mekeâleer nQ
Deewj vee ner DeÛÚe Keevee Kee mekeâleer nQ Deewj vee ner
efkeâmeer ceebieef}keâ keâeÙe&›eâce ceW ØeefleYeeie keâj mekeâleer nQ~
ce=og}e nerjkeâ peÙebleer kesâ keâeÙe&›eâce ceW Yeeie veneR }s
mekeâleer Leer~ Fmeef}S Gmeves Deheves Øesceer kesâ meeLe Yeeie
peeves keâe efveMÛeÙe efkeâÙee~

‘G«eleeje’ GhevÙeeme ceW efkeOekee mecemÙee keâer owefvekeâ
efmLeefle keâe efÛe$eCe efkeâÙee ieÙee nw~ veeieepe&gve ves m$eer
mecemÙee keâes Skeâ peefš} mecemÙee ceevee nw~ YeejleerÙe
meceepe efkeOekee keâes nerve Âef<š mes osKelee nw~ G«eleeje
GhevÙeeme ceW efkeOekee Gieveer kesâ ceeefce&keâ ùoÙe keâe efÛe$eCe
efkeâÙee ieÙee nw~ Gieveer keâe peerkeve DelÙeble ceeefce&keâ Lee
Gmes ieebke kesâ }esieeW Éeje Deheceeefvele ke DeceÙee&efole {bie
mes kÙekenej efkeâÙee peelee Lee~ Gieveer yeÛeheve ceW ner
efkeOekee nes ieF& Leer~ megbojhegj ceeefÌ{Ùee ieebke keâe Skeâ
Ùegkekeâ keâecesÕej efkeOegj Lee~ keâecesÕej Gieveer mes Øesce
keâjves }iee Lee~ keâecesÕej Deewj Gieveer oesveeW Yeeie keâj
Øesce efkekeen keâjvee Ûeenles Les~ hejbleg Ùen meceepe GvnW
mkeerke=âle veneR oslee nw~

kegâÚ meceÙe heMÛeeled kes oesveeW hegef}me Éeje hekeâÌ[s
peeles nQ~ pes} ceW ner YeYeerKeve efmebn Gieveer mes peyejomleer
Meeoer keâj }slee nw~ hejvleg kegâÚ meceÙe heMÛeeled Gieveer
keânleer nw efkeâ Ùen cesjer Meeoer veneR cesjs meeLe ye}elkeâej
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ngDee nw~ yeb}eled Leeshes ieÙes Fme mecyevOe keâes Gieveer
keâYeer mkeerkeâej veneR keâj heeleer Deewj Fmes DemLeeÙeer
mecePeewlee ner ceeveleer nw- ‘Ùen Yeer ye}elkeâej ner Lee~
YeYeerKeve efmebn ves kewefokeâ jerefle mes Meeoer keâer YeYeerKeve
keâes keâevetveer leewj hej Fme ye}elkeâej keâe nkeâ neefme}
ngDee~’8 Gieveer keâe hetke& Øesceer keâecesÕej pewmes ner pes} mes
Útškeâj Deelee nw ken Gieveer keâes {tb{ }slee nw Deewj
Gieveer keâecesÕej kesâ meeLe Yeeie peeleer nw~ veeieepe&gve ves
Deheves GhevÙeeme G«eleeje kesâ ceeOÙece mes Ùen mecePeeves
keâe ØeÙeeme efkeâÙee nw efkeâ m$eer keâe peerkeve DelÙeble peefš}
Deewj mebIe<e&ceÙe neslee nw~ Fme YeejleerÙe meceepe cebs efpelevee
DeefOekeâej mecceeve, mkeeefYeceeve heg™<e keâes efce}lee nw
Glevee efkeâmeer Yeer m$eer keâes Øeehle veneR neslee nw Deewj ken
m$eer pees yeeuÙekeâe} ceW ner efkeOekee nes ieÙeer nes~ Gmekeâe
efkeOekee peerkeve lees Deewj ner mebIe<e&Meer} nes peelee nw~
Fme Øekeâej veeieepe&gve ves Deheves GhevÙeeme G«eleeje keâer
veeefÙekeâe Gieveer kesâ ceeOÙece mes Fme YeejleerÙe meceepe hej
Skeâ Úehe ÚesÌ[er nw~

