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mecheeokeâerÙe

Deveno }eskeâ, meeefneflÙekeâer efkeMes<eebkeâ Deehe meYeer kesâ MegYe neLeeW ceW meeQheles ngS DelÙeble nef<e&le ntB SJeb Deehekeâer
efce} 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, meeefnlÙe ke mebieerle keâes meceefhe&le nw, oesveeW keâe Devleme&cyevOe nw -

veeo ™he: mce=lees yeÇcne veeo ™hees peveeo&ve:~
veeomhee hejeMeefòeâvee&o™hees censÕej:~~

YeejleerÙe efÛevleve hejcheje ceW veeo lelke keâer Deheej ceefncee ceeveer peeleer nw, ken mecYekele: efkeÕe keâer efkeâmeer
efkeÛeej Oeeje ceW veneR~ hebÛe ceneYetleeW ceW mes ØeLece Deewj meyemes met#ce DeekeâeMe keâe iegCe Meyo ner ‘Jeekedâ-lelke’ nw,
pees mebieerle Deewj keâekÙe oesveeW keâe DeeOeej nw~ Fmekesâ oes Yeso veoeeflcekeâe Jeekedâ Deewj keCee&eflcekeâe Jeekedâ ceeves ieS nQ~
Ùener mebieerle Deewj keâekÙe kesâ pevekeâ nQ~

n<e&, ›eâesOe, ØemeVelee, efke<eeo, YeÙe Deeefo efÛeòeke=efòeÙeeW keâer DeefYekÙeefòeâ keâe ceeOÙece veoeeflcekeâe Jeekedâ nw, pees
F&Õej Øeoòe nw~ heMeg-he#eer, ceveg<Ùe meYeer Ûesleve ØeeCeer efkeâmeer ve efkeâmeer Øekeâej keâer Okeefve GlheVe keâjkesâ Deheves
ceveesYeekeeW keâes DeefYekÙeòeâ keâjles nQ~ heMeg keâer Okeefve megvekeâj Yeer Flevee lees pe™j mecePe Deelee nw efkeâ ken n<e& DeLekee
keâ<š keâer efmLeefle ceW nQ~ ceveg<Ùe Yeer mecemle YeekeeW keâes Okeefve efkeMes<e kesâ Éeje ner kÙeòeâ keâjlee nw~ Fme Øekeâej
efÛeòeke=efòe yeesOe kesâ cet} ceW veoeeflcekeâe Jeekedâ ner nw, Fmeef}S mebieerle YeekeeefYekÙeefòeâ keâer Yee<ee nw~

keCee&eflcekeâe Jeekedâ Éeje efveeqMÛele YeekeeW keâer DeefYekÙeefòeâ nesleer nw, pees F&Õej Øeoòe keeCeer kesâ ceveg<Ùeke=âle efkekeâeme
keâer metÛekeâ nw~ keCeeX mes Meyo Ùee heo yeveles nQ Deewj MeyoeW mes Yee<ee yeveleer nw, pees meYeer Øekeâej kesâ }ewefkeâkeâ kÙekenej
keâe DeeOeej nw~ keâekÙe ceW meeLe&keâ Meyo cet} DeeOeejYetle lelke nw~

keâekÙe Deewj mebieerle he=Lekeâ #es$e nQ, efpevekesâ DeeOeejYetle lelke ceeOÙece leLee ØeYeeke efYeVe nQ hej oesveeW keâe
meceefvkele ØeÙeesie jmeceive keâj oslee nw Fmeef}S mebieerle ceW heo keâes DeefvekeeÙe& Debie ceevee ieÙee nw, heo-jefnle mebieerle
keâes efveieer&le Ùee yeefnieer&le keâer ßesCeer ceW jKee ieÙee nw, Fmes veešŸeMeem$e ceW ‘ieevOeke&’ keâne ieÙee nw~ ieevOeke&
mkejlee}heoelcekeâ nw, heo Gmekeâe DeefvekeeÙe& lelke nw ÙeÅeefhe mebieerle Ùee ieevOeke& kesâ oes ner Ghekeâejkeâ nw - mkej Deewj
}Ùe; efkeâvleg heo kesâ keâejCe DeefYekÙeefòeâ keâes efveefMÛele efoMee efce}leer nw~

keemleke ceW keâekÙe Deewj mebieerle keâer meercee jsKee yeÌ[er met#ce nw~ peje mee Ûetkeâves hej Skeâ otmejs kesâ #es$e ceW
hengBÛeves keâer DeeMebkeâe jnleer nw~ keâekÙe ceW peneB efkeÛeej ØeOeeve nw, keneR mebieerle DeefYekÙeefòeâ ØeOeeve~ keâekÙe ceW Meyo
Deewj MeyoeLe& Ùee heoeLe& neslee nw DeLee&le Gmekeâe ceeOÙece Deewj DeefYekÙebiÙe efYeVe nesles nQ~ efkeâvleg mebieerle ceW efmehe&â
mkej ner nQ, kener ceeOÙece nw Deewj kener DevegYetefle keâe efke<eÙe nw; Fmeef}S meeOeve Deewj meeOÙe keâe Devlej keneB veneR
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jnlee~ Meyo DeLe& keâer ØeOeevelee mes ‘keâekÙe’ neslee nw Deewj mkej-}Ùe Ùee ßegefle ceOegjlee kesâ ØeOeeve nesves hej ‘mebieerle’
neslee nw~ mebieerle ceW Yeer Meyo Deewj DeLe& nw Deewj keâekÙe ceW Yeer mkej-}Ùe jnles ner nQ efkeâvleg ØeOeevelee kesâ DeeOeej
hej ner oesveeW kesâ #es$e efveefMÛele nesles nQ~ pewmes-keâekÙe hee" ceW mkej }Ùe keâe meewvoÙe& Yeer DeekeMÙekeâ nw }sefkeâve
ØeOeevelee Meyo DeLe& keâer ner nesleer nw~ ieeÙekeâ peye ieeÙeve kesâ yeerÛe oesns, meeKeer Deewj ®yeeFÙeeB keânves }ieles nQ,
leye ÙeÅeefhe ken mkej }Ùe yeæ nesleer nw, efheâj Yeer ßeesleeDeeW keâes mkej-}Ùe Ùeespevee keâe veneR Deefheleg Meyo jÛevee
keâe ner Deevevo Øeehle neslee nw, Dele: Gleves DebMe ceW keâekÙe ner keâne peeSiee, mebieerle veneR~ oesveeW ßekÙe keâ}eDeeW
keâe DeeOeej Jeekedâ, Okeefve DeLekee ‘Meyo' lelke nw~

veešŸe kesâ Debie kesâ ™he ceW Yeer keâekÙe Deewj mebieerle keâe DeYesÅe mecyevOe nw }sefkeâve Skeâ yeÌ[e Devlej oesveeW ceW
nw, peneB keâekÙe kesâ Éeje efveefMÛele YeekeeW keâer DeefYekÙeefòeâ nesleer nw, keneB heo efvejhes#e mebieerle ceW Ùes meece&LÙe veneR nw~
keâekÙe kesâ he"ve-hee"ve kesâ Éeje nesves kee}er jmeevegYetefle (ße=bieej, keerj, keâ®Ce Deeefo jmeeW kesâ ™he ceW) mebieerle ceW "erkeâ
Gmeer ™he ceW veneR nesleer~ efkeâmeer Yeer Yeekevee keâer DevegYetefle keâjeves kesâ ef}S heefjefmLeefle keâe efÛe$eCe DeekeMÙekeâ nw~
Gme jÛevee kesâ metÛekeâ Meyo keâe ØeÙeesie keâjves cee$e mes Gmekeâer DevegYetefle veneR nesleer~ heefjefmLeefle efÛe$eCe MeyoeW Ùee
heoeW kesâ ceeOÙece mes nes mekeâlee nw~ efkeâvleg mebieerle ceW DeefYekÙeefòeâ keâe ceeOÙece cegKÙele: mkej, ueÙe leLee DeeIeele nw
pees MeyoeW keâer lejn efkeâmeer efkeMes<e efkeÛeej kesâ metÛekeâ veneR nw~ Fmeeref}S kesâke} mkejeW kesâ Éeje Yeeke-meeceevÙe keâe
yeesOe lees neslee nw efkeâvleg Yeeke kesâ keâejCeeW, heefjefmLeefleÙeeW DeLekee keieer&ke=âle YeekeeW keâe yeesOe veneR nes mekeâlee~ ÙeneR lekeâ
mebieerle meeke&Yeewefcekeâ Yee<ee (Universal Language) Yeer nw, keäÙeeWefkeâ efkeMegæ veeoelcekeâ mebieerle kesâ Éeje n<e&,
Meeskeâ, ›eâesOe, YeÙe, Ie=Cee Deeefo Yeeke-meeceevÙe keâer DeefYekÙeefòeâ Deewj DevegYetefle nesleer nw~

 mebieerle keâe ceeOÙece ‘DeefYekÙeefòeâ’ ke keâekÙe ‘efkeÛeej’ ØeOeeve nw, oesveeW efYeVeleeSb nesles ngS Yeer meerceeSb Fleveer
met#ce nw efkeâ Skeâ otmejs ceW ØekesMe nes peevee mecYeke nw, oesveeW Deheveer mkeleb$e meòee jKeles ngS Yeer Skeâ efmekeäkesâ kesâ
oes hen}t nQ~ Fme Debkeâ ceW meeefnlÙe mes pegÌ[s Deveskeâ efkeÉlepeveeW leLee MeesOeeLeer&ÙeeW kesâ MeesOe he$e, hee"keâeW kesâ ef}S
meb«enCeerÙe neWies~ $egefšÙeeW kesâ ef}S #ecee ceebieles ngS Deehekeâer mekeâejelcekeâ Øeefleef›eâÙeeDeeW kesâ Fvle]peej ceW ...........

[e@Ê ceOeg jeveer Megkeä}e
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efkepeÙeoeve osLee keâer keâneefveÙeeW keâe peeot
[e@Ê ceervet iesje

SmeesefmeÙesš Øeesheâsmej, efnvoer efkeYeeie,
MÙeece Øemeeo cegKepeer& ceneefkeÅee}Ùe, efou}er efkeMJeeefkeÅee}Ùe

 efkepeÙeoeve osLee ceevekeerÙe Deble:keâjCe kesâ yespeesÌ[
heejKeer nQ~ kÙeefòeâ Deewj meceepe kesâ meceerkeâjCeeW kesâ
Debleie&le oesveeW efkeâme Øekeâej kÙekenej keâjWies Fmekeâe efkekesÛeve
lees kes keâjles ner nQ heerÌ{er-oj-heerÌ{er Ûe}er Dee jner cetuÙe
Ûeslevee Deewj ceevekeerÙe meboYeeX kesâ yeerÛe hee"keâ keâer
Øeefleyeælee keâes Yeer megefveefMÛele keâjles Ûe}les nQ~ YeejleerÙe
mebmke=âefle kesâ heewjeefCekeâ meboYeeX Deewj }eskeâ keâLeeDeeW kesâ
peeot keâes he=…Yetefce kesâ ™he ceW jKe keâj efkepeÙeoeve osLee
ves Skeâ Ssmes keâLee mebmeej keâe efvecee&Ce efkeâÙee efpemeceW
efkejemele Deewj DeeOegefvekeâlee meceeveeblej ™he mes KeÌ[er
efoKeeF& osleer nQ~ Gvekeâer keâneefveÙeeW kesâ meboYe& ceW efkepeÙe
ceesnve efmebn ef}Keles nQ ‘‘efkepeÙeoeve osLee kesâ heeme
Deeefoce meer Øeleerle oblekeâLeeDeeW keâe ÌpeKeerje nw Deewj
Gvekeâer DeefOekeâebMe keâneefveÙeeB GvneR ceW mes Úvekeâj Deeleer
nQ~ Fmeer Úeves peeves keâer Øeef›eâÙee ceW Gvekeâe keâeÙeekeâuhe
nes peelee nw~ ne}eBefkeâ ve Gvekeâe }nÌpee yeo}lee nw
Deewj ve Meyoeke}er yeo}leer nw, ken pÙeeW keâe lÙeeW Deewj
™Kes Deewj leerKes jepemLeeveer cegnekejeW kee}er Yee<ee yeveer
jnleer nw~ efkeâbleg efkeâmeer Deoer" Ûecelkeâej mes ken kesâke}
DeeOegefvekeâ ner veneR Skeâ meeke&keâeef}keâ Deewj meeke&Yeewefcekeâ
keâLee ke=âefle yeve peeleer nw~’’1