‘heejes’ yeeyee veeieepe&gve keâe hen}e cewefLe}er GhevÙeeme
nw pees efnvoer ceW Devegefole neskeâj DeeÙee nw~ Fme GhevÙeeme
ceW efceefLe}e keâes DeeOeej yeveekeâj m$eer keâer oÙeveerÙe oMee
keâes efÛeef$ele efkeâÙee ieÙee nw~ efveOe&velee kesâ keâejCe heejes
keâe efkekeen cee$e 15 ke<eeX ceW ner nes peelee nw~ heejes keâer
ceeB efkeOekee peerkeve peerles ngS Deheveer yesšer heejes keâer
oÙeveerÙe oMee keâes osKekeâj efÛebeflele jnleer nw keäÙeebsefkeâ
heejes keâe efkekeen DeefOekeâ GceÇ kesâ kÙeefòeâ mes keâj efoÙee
peelee nw~ ken ÛeewOejer kesâ }Ì[kesâ keâes pevce osleer nw~ hej
megKeer ke mebleg<š veneR nw~ keäÙeeWefkeâ heejes Deheves cecesjs
YeeF& efyejpet mes yeÛeheve mes ner Øesce keâjleer nw~ heejes
keânleer nw ‘YeeF& yenve ceW ner Ùeefo Meeoer nesleer, lees efkeâlevee
DeÛÚe neslee? peneB-leneB kesâ Skeâ Devepeeve keâes }esie
G"e }eles nQ, GmeceW keâneB keâer Dekeâ}ceboer nw~’9 Fme
Øekeâej veeieepe&gve ves Deheves Fme GhevÙeeme ceW efm$eÙeeW keâer
meeceeefpekeâ efmLeefle keâe ceeefce&keâ efÛe$e Debefkeâle efkeâÙee nw~

veeieepe&gve kesâ GhevÙeeme nceejs meeceeefpekeâ peerkeve
kesâ omleekespe nQ~ efkepeÙe yeneogj efmebn ves ef}Kee nw ‘‘Fve
GhevÙeemeebs ces meyemes cenlkehetCe& yeele «eeceerCe Ûeefj$eeW kesâ
Gme Meefòeâ keâer henÛeeve nw pees ‘nesjer’ mes keâneR DeefOekeâ
OeefveÙee ceW Leer~ ieewjer, Ûechee, Yegkeve, ceOegjer, G«eleeje,
ceW keâ"esj mebkeâuhe Deewj Deelceefve…e efce}leer nw~’’10

efve<keâ<e& :