efkepeÙeoeve osLee keâer }ieYeie meYeer keâneefveÙeeB cet}leŠ
jepemLeeveer Yee<ee ceW ef}Keer ieF& nQ~ kewmes lees GvneWves
Deheveer }sKeve Ùee$ee efnvoer mes Meg™ keâer Leer~ meved
1949 mes 1952 lekeâ kes ‘pkee}e’, ‘Deeie’, ‘Debieejs’
leLee ‘efjÙeemeleer’ heef$ekeâeDeeW ceW keâe@}ce ef}Keles jns~

meved 1959 ceW GvneWves jepemLeeveer Yee<ee ceW ef}Keves kesâ
ef}S peye keâ}ce G"eF& lees jepemLeeve keâer }eskeâ Deewj
oble keâLeeSB DeveeÙeeme ner Gvekeâer }sKeveer kesâ ceeOÙece mes
hegvepeer&efkele nes ieÙeeR~ ‘yeeleeb jer hegâ}keeÌ[er’ Meer<e&keâ mes
14 YeeieeW ceW }eskeâ ceve keâer }ieYeie Dee" meew keâneefveÙeeB
nQ~ ‘Fve keâneefveÙeeW keâer }sKeve Øeef›eâÙee, yeÌkeâew} efyeppeer,
Ùen jner efkeâ ‘ve ef}Keves mes hen}s meesÛee, ve ef}Kekeâj
heÌ{e Deewj ve ef}Ke keâj kegâÚ keâeše~’ ceMeerve kesâ meeLe
ceve mes nesÌ[ keâjles ngS yeeleeb jer heg}keeÌ[er kesâ 14 Yeeie
lewÙeej nes ieS~’2 efnboer ceW ØekeâeefMele keâneefveÙeeW ceW
‘DeveesKee hesÌ[’, ‘ogefkeOee ke DevÙe keâneefveÙeeB’, ‘G}Peve’,
‘ÛeewOejeFve keâer ÛelegjeF&’, ‘Gpee}s kesâ cegmeeefnye’, DeveskeâeW
efnš}j leLee DevÙe keâneefveÙeeB Deeefo ØecegKe keâneveer
meb«en nQ~ Gvekeâer keâneefveÙeeB efnboer ceW ef}Keer ieF& nQ Ùee
efnboer ceW Devetefole nQ mekee} Ùen veneR nw, mekee} Ùen nw
efkeâ efyevee efkeâmeer heâsjyeo} kesâ }eskeâ, peve, meceepe mes
G"eÙes ieS Ùes hee$e keâwmes nj keie& keâer veyÌpe hekeâÌ[ves ceW
me#ece nes peeles nQ~ efkepeÙeoeve osLee ves Deheveer me=peveelvekeâ
Ùee$ee kesâ cet} ceW Deheves leerve ieg®DeeW keâe Yeer Gu}sKe
efkeâÙee nw, ÙeLee MejleÛebõ, ÛesKeke Deewj jkeeRõveeLe "ekegâj~
jkeeRõveeLe "ekegâj kesâ meboYe& ceW Deheves Gûej Øekeâš keâjles
ngS ken keânles nQ, ‘‘84 kesâ yeeo Mejerj ceW ceebme-ceppee
kesâ Ieg}s jnves keâer lejn cegPe ceW Ùen yeele jce ieF& efkeâ
efkeMJe ceW ÙegieeW yeeo jkeeRõ pewmeer ØeefleYee hewoe nesleer
nw~’’3 Fve jÛeveekeâejeW kesâ }sKeve keâe ØeYeeke Gvekeâer
Ûeslevee keâe efnmmee nes ieÙee nw~ Fme Øekeâej «enCe Depe&ve
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keâer Øeef›eâÙee mes iegÌpejles, ceevekeerÙe mebkesoveeDeeW mes mejeyeesj
Gvekeâer keâneefveÙeeW keâes hee"keâ heÌ{lee veneR yeeBÛelee nw~

osLee keâer keâneefveÙeeW keâer yeeveieer keâes ‘mece«elee’ kesâ
Yeerlej yeebOekeâj efve<keâ<e& lekeâ veneR hengBÛee pee mekeâlee~
Gvekesâ ÙeneB YeekeveeDeeW Deewj efkeÛeejeW kesâ Ssmes jÛevee met$e
nQ efkeâ leceece ogefveÙeekeer Øeef›eâÙeeDeeW keâer lemkeerjW DevegYeke
keâe efnmmee nesleer Ûe}leer nQ~ Ùen lees leÙe nw efkeâ efkepeÙeoeve
osLee mes lees kegâÚ veneR Útše, hee"keâ Gmes efkeâlevee hekeâÌ[
heeÙee nw Ùen De}ie yeele nw~ keâ®Cee kesâ efyebog mes efveme=le
Gvekeâer jÛeveeSB peerkeve kesâ efkejesOeeYeemeeW keâes Gkesâjleer
Ûe}leer nQ~ Fme Âef<š mes Gvekeâer ‘otjer’ keâneveer ceve keâer
leneW ceW keâneR Deškeâ peeleer nw~ ‘otjer’ keâneveer efvejern
DeveeLe yeeef}keâe mes }skeâj yegÌ{ehes lekeâ keâe jemlee }ebIeleer
nbpee-ceeT keâer keâLee nw~ keâe} keâer ieefle mes ngppele
efkeâS efyeveeS nbpee-ceeT Deheves peerkeve keâe efvekee&n keâjleer
Ûe}er DeeF& nw~ ve keâYeer DeeMeeDeeW keâe mke™he peevee ve
meheveeW keâer yeeš peesner~ hetje peerkeve yeÛÛeeW kesâ }e}ve
hee}ve, efkekeen keâer jmceeW efjkeeÙeleeW ceW iegÌpeej efoÙee~’’
ceeB keâer keâesKe mes Úgškeâeje heeves kesâ yeeo efkeâmeer Yeer
šsÌ{s-cesÌ{s jemles mes ceewle keâer ieeso ceW hengBÛevee nw, mees
nbpee-ceeT peme leme Ìkeâjerye hengBÛe jner Leer~’’4 Ssmes ceW
peerkeve ceW ieeflejesOe leye GlheVe neslee peye nbpee-ceeT keâe
yesše DeÛeevekeâ yeerceej heÌ[ peelee nw Deewj efkeâjeS keâer
ieeÌ[er }skeâj yeerkeer, yeÛÛes meefnle Ìkeâmyes Deewj efheâj Menj
kesâ Demhelee} Ûe}e peelee nw~ nbpee-ceeT kesâ ef}S
hen}er yeej peerkeve keâer jen Deoer" ngF& Deewj hen}er yeej
ken Skeâekeâerheve keâe obMe Pes}leer nw~ yesšs lekeâ hengBÛeves
kesâ ef}S Devepeeveer ogefveÙee keâer Ùee$eeS yeme ceW [^eFkej
keâer meerš hej yew"ves keâer oer"lee, yeme mes efvekeâe} keâj
meÌ[keâ hej ÚesÌ[ peeves keâer Iešvee Deewj Deblele: efiejer
}e"er keâes G"e keâj Skeâ yeej efheâj yesšs keâes heeves keâer
Ûeen kesâ keMeerYetle nbpee-ceeT ‘otjer’ keâer Ûee} mes Ú}er
peeleer nw~ m$eer kesâ Deefmcelee efkenerve, Skeâekeâer peerkeve keâer
$eemeoer keâes Fme keâneveer ceW cenmetme efkeâÙee pee mekeâlee
nw~ nbpee-ceeT kesâ ef}S ceewle keâe ceeie& lees DeÂMe veneR,
}sefkeâve heg$e efkeÙeesie kesâ Denmeeme keâes ken keâwmes efpeS,