Fme YeejleerÙe meceepe keâe mekeeËieerCe efkekeâeme leYeer
mecYeke nw m$eer Deewj heg™<e ceW meceevelee nesieer Deewj m$eer
keâes meceeve Yeeieeroejer efce}sieer keäÙeeWefkeâ m$eer heefjkeej keâe
ienvee nesleer nw~ Fme Øekeâej mechetCe& meceepe ceW DeeefLe&keâ
Deewj meeceeefpekeâ ™he mes efkeOekee m$eer keâer efmLeefle DelÙeble
oÙeveerÙe nw~ Ùeefo Deepe efkeOekee m$eer keâer efmLeefle osKes lees
keâeheâer no lekeâ megOeej ngDee nw~ efheâj Yeer Fme meceepe ceW
efkeOekee keâer efmLeefle DelÙeble MeesÛeveerÙe nw~ keäÙeeWefkeâ efkeâmeer
Yeer MegYe keâeÙeeX ke Glmeke ceW Deeves mes cevee efkeâÙee peelee
nw~ Deepe efkeOekee peerkeve hetCe& ™he mes megjef#ele veneR nw~
yengle DeefOekeâ efkeOekee efm$eÙeeb Dehevee peerkeve efkeOekee
Deeßece cebs kÙekeleerle keâj jner nw~ YeejleerÙe meceepe ceW
m$eer kesâ efkeOekee nesles ner Gmes eflejmke=âle, lÙeepÙe, DeÚtle
ceevee peelee nw~ GvnW ve heeefjkeeefjkeâ keâeÙeeX ceW Yeeie }sves
efoÙee peelee nw ve ner meeceeefpekeâ keâeÙeeX ceW~ Gmes heefjkeej
Éeje nerve Âef<š mes osKee peelee nw~ Gmes yeÛee ngDee
metKee Keevee Keekeâj Iej kesâ efkeâmeer keâesves ceW Dehevee
peerkeve peervee heÌ[lee nw~ veeieepe&gve ves Deheves GhevÙeeme
jefleveeLe keâer ÛeeÛeer, og:KeceesÛeve, ke®Ce kesâ yesšs,
kegâcYeerheekeâ, FcejefleÙee, heejes Deeefo GhevÙeemeeW ceW m$eer
kesâ efkeOekee peerkeve keâes efÛeef$ele efkeâÙee nw~ veejer hee$eeW ceW
efkeOekee ieewjer, ceeÙee, efkemesmejer, Ûechee, Yegkeve Gieveer,
ce=og}e kesâ ceeOÙece mes m$eer keâes efkeOekee peerkeve peerves ceW
keäÙee-keäÙee mecemÙeeSb nesleer nQ~ veeieepe&gve keâe ceevevee nw
efkeâ yeiewj heg™<e keâer m$eer Dehevee peerkeve veneR peer mekeâleer
nw~ Ssmes efkeÛeejeW keâes kÙekenej ceW }eves keâer efnccele
efoKeeves kee}er Fve efm$eÙeeW kesâ meeLe veeieepe&gve ceW Demeerce
keâ®Cee efoKeeF& osleer nw~
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Abstract :

As the education system has been changing from teaching-learning of traditional
subjects like science, mathematics, literature etc to creative subjects like painting,
music, culinary bloom’s taxonomy is seeking much attention from educationalist. Music
education is a disciple which plays an important role in holistic development of children,
having good mental health and controlling the aggressive emotions. Very often
researchers consider music education is related to cognitive and affective domain of
bloom’s taxonomy as music education includes only memorizing the songs and
developing some sort of feeling to present the correct emotion of song. But when I
analyzed the five categories of psychomotor domains of bloom’s taxonomy, I tried to
study its practical implications in music education.

 The Dave’s categories of psychomotor domains in form of hierarchy of higher
order of physical skill are: Imitation, Manipulation, Precision, Articulation, and
Naturalization. The psychomotor domain of bloom’s taxonomy inculcates all those
behavioral patterns that require the collective use of cognition and muscular actions
e.g. playing a musical instrument by changing finger movements. In the practical life
these categories have implications in music education as copying the original music,
making remix and mash-up from original music, using same music with different lyrics
etc. Thus, here an attempt has been make to examine the practical implication of
psychomotor domain of bloom’s taxonomy in music education.

Keywords :

Imitation, manipulation, precision, articulation, naturalization
Introduction :

In India, music has always been an
important aspect of social and religious
life. Indian music education includes
variety of forms and styles. Music education
is not only based on pen and paper method

of learning, it requires deeper knowledge
of raga, rhythms and ability of having
balanced larynx movement, control over
pitch and frequency of sound etc. The
national Policy of education 2020 has
emphasised on the need to use innovation
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and experimental approaches to teaching.
It suggests including gamification of
activities and cultural aspect such as story-
telling and music. In today’s educational
world bloom’s taxonomy is getting greater
attention especially in skill based creative
teaching-learning process. Bloom’s
taxonomy shows its importance and
relevance in the field of music education.

Benjamin Bloom in 1950’s with the
group of some other educational psycho-
logist had developed a three domain system
of learning behaviour to uplift the designing
structure and evaluation of learning outcome.
These groups of psychologist had catego-
rised this taxonomy in the form of hierarchy
which are;

Cognitive Domain : it includes skill
related to gaining knowledge, under-
standing the concept and analysing it.
(THINKING)

Affective Domain : it includes the
emotional area of human behaviour,
growth in feeling and attitude towards
any situation. (FEELING)

Psychomotor Domain : it includes
physical skill like motor skills, physical
movement and coordination of body
parts. (DOING)

 Measurement of learning in psycho-
motor domain of bloom taxonomy :

Psychomotor domain of Bloom’s
taxonomy has been revised over the years
by Dave (1970), Harrow (1972) and Simpson
(1972) but mostly Dave’s categorisation
is used in present studies related to interp-
retation and referencing of psychomotor
domain.

The Dave’s psychomotor domain has
five categories :

1. Imitation

2. Manipulation

3. Precision

4. Articulation

5. Naturalization

Figure-1

Figure-2

Categories of psychomotor domain of

bloom’s taxonomy and its implications :

These categories are arranged in
increasing order of their difficulty level
which means the topmost category will be
the simplest one and the last category will
the most difficult one.

1. Imitation :

It can be understood as ability to
observe one’s action, behaviour pattern
and coping as well as replicating it at its
fullest potential just as a carbon copy of
other.

It do not allow a person to think
differently and perform according to their
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will as they just have to present themselves
as duplicate of original one with same
presentation, appearance and characte-
ristics.

The teaching of classical music is
completely based on behaviouristic
approach of teaching and learning where
the raga and its structure are exactly
imitated by students as these teachings are
demonstrated by teachers in oral form and
need to be presently exactly in same
manner.

For example : raga and tone of our
national anthem will be same and must be
presented in same form in every part of
the country.

2. Manipulation :

It is an ability of a person to under-
stand the instructions and making changes
in the actions by keeping in mind all the
instructions and presenting a creative work
which has the glimpse of original but not
the exact copy of it. This can neither be
considered as new work nor as replication
of original.

Music is a essential part of nursery
education where students learns their
maximum concept in rhythmic form and
using hand and leg movements. The indul-
gence of music in nursery education creates
stress free and home comforting teaching-
learning environment for toddlers. As we
talk about manipulation category of
psychomotor domain in music education,
it can be seen as using references of
original music and making some changes
to create something new and unique one.

For example : poem “Twinkle twinkle
little star” can be sang in different style
and tone but its lyrics will always remain
same or lyrics are also change to some

extent like that happens when used in
bollywood songs.

3. Precision :

It includes the deeper study of original
concept, refining it completely and beco-
ming more exact and making assurance
of committing no error condition or just
right condition. The chances of error are
less in this stage.

Music education is completely creative
and skill based disciple. Music education
involves intense knowledge of tone, pitches
and presenting these all on exact time
when it had to be presented all together
without committing any error.

For example : during live concert
performer had to consider all the factors
of music like matching the time of lyrics
and beats of instruments, increasing and
decreasing the sound pitch accordingly
and creating the situation of almost no
mistake condition infront of their
audiences with full precision.

4. Articulation :

It includes series of systematic actions
for achieving consistency in performance.

Music education completely depends
on memorising lyrics, presenting it on its
exact time with correct beats of the musical
instrument and showing their talent and
skill with changing the tone of voice, body
movement and delivering real emotion by
facial expressions and frequency of sound.
In articulation category of psychomotor
domain of bloom’s taxonomy music
education can be seen as following series
of lyric in coordination with musical
instruments and understanding the timing
of pause taken while presenting a song on
its correct timing to achieve the desired
outcome during the performance.
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For example : In Indian classical
music up and down of volume, stretching
time of ragas and then continuing the same
song with different musical style follows
a fixed sequential pattern of musical
delivery.

5. Naturalisation :

It can be understood as very much
organic and creative performance which
do not include much thinking and intense
practice before presenting it.