Fmekeâe efveoeve Gmekesâ heeme veneR nw~ vebo YeejÉepe
ef}Keles nQ, ‘‘‘otjer’ Fbmeeve kesâ yeo}les mkeYeeke, oes
peerkeve-Mewef}ÙeeW kesâ yeerÛe yeÌ{les DemeQOesheve Deewj Deepe
kesâ heefjkesMe ceW kÙeehle mebkesovenervelee hej keâjeje Øenej
keâjleer nw~ Deepe keâer jepemLeeveer keâLee-Ùee$ee ceW nbpee-
ceeT pewmee peerkeble Ûeefj$e KeÌ[e keâjvee, efkepeÙeoeve osLee
pewmes DevegYekeer Deewj mebpeeroe keâLeekeâej kesâ De}ekee MeeÙeo
ner efkeâmeer kesâ ef}S mebYeke neslee~’’5

m$eer Deefmcelee keâe ØeMve ‘kesâbÛeg}’ keâneveer ceW yeÌ[er
yeejerkeâer mes GYej keâj meeceves DeeÙee nw~ keâneveer keâer
cegKÙe hee$e ietpejer }eÚer Fmeer GOesÌ[yegve ceW nw keâer ken
efkeâmekeâer Deewjle nw ‘heefle peye Øesce keâer neceer Yejlee nw lees
}eÚer veneR peeveleer efkeâ Ùen meÛe nw Ùee mkeebie’ ieeBke keâe
"ekegâj Fmeer Ìieg™j ceW nw efkeâ ken ieeBke keâe ceeef}keâ nw
Deewj efjDeeÙee Gmekeâer ceveeskeâeceveeDeeW keâer Deehetefle& keâe
meeOeve nw, Fmeef}S }eÚer keâes Ùeewve mebyebOe kesâ ef}S
menpe ner neceer Yej osveer ÛeeefnS~ "ekegâj keâe keâeefjboe
Yeespee Yeer }eÚer keâes heeves keâe ceewÌkeâe iekeevee veneR
Ûeenlee~ meeQoÙe& kesâ DeefYeMeehe keâes Pes}leer }eÚer Ùen
efveMÛeÙe veneR keâj hee jner efkeâ Fme Ûe›eâkÙetn ceW ken
Ùeesæe nw Ùee ceesnje~ "ekegâj Deewj Yeespee keâe meecevee
nesves hej ken GvnW heâškeâejleer Yeer nw Deewj ceejleer Yeer nw~
heefle Gmekeâer Fme njkeâle mes veejeÌpe nes peelee nw keäÙeeWefkeâ
ken "ekegâj mes veenkeâ ner Jewj cees} veneR }svee Ûeenlee
Deewj ÙeneR mes Meg® nesleer nw }eÚer keâer ceesnYebie keâer
Ùee$ee~ ‘peuoer ner kence efceš ieÙee~ Deye legcemes efkeâmeer
keâer efMekeâeÙele veneR keâ™Bieer~ Skeâ ner IeÌ[er ceW npeej
yejmeeW keâer mecePe Skeâ meeLe Dee ieF&~’6 heefle keâer
Dekens}vee Gmes leesÌ[ osleer nw~ ken yengle keâesefMeMe keâjleer
nw efkeâ heefle keâes Yeespee keâer efveÙele hej Mekeâ nes Fmeef}S
ken yeej-yeej Yeespee keâes ØeCeÙe efvekesove keâj keâneR-keâneR
yeg}eleer nw Deewj nj yeej heefle mebie keneB hengBÛe peeleer nw~
ietpej Skeâ yeej Yeer Yeespee keâes meMebefkeâle Âef<š mes veneR
osKelee Ùee efheâj Mebkeâe Ìpeeefnj veneR keâjlee~ m$eer keâe cece&
keâesF& veneR peeve heelee ve ner Gmekeâe oo&~ heefle keâer
Goemeervelee mes Deenle }eÚer efveke&meve Iej mes Yeespee kesâ
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Iej kesâ ef}S efvekeâ} heÌ[leer nw~ }sefkeâve keneB Yeer Yeespee
DevÙe m$eer mece#e Gmekesâ ef}S iee}er ie}ewÌpe keâjlee
megveeF& oslee nw~ efvejeMe }eÚer meeceeefpekeâ yesefÌ[ÙeeW keâer
kesâbÛeg} Gleej efveke&mevee Fme peiele ceW Yeškeâ jner nw~
Fme lejn efkepeÙeoeve osLee m$eer peerkeve keâer yesyemeer Deewj
efpepeerefke<ee keâes Skeâ meeLe efhejes keâj jKeves ner Ìpe™jle
keâes efMeöle mes cenmetme keâjles jns Deewj mebYeekeveeDeeW kesâ
efyebog le}eMeles jns~