Music education requires ability to
think out of the box to create new song,
musical styles, synthesis something from
their learning and practical experience.
The students of music educations are
generally found to have divergent thinking.
The uniqueness of human actions can be
seen very clearly in music education as
every individual have different voice and
produces approximately different sound
with musical instruments due to difference
in the timing and ability of body movement.
Therefore, music education highlights the
quality of individual differences and cheri-
shes it.

For example : Same lyrics can be
presented in different musical styles and
can be sung to show different emotions
and feelings, can explain different stories.

Conclusion :

Music education is that disciple of
teaching-learning that includes creativity,
talent, inborn ability of voice, deeper under-
standing of raga and musical instruments
and dedicated practice. The muscular action
of hand and facial expression supports in
delivery the emotion of music from one
person to another. Music is considered as

best way to diverge negative energy to
positive energy, which is mostly used to
control anger issues. Music is a best way to
express one’s emotion. As Yashaswi, M.

K. (2022) studies shows that trained
musicians have significantly better quality
of life, psychological wellbeing and resili-
ence in comparison to untrained musicians.

The bloom’s psychomotor domain is

completely related with the muscular actions,
physical skill and body movements. For
developing these factors serious practice,

coordinated balancing between brain and

muscles, timing of delivery and physical
strengthen will be required.

The psychomotor domain of bloom’s
taxonomy is able to explain the practical
implications of music education very clearly
in its five categories. Every category of
domain can be seen as equally important

in music education like imitation, manipu-
lation, precision, articulation and naturali-
sation. Music education includes all these
five domains in their practical implications

but eventually not much aware about it.

The use of psychomotor domain of
bloom’s taxonomy in music education is

very important as it is for other subjects
because addition of physical skill, coor-
dination between brain and muscular
movement leads to the development of
cognitive ability and good physical strength.

It will increase the interest and attention
students in music education. It also contri-
butes towards towards systematic and
practical study of music education as essen-

tial discipline for holistic development of
the students.
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Abstract :

This study explores the role of caricatures in highlighting societal truths through
the lens of exaggeration. Caricatures, as a form of visual art, use distortion and exagge-
ration to emphasize and critique social, political and cultural realities. By simplifying
and amplifying certain features and traits, caricatures create a powerful medium for
reflection and commentary. This analysis examines how caricatures function as a
mirror to society, revealing underlying truths about individual behaviours, societal
norms, and collective issues. Through a review of historical and contemporary
examples, the study demonstrates how caricatures not only entertain but also provoke
thought, inspire dialogue, and influence public perception. By bridging the gap between
art and societal critique, this research highlights the significance of caricatures in
understanding and addressing the complexities of the world we live in.

Keywords :

Caricatures, Societal truths, Exaggeration, Social critique, Public perception, Art
and society.

Introduction :

Caricatures, as an artistic medium,
have long been recognized for their ability
to capture and exaggerate the essence of
their subjects. Beyond mere entertainment,
these “deformed” images often serve as
powerful tools for social commentary,
highlighting and magnifying the realities
of the world around us. The strategic use
of exaggeration in caricatures allows
artists to distill complex societal issues

into readily accessible visual representa-
tions, inviting viewers to confront and engage
with the underlying truths they expose.

The caricature, as a form of artistic
expression, has its roots in the concept of
emphasizing and distorting the distinctive
features of an individual or subject
(Ahmed & Ali, 2022). This technique,
which has been employed for centuries,
has evolved to encompass a wide range
of applications, from satirical political
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commentary to personal gifts (Chu et al.,
2021). The exaggerated nature of cari-
catures not only makes them visually
striking but also imbues them with a
powerful ability to convey meaningful
messages about the world around us
(Wenbin et al., 2020).

Recent studies have explored the
cognitive and perceptual mechanisms that
underlie our ability to recognize and engage
with caricatures (Benson & Perrett, 1991).
Despite the apparent distortions, the human
mind is remarkably adept at interpreting
the visual cues and extracting the essence
of the subject being portrayed. This innate
ability to recognize individuals through
caricatures suggests that the process of
exaggeration actually enhances our perce-
ption and understanding of the subject,
allowing us to focus on the most salient
features that define their character (Benson
& Perrett, 1991).

Caricatures have long been employed
as a means of political and social commen-
tary, with artists using the medium to
highlight and exaggerate the flaws, eccent-
ricities and power dynamics within society
(Streicher, 1965). The universality and
repetitiveness of political caricatures in
Western society (Streicher, 1965) under-
scores their enduring relevance as a tool
for social critique, as artists continue to
leverage the power of exaggeration to
expose and challenge the status quo.

In the context of the COVID-19
pandemic, caricatures have emerged as a
potent form of expression, with artists
using exaggeration to comment on the
societal and political implications of the
crisis (Ahmed & Ali, 2022). By highligh-
ting and distorting specific aspects of the

pandemic response, these caricatures
invite viewers to confront the complex
realities and tensions that have unfolded
during this unprecedented time.

The power of caricatures lies in their
ability to reflect and exaggerate the realities
of the world around us. Through the strategic
use of distortion and exaggeration, artists
are able to create visually striking represen-
tations that capture the essence of their
subjects and expose the underlying truths
that often lie hidden beneath the surface
of everyday life. (Lynch, 1927)

The selection of objectives for the
research article of highlighting the societal
truth of caricature is driven by several key
considerations that underscore the rele-
vance and significance of the topic which
are follows :

Analyse the Mechanisms of Exagge-
ration in Caricatures

Examine Historical and Contempo-
rary Examples

Understand the Reflective Function of
Caricatures

Evaluate the Role of Caricatures in
Public Discourse

Bridge Art and Societal Critique

Explore the Entertainment and
Educational Value

Mechanisms of Exaggeration in

Caricatures :

Caricatures are artistic representations
that exaggerate or distort certain features
of their subjects to create a humorous or
satirical effect. The mechanisms of exagge-
ration in caricatures can be broadly cate-
gorized into the following:
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Exaggeration of Physical Features :

Caricatures often amplify distinctive physical
traits, such as a large nose, prominent chin,
or expressive eyes. By exaggerating these
features, artists highlight what they perceive
as the most recognizable aspects of the
subject’s appearance.

Distortion of Proportions : Artists
may alter the proportions of the face or
body, such as making the head dispropor-
tionately large compared to the body. This
distortion can emphasize certain charac-
teristics while minimizing others.

Simplification and Stylization :

Caricatures typically simplify complex facial
features into more basic shapes and lines.
This stylization makes the image easier
to recognize and emphasizes the exagge-
rated elements.

Use of Symbols and Metaphors :

Caricaturists often use symbolic elements
to convey a deeper meaning or critique.
For instance, a politician might be depicted
with a Pinocchio-like nose to symbolize
dishonesty.

Emphasis on Expression and

Gesture : Exaggerating facial expressions
and body language can enhance the emo-
tional or comedic impact of the caricature.
This technique helps convey the subject’s
personality or mood more vividly.

Cultural and Contextual References :

Caricatures often draw on cultural or con-
textual knowledge, using exaggeration to
highlight social, political or personal traits.
These references make the caricature more
relevant and impactful to the audience
familiar with the context.

Understanding these mechanisms is
crucial for analyzing how caricatures
communicate messages, critique societal
issues, or simply entertain. (Perkins, 1975)

Historical and Contemporary Examples :

Caricature, as an art form, has wielded
a powerful influence across various time
periods and cultures, reflecting the social,
political, and cultural milieu of its era.
Here’s a review highlighting notable carica-
tures and their impact:

18th Century Europe: James Gillray :

James Gillray, a British carica-turist,
gained prominence for his satirical
depictions of figures like King George III
and Napoleon Bonaparte. His exaggerated
portrayals critiqued the political landscape
of his time, demonstrating the power of
caricature in shaping public opinion and
challenging authority. (Rowson, 2015)

19th Century France : Honore Daumier :