osLee keâer ‘G}Peve’ keâneveer keâer yebpeejve Yeer Fmeer
G}Peve ceW nw efkeâ keâesKe mes efpeme Deeoceer keâes pevce
osieer ken ceveg<Ùe neskeâj heMeg nesiee Ùee heMeg neskeâj ceveg<Ùe,
kÙeeheejer heefle keâer heefjlÙekeâlee yebpeejve pebie} ceW he}s
Yee}t mejerKes heg®<e kesâ mebie nes }sleer nw~ Gmekeâe ceevevee
nw efkeâ Deeoceer-Deeoceer neslee nw yeo}eke lees meòee Deewj
meòeeefkenerve, keâcepeesj Deewj leekeâlekej, keâ"esj Deewj keâesce}
kesâ ÙegiceeW mes Ghepelee nw~ yebpeejve yeÌ[s Ùelve mes Gme
Ùegkekeâ keâes meYÙe Deewj megMeer} Ùegkekeâ ceW yeo} }sleer nw
Deewj Gmemes efkekeen keâj }sleer nw~ mebÙeesiekeMe ken Ùegkekeâ
jepee keâe heg$e efvekeâ}lee nw Deewj jepee Gve oesveeW keâes
jepecen} }s peelee nw~ meòee kesâ ceo ceW ceonesMe Ùegkekeâ
DelÙeble ›eâtj ™he OeejCe keâj }slee nw Deewj helveer keâes Yeer
ØeleeefÌ[le keâjves }ielee nw~ efkekeMe ieYe&keleer yevepeejve
Fmeer heMeeshesMe ceW nw efkeâ Gmekeâer keâesKe mes yeveceeveg<e
hewoe nesiee Ùee jepee~ ken veneR peeveleer efkeâ oskelee Deewj
oeveke kesâ yeerÛe ceveg<Ùelke keâer GheefmLeefle keâneB ope&
nesieer~ efkepeÙeoeve osLee keâer keâneefveÙeeW ceW jÛeveekeâej
}ieeleej Fme ogefkeOee ceW nw efkeâ kÙeefòeâ keâer DencebÙelee
ceevekeerÙe mejeskeâejeW keâes keâwmes efkeve<š keâj osleer nw peneB
Deeoceer kesâ Deeoceer nesves keâer henÛeeve Yeer meceehle nes
peeleer nw~ Gvekeâer ‘DeveskeâeW efnš}j’ keâneveer Yeer peerkeve
kesâ ›eâtj ØemebieeW keâes jsKeebefkeâle keâjleer Ûe}leer nw~

‘osLee keâer ‘DeveskeâeW efnš}j’ keâneveer SsMJeÙe& keâer
Gme oewÌ[ keâes heefjYeeef<ele keâjleer nw efpemeceW mebheVelee kesâ
ceo ceW meeLe-meeLe oewÌ[ves kee}s keâes yeoe&Mle veneR efkeâÙee
pee mekeâlee~’7 Fme keâneveer ceW peerkeve keâe nj Øemebie
Ùegæ nes peelee nw~ keâneveer heeBÛe YeeFÙeeW keâer keâLee nw,

pees hewmee Skeâef$ele keâj š^wkeäšj Kejeroves peeles nQ~ š^wkeäšj
Kejeroves keâer Gleeke}er Deewj Gmekesâ meeLe ner meeLe Gmemes
pegÌ[e ceo GvnW Flevee yesefheâ›eâ keâj oslee nw efkeâ peerkeve
keâer meeceevÙe DekemLeeSB Deewj Gmemes pegÌ[s ÂMÙe GvnW
veeiekeej iegÌpejles nQ~ š^wkeäšj }skeâj }ewšles ngS Skeâ
meeFefkeâ} mekeej mes Gvekeâer nesÌ[ Meg™ nes peeleer nw~
meeFefkeâ} mekeej lesÌpeer mes meeFefkeâ} kesâ hew[} hej heebke
ceejlee Deeies efvekeâ} peelee nw~ Gve heeBÛe YeeFÙeeW keâes
}ielee nw efkeâ GvneWves pees mee" nÌpeej ™heÙes KeÌÛe&s nQ,
Gmekesâ meeceves Skeâ Deovee meer meeFkeâ} keâwmes efkepeÙeer
nes mekeâleer nw~ ‘oesveeW kesâ yeerÛe yeÌ{leer otjer š^wkeäšj
Ûe}eves kee}s mes yeoe&Mle veneR ngF&~ Gmeves jÌHeäleej LeesÌ[er
Deewj yeÌ[e oer~ yees}e, ceeB keâe ]Kemece, Dee]Keefj lees
Lekesâiee~ LeesÌ[er osj KegMe neslee nw lees nesves oes~ cebPe}e
YeeF& yees}e, Ùes vebies efmej kee}s Úeskeâjs nesles ner G}šs
KeesheÌ[er kesâ nQ!’8 yeÌ[e YeeF& Skeâ oes yeej keânlee Yeer nw
efkeâ kes veenkeâ ner Gme meeFkeâ} Ûee}keâ mes }Ì[ jns nQ,
Deeef]Kej meeFefkeâ} š^wkeäšj mes keâwmes peerle mekeâleer }sefkeâve
Úesšs YeeF& keâes }ielee nw efkeâ keâwmes Skeâ meeOeejCe
meeFefkeâ} Ûe}eves kee}e Deeoceer Gvekesâ meeLe ØeeflemheOee&
keâj mekeâlee nw~ yejeyejer kee}s lees Skeâ otmejs kesâ meeLe
nesÌ[ keâj mekeâles nQ~ Skeâ Úesše Deeoceer keâwmes Fleveer
efnccele keâj mekeâlee nw~ YeeFÙeeW kesâ ef}S Ùen Ùegæ keâer
efmLeefle nw~ Úesše YeeF& Gmes njeves kesâ keemles Gmekeâer
meeFefkeâ} keâes š^wkeäšj mes efieje oslee nw Deewj Gmes jeQoles
Deeies efvekeâ} peelee nw~ efkepeÙeoeve osLee yeej yeej yeeÌpe
Deewj Ûetns keâe GoenjCe oskeâj Gve YeeFÙeeW keâer ceeveefmekeâlee
keâe ]Kegueemee keâjles nQ~ ‘Ûetns keâes Ûeer} ves Peheš ef}Ùee~
ken ÛeeRÛeenš Gme cejles ngS Ûetns keâer Leer! LeesÌ[er osj ceW
ken ÛeeRÛeenš Fme ogefveÙee mes }eshe nes ieF&~’9