Honoré Daumier, a French caricaturist,
is renowned for his incisive social and
political commentary. His work, published
in “La Caricature” and “Le Charivari,”
critiqued the monarchy and societal issues,
becoming symbols of resistance against
oppression in 19th-century France.
(Harison, 2023)

Early 20th Century United States :

Thomas Nast :

Thomas Nast, a German-American
caricaturist,  became known for his
influential cartoons in “Harper’s Weekly.”
His work, including the popularization of
the modern image of Santa Claus and the
creation of the Republican elephant and
Democratic donkey, played a crucial role
in shaping American political opinion
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during the Civil War and Reconstruction.
(Kiter, 2017)

Contemporary Global Impact :

Satirical Magazines :

Today, publications like ‘Charlie
Hebdo’ in France and ‘The Onion’ in the
United States continue using caricature to
satirize contemporary issues. These plat-
forms push boundaries of free speech and
provoke debates about satire’s role in
addressing sensitive topics. (Freedland,
2016)

In the Indian Context :

19th Century India : Mahadev

Vishwanath Dhurandhar :

Mahadev Vishwanath Dhurandhar,
primarily known as a painter, also created
caricatures depicting social life during
British colonial rule in India. His work
subtly commented on cultural changes and
interactions brought about by colonialism.
(Joshi, 2020)

Early 20th Century India : Shankar

Pillai :

K. Shankar Pillai, known as Shankar,
was a pioneering Indian cartoonist.
His caricatures in “Shankar’s Weekly”
addressed socio-political issues in post-
independence India, blending humor with
incisive critique.

Caricature, whether in India or abroad,
continues to be a potent medium for social
commentary and critique. From Gillray’s
satirical work to contemporary publica-
tions like “Charlie Hebdo,” caricaturists
have consistently pushed boundaries and
shaped public discourse, highlighting the
enduring relevance of this art form.
(Prasad, 2021)

Understanding the Reflective Functions :

Caricatures act as a mirror to society
by distilling and exaggerating elements of
social, political, and cultural realities in a
visually compelling and often humorous
manner. Here’s how caricatures reveal
truths about these aspects of society:

Social Realities :

Caricatures often depict everyday
people, highlighting their habits, manne-
risms, and stereotypes associated with
different social classes, professions or
communities. By exaggerating physical
features or behaviours, caricaturists reveal
societal norms, prejudices and the dynamics
between various social groups. For example,
caricatures from different time periods
might depict the roles and expectations of
men and women, societal attitudes
towards race or ethnicity, or the struggles
of marginalized communities.

Political Realities :

Political caricatures are particularly
potent in exposing the actions, motiva-
tions, and character traits of political
figures and institutions. Caricaturists use
visual exaggeration to critique politicians’
policies, scandals, hypocrisy, and abuse
of power. Through symbols, gestures, and
facial expressions, caricatures can convey
complex political messages that resonate
with the public and influence public
opinion. They often serve as a form of
political satire, holding leaders accoun-
table and challenging the status quo.

Cultural Realities :

Caricatures reflect cultural norms,
values, and conflicts within a society. They
can portray cultural stereotypes, traditions,
and clashes between different cultural
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identities. Caricaturists may also use cultu-
ral symbols and references to comment on
societal changes, globalization, or cultural
assimilation. By exaggerating cultural
traits or customs, caricatures provoke
reflection on the evolution and diversity
of cultural landscapes.

Revealing Hypocrisy and Truths :

One of the key functions of caricature
is to expose hypocrisy and reveal under-
lying truths about society. By distorting
physical features or amplifying certain
behaviours, caricaturists draw attention to
contradictions between public personas
and private actions, societal ideals and
realities, or official narratives and actual
practices. This ability to unmask false-
hoods or challenge accepted norms makes
caricature a powerful tool for social
critique and reform.

Shaping Public Opinion :

Caricatures not only reflect existing
social, political, and cultural realities but
also play a role in shaping public opinion
and fostering social change. By presenting
complex issues in a digestible and enter-
taining format, caricatures engage a wide
audience and encourage critical thinking
and discussion. They can spark debates,
mobilize activism, and influence public
perceptions of key issues facing society.

Caricatures serve as a mirror to society
by distorting reality to reveal deeper truths
about social hierarchies, political dynamics,
cultural values, and the human condition.
They provoke thought, challenge norms,
and contribute to a more nuanced under-
standing of the complexities of contempo-
rary and historical societies alike. (Pijet,
2012)

Influencing Public Opinion :

Caricatures play a significant role in
influencing public opinion in India. They
are published in newspapers, magazines,
and online platforms, reaching a wide
audience across linguistic and cultural
divides. Caricaturists often address pressing
issues such as corruption, social injustice,
environmental degradation and communal
tensions, sparking debates and mobilizing
public sentiment. Their ability to distill
complex issues into accessible visuals makes
caricatures a potent tool for advocacy and
social change.

Caricatures in the Indian context act
as a mirror to society by capturing and
critiquing social, political and cultural
realities with wit, satire and insight. They
reflect the complexities and contradictions
of Indian society, challenge entrenched
beliefs and contribute to a more nuanced
understanding of the challenges and
aspirations of its people. (Larsen, 2022)

Bridge Art and Societal Critique :

Caricatures play a crucial role in public
discourse by distilling complex issues or
personalities into simplified, often exagge-
rated forms. They serve as potent visual
commentary, offering a sharp critique or
humorous take on political, social, or
cultural figures and events. By amplifying
distinctive features and behaviours, carica-
tures provoke thought, spark debate, and
can influence public opinion. However,
their impact can be controversial, as they
may oversimplify nuanced issues or
perpetuate stereotypes. Nonetheless, cari-
catures remain a powerful tool in shaping
public discourse by vividly capturing and
reflecting societal sentiments and tensions.
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Caricatures intricately weave artistic
expression with social commentary, illu-
minating the essence of societal comple-
xities through exaggerated portrayals.
Through amplifying distinctive features
and behaviours, caricatures succinctly
encapsulate cultural, political and social
dynamics, offering a poignant lens for
interpreting and critiquing prevailing
sentiments and tensions. This intersection
underscores their role as potent vehicles
for engaging public discourse, sparking
reflection, and challenging perceptions,
thereby shaping collective understanding
of contemporary issues. (Petrucci, 2021)

Entertainment and educational tools

promote critical thinking and aware-

ness :

Caricatures fulfil a dual role by providing
entertainment and serving as educational
tools that promote critical thinking and
awareness. As sources of amusement, cari-
catures use humour and exaggeration to
entertain audiences, drawing attention to
absurdities and contradictions in human
behaviour and societal norms. Simulta-
neously, they function as educational
instruments by simplifying complex ideas
and personalities into recognizable forms,
making them accessible for public scrutiny
and reflection. By challenging conventional
viewpoints and encouraging scrutiny of
power structures and social hierarchies,
caricatures foster critical thinking and
awareness, thus contributing to a more
informed and engaged society. (Pijet,
2013)

Conclusion :

Caricatures, as an art form, serve a
unique function in society by distilling
complex realities into exaggerated visual

narratives. Through the deliberate amplifi-
cation of physical features, traits or beha-
viours, caricatures provide a lens through
which viewers can engage with societal
truths. This exaggerated portrayal often
reveals underlying issues, stereotypes, and
cultural attitudes that might otherwise go
unnoticed or unspoken.

By simplifying and highlighting
specific aspects of their subjects, caricatures
can act as a mirror reflecting societal
values, norms, and critiques. This art form
plays a crucial role in social commentary,
offering both humour and insight. While
caricatures can entertain, they also
provoke thought, challenging viewers to
reflect on the deeper implications of the
exaggerated elements.

In analysing the role of caricatures in
society, it becomes evident that these
artistic expressions are not merely for
amusement. They are a powerful medium
for highlighting the absurdities, injustices,
and contradictions within a culture. Cari-
catures can transcend language barriers
and deliver potent messages that resonate
with a broad audience, making them a vital
tool for social critique and discourse.
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