kemlegle: efkepeÙeoeve osLee keâer keâneefveÙeeW kesâ obYeer
hee$e efnš}j nesves keâe Ûegveeke ner keâjles nQ~ mebYekele:
Meefòeâ keâe Denmeeme oevekeer ke=efòeÙeeW ceW ner legef<š Øeehle
keâjlee nw~ ‘jeÌpeerveecee’ keâneveer kesâ ceeOÙece mes osLee
kÙeefòeâ kesâ Yeerlej oskelke Deewj je#eme kesâ Ùegæ keâes meekeâej
keâjles nQ Deewj efke[byevee Ùen efkeâ Deble ceW peerle meoke=efòeÙeeW
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keâer veneR nesleer~ keâneveer keâe hee$e jecekeâjCe efkeÅee}Ùe ceW
efkeâmeer mes yeele veneR keâjlee Deewj meyekesâ Éeje meleeÙee
peelee nw~ Fve efmLeefleÙeeW mes hejsMeeve nesves kesâ yepeeS ken
Deheveer ner Skeâ ogefveÙee ÌkeâeÙece keâj }slee nw, efpemeceW
Gve meye njkeâleeW keâes Debpeece oslee nw pees ken meeOeejCe
peerkeve ceW meesÛe Yeer veneR mekeâlee Lee~ ken efhekeäÛej osKeves
peelee nw, Ûeesjer efÚhes Mejeye heerlee nw, [^ime }slee nw
Deewj efheâj MeerMes kesâ mece#e KeÌ[e nes mkeÙeb keâes [eBšlee,
heâškeâejlee, heeršlee Deewj #egyOe nes meerOeer jen hej
Ûe}ves keâer Ìkeâmece Keelee nw~ Deblele: Gme MeerMes mes lebie
Deekeâj jecekeâjCe Gmes leesÌ[ oslee nw pees Gmekesâ keeefheme
}ewšves keâe Skeâ cee$e GhekeâjCe nw~ Skeâ lejn mes ken
meoke=efleÙeeW keâe peecee Gleej heâWkeâlee nw ‘Deewj Deepe Gmeer
je]peerveeces keâe Ùen keâefjMcee nw efkeâ Skeâ DeefkeâbÛeve Leevesoej
nesles ngS Yeer }esie-yeeie Gmekesâ heeme heeBÛe }eKe ®heS
keâer hetBpeer keâtleles nQ~’10 ‘jeÌpeerveecee’ keâneveer meo-Demeo
kesâ yeerÛe Pet}leer Deblele: Demeo keâe Ûegveeke keâj }sleer nw~

meòee keâe ceo Deewj Ieesj kÙeefòeâkeeefolee keâe ie"peesÌ[
efkeâme Øekeâej mebmLeeDeeW keâer keâeÙe&ØeCee}er keâe Deefnle ner
keâjlee nw, Fmekeâer meMeòeâ DeefYekÙeefòeâ ‘hegefšÙee-ÛeeÛee’
keâneveer ceW Yeer ngF& nw~ [e@Ê Ûesleve mkeeceer ef}Keles nQ efkeâ
‘‘jepemLeeveer keâer kÙeefòeâhejkeâ meesÛe keâer keâneefveÙeeW ceW
efkepeÙeoeve osLee keâer ‘hegefšÙees keâekeâes’ keâes ßes… keâneveer
keâne pee mekeâlee nw~ Fme keâneveer kesâ hee$e peiele keâekeâe
DeelceyeesOe Deewj Deelcekesâefvõle hee$e nQ~ Gvekesâ meesÛeves
keâe ve]peefjÙee Deelcehejkeâ nQ~ kes heo Deewj Øeefle…e kesâ
Devegkeât} ve lees meesÛe jKeles nQ ve ner kÙekenej keâjles nQ~
peiele keâekeâe keâer kÙeefòeâkeeefolee, ef›eâÙee Deewj meesÛe oesveeW
™heeW ceW Ìiewj kÙeekeneefjkeâ nw leLee Deveghe}yOe keâejer nw~
osLee ves peiele keâekeâe kesâ ceeOÙece mes kÙeefòeâ yeesOe keâer
leceece efvecveleeDeeW keâes keâneveer ceW meekeâej keâjves keâe
Ùelve efkeâÙee nw~’’11 peiele keâekeâe efMe#ee efkeYeeie ceW
GheefveosMekeâ kesâ heo hej Deemeerve nQ~ kes Deheves Deme}er
veece keâes Yet}keâj peiele keâekeâe kesâ veece keâe kejCe keâjles
nQ Deewj meYeer mes Fmeer mebyeesOeve kesâ ØeÙeesie keâer Deekeâeb#ee
jKeles nQ~ Gvekeâer yejeyej Ùener FÛÚe nesleer nw mkeât} kesâ

meYeer }esie Gvekesâ Fo&-efieo& Gvekeâer Ûeehe}tmeer keâjles
efheâjW~ ken efkeMes<e ™he mes efm$eÙeeW kesâ Deekeâ<e&Ce keâe
kesâvõ nesvee Ûeenles nQ~ mkeât} kesâ GheefveosMekeâ nesves kesâ
veeles ken Fmes Dehevee Deewj DeOÙeeefhekeâeDeeW keâe meewYeeiÙe
ceeveles nQ efkeâ ken Gvekesâ yeerÛe Dee}eskeâ hegbpe kesâ ™he ceW
efkeÅeceeve nQ~ Gvekeâer }er}e ceW ]Keueue leye heÌ[lee nw
peye mLeeveeblejCe Ûeenves kee}e Skeâ DeOÙeehekeâ peiele
keâekeâe mebyeesOeve mes DeveefYe%e GvnW Gvekesâ Deme}er veece
mes DeÌpeer& oslee nw~ leyeeo}s kesâ ef}S cegj}erOej Éeje oer
ieF& DeÌpeer& ceW Dehevee cet} veece Deewj Gmekeâer yes™Keer
Ùen oesveeW GvnW veeiekeej iegÌpejleer nw~ ken veece keâes cegöe
yevee }sles nQ leLee cegj}erOej keâes Skeâ meÌHeâso keâeÌieÌpe hej
108 yeej peiele keâekeâe veece ef}Keves keâe DeeosMe osles
nw~ Gvekesâ Denb keâes Ûeesš Gme meceÙe hengBÛeleer nw peye
meg}esÛevee veecekeâ DeOÙeeefhekeâe cegj}erOej keâer lejÌHeâoejer
keâjleer ngF& Gmekesâ leyeeo}s kesâ ef}S peiele keâekeâe mes
ØeeLe&vee Yeer keâjleer nw Deewj DeeMJeemeve Yeer osleer nw efkeâ
cegj}erOej efveefMÛele ™he mes peiele keâekeâe veece ef}Ke
keâj osiee~ pees peiele keâekeâe keâYeer efnš}j, keâYeer
iees[mes, keâYeer hegef}me Fbmheskeäšj Deewj keâYeer efMe#ee ceb$eer
nesves keâer heefjkeâuhevee keâe yeKeeve keâj DeOÙeeefhekeâeDeeW
keâer Øeefleef›eâÙeeDeeW keâe ceÌpee }sves ceW ceMeiet} jnles nQ,
me}esÛevee keâe Øesce heeves kesâ ef}S kÙeekegâ} nes G"les nQ
Deewj mkeÙeb cegj}erOej nes peevee Ûeenles nQ~ Gvekeâes ÚesÌ[
keâesF& Deewj Deekeâ<e&Ce keâe kesâbõ nes peeS Ùen GvnW mkeerkeâeÙe&
veneR~ Deelcelegef<š keâer Fleveer Øeye} Deekeâeb#ee keâer kÙeefòeâ
keâer Deefmcelee ner Oetefce} nes peeS, Fmekeâe mhe<š GoenjCe
peiele keâekeâe nQ~ ‘Fme keâneveer kesâ ceeOÙece mes Ùen Yeer
efoKeeÙee ieÙee nw efkeâ Deelcekesâefvõle meeceevÙe kÙeefòeâ Yeer
kewÛeeefjkeâ ™he mes nj Skeâ leeveeMeen mes Dehevee efvekeâš
keâe efjMlee peesÌ[lee nw~ keâLee veeÙekeâ peiele keâekeâe Yeer
yeej-yeej Deheves efkeÛeejeW keâer leg}vee efnš}j, iees[mes
Deeefo kÙeefòeâÙeeW mes keâjlee nw~ kÙeefòeâkeeefolee nerve«ebefLeÙeeW
kesâ keâejCe Ghepeleer nw~3 kÙeefòeâkeeefolee keâe Skeâ hetje
ceveesefke%eeve neslee nw~ Fmeer ceveesefke%eeve keâe meneje }skeâj
jÛeer ieF& hegefšÙee keâekeâes Skeâ ßes… ceveesefke%eeefvekeâ keâneveer
Yeer "njleer nw peneB kÙeefòeâkeeoer oMe&ve kesâ lenle Deeves
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kee}s meejs ceveesefkekeâej GheefmLele nQ~’12

 ‘efmekeâboj Deewj keâewDee’ keâneveer ceW osLee cenevelee
Deewj Decejlke keâer OeejCeeDeeW keâes leesÌ[vee Ûeenles nQ~
ceneve efmekeâboj peye yeerceej heÌ[lee nw lees Gmes yeerceejer
keâer heerÌ[e kesâ meeLe Fme yeele keâer heerÌ[e DeefOekeâ nw efkeâ
Ùeefo ken yeerceej nw lees yeeÌkeâer meYeer mkemLe keâwmes jn
mekeâles nQ~ Fme ÙeLee-hetke& efmLeefle keâes ken meceehle keâjvee
Ûeenlee nw~ kewÅe kesâ GheÛeej kesâ Ghejeble ken Gvemes Decej
nesves keâer Ùegefòeâ peeveves keâer keâecevee keâjlee nw~ kewÅe
Gmekeâer Glkeâš FÛÚe keâes hetje keâjves keâe GheeÙe lees yelee
osles nQ }sefkeâve ce=lÙeg efkenerve Decejlee kesâ DeefYeMeehe keâer
Deesj mebkesâle Yeer keâjles nQ~ ojDeme} osLee kÙeefòeâ meòee
kesâ mLeeefÙelke keâer heefjkeâuhevee keâes Kebef[le keâjvee Ûeenles
nQ~ meceepe ceW ‘meghej ¢etceve’ keâer OeejCee keâneB lekeâ
«enCeerÙe nw ‘Ùen efkeÛeejCeerÙe nw~ kele&ceeve meeceeefpekeâ
Deewj jepeveweflekeâ mebjÛeveeDeeW ceW yeo}eke kesâ efyebog ner
efkeâmeer ØeieefleMeer} meceepe keâer henÛeeve nesles nQ Fmeeref}S
Decejlke keâer keâecevee ieefleMeer}lee kesâ efke®æ "njleer nw~
meòee Deewj meceepe kesâ yeerÛe keâer otjer keâes jemles keâer
le}eMe’, ‘Keerjkee}e jepÙe’, ‘Demeerme’ Fve leerveeW keâneefveÙeeW
ceW Yeer DevegYeke efkeâÙee pee mekeâlee nw~ ‘Demeerme’ keâneveer
ceW jepee meesÛelee efkeâ cetÌ{ efkeOeelee ves jepee Deewj Øepee
keâe ngef}Ùee Skeâ mee keäÙeeW keâj efoÙee~ ‘Ùeefo efkeOee$eer
Meg™keele mes ner meleke&â nes peeleer lees kegâojle kesâ yepeeÙe
Oejleer kesâ mkeeceer keâes keâesF& efkeMes<e ØeÙelve veneR keâjvee
heÌ[lee~’13 Fmeef}S jepee keâer leekeâero kesâ Devegmeej
jepÙe ceW ve keâesF& yee} jKe mekeâlee nw Deewj jepee kesâ
meeceves ve keâesF& KeÌ[e nes mekeâlee nw Deewj lees Deewj meYeer
Dehevee heefjÛeÙe peevekejeW keâer DeekeeÌpeeW ceW ner osles nQ~
jepee keâer cetKe&lee keâer Deefle lees leye nesleer nw peye jepÙe
keâe meeje Oeve mkeeefceYeòeâ efmeÙeej ™heer keâce&ÛeeefjÙeeW kesâ
ef}S KeÛe& nesves }ielee nw~ Fmeer Øekeâej ‘Keerjkee}e
jepÙe’ keâneveer ceW jepee keâer keâeÙejlee keâes yesveÌkeâeye
efkeâÙee ieÙee nw~ ‘jemles keâer le}eMe’ keâneveer jepeceeieeX
Deewj [iej hej Ûe}ves kee}eW kesâ yeerÛe keâer otjer keâer keâLee
nw~ osLee ef}Keles nQ, ‘jepee }eKe peleve keâjs Gmes

meÛÛeeF& keâe helee veneR Ûe} mekeâlee~ ken Pet" kesâ yeerÛe
ner he}lee nw Deewj Pet" kesâ yeerÛe ner cejlee nw~14

efkepeÙeoeve osLee meceepe kesâ efkejesOeeYeemeeW keâes
GodIeeefšle keâjves ceW o#e nQ~ kes Deheveer keâneefveÙeeB
leg}veelcekeâ Oejele} hej KeÌ[er keâjles nQ~ mece-efke<ece,
kÙeeflejskeâ-hejmhej Fve meyekesâ efce}eve mes Gvekeâer keâneefveÙeeB
Dešer heÌ[er nQ~ Ûeens Gvekeâer keâneveer ‘jemles keâer le}eMe’
nes, Ùee ‘efmekeâboj Deewj keâewDee], ‘yeÌ[e keâewve’ Ùee efheâj
Gvekeâer keâneveer ‘Demeerme’~ Fve meYeer keâneefveÙeeW kesâ
ØeLece DevegÛÚso ceW ner peerkeve kesâ leLÙe, meceeveleeSB
Deewj efke<eceleeSB, menceefle Deewj efkejesOe Skeâ meeLe Deeles
Ûe}s peeles nQ~ keâF& yeej Ssmee }ielee nw hee"keâ kesâ
mece#e keâesF& peeotiej Deheveer peeot keâer efhešejer Kees}keâj
efkeefYeVe GhekeâjCeeW keâes yeenj jKelee Ûe}e pee jne nes
Deewj oMe&keâ keie& Gmes keâewlegkeâ keâer Âef<š mes osKelee
Dee¥eefole Yeer neslee nw, jesceebefÛele Yeer Deewj DeeMebefkeâle
Yeer~ Gvekeâer yengle meer keâneefveÙeeb keâe DeejbYe Fmeer Øekeâej
ngDee nw~ ‘jemles keâer le}eMe’ keâneveer keâe ØeejcYe ‘Oejleer
keâe pees efjMlee nefjÙee}er mes nQ, heât} keâe pees efjMlee
KeÌgMeyet mes nw, hesÌ[ keâe pees efjMlee heât}eW mes nw, heneÌ[
keâe pees efjMlee Pejves mes nw Deewj ÛeeBo keâe pees efjMlee
ÛeeBoveer mes nw Gppewve keâe kewmee ner efjMlee jepee Yeespe mes
nw, efpemekeâe ojyeej Skeâ mes Skeâ Dee}e hebef[leeW keâe
yespeesÌ[ DeKeeÌ[e Lee~15 Fmeer lejn ‘yeÌ[e keâewve’ keâe
ØeejbYe ‘yeÌ[er jeleeW keâe yeÌ[e ner Yeesj~ petveer yeeleeW keâe
veÙee ner peesj~ efpeme lejn otOe ceW cekeäKeve efÚhee jnlee
nw, Gmeer lejn petveer yeeleeW ceW Peervee cece& efÚhee jnlee nw~
efpeme lejn yeerpe ceW mecetÛee hesÌ[ Deewj hesÌ[ ves yeerpe efÚhee
jnlee nw, Gmeer Øekeâej petveer yeeleeW ceW %eeve efÚhee jnlee
nw efkeâ Skeâ Lee efkeâmeeve~’16 ‘G}Peve’ keâneveer keâe
DeejbYe, ‘yeerpe yesnlej Ùee heâ} yesnlej, DebOesje yesnlej
Ùee Gpee}e yesnlej, GoÙe yesnlej Ùee Demle yesnlej,
Meg®Deele yesnlej Ùee Deble yesnlej, jen yesnlej Ùee cebefÌpe}
yesnlej, lees metjpe Yeiekeeve keâer efkeâjCeeW kesâ efnb[es}s hej
meejer ogefveÙee Pet}leer nw efkeâ Oejleer kesâ efkeâmeer Skeâ jemles
hej }keäKeer yevepeejs keâe keâejkeeB pee jne Lee~’17 ‘efokee}s
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keâer yeheewleer’ keâneveer keâe Meg®Deele- ‘Ùes yeele metjpe
efpeòeer hegjeveer Deewj Gpeeme efpeòeer veF& nw~ ÛeeBo efpeòeer
hegjeveer Deewj ÛeeBoveer efpeòeer veF& nw~ yeeo} efpeòeer hegjeveer
Deewj yejmeele efpeòeer veF& nw~ yeerpe efpeòeer hegjeveer Deewj
nefjÙee}er efpeòeer veF& nw~ heât} efpeòeer hegjeveer Deewj heâ}
efpeòeer veF& nw~ lees metjpe, Gpeeme, ÛeeBo, ÛeeBoveer,
yeeo}, yeerpe, nefjÙee}er, heât} Deewj heâ} leceece ÛejeÛej
hej meceeve cecelee efÚlejeS efkeâ efkeâmeer hesÌ[ keâer ÚeBn
le}s Skeâ yeeceve jnlee Lee~’18 ‘Keerjkee}e jepÙe’ keâneveer
‘keâerÌ[er keâes keâve Deewj neLeer keâes ceve~ jepee keâes jepe
Deewj keâesÌ{er keâes Keepe~ efkekeenefnleeW keâes jele Deewj yeÛÛeeW
keâes yeele~ ieOes keâes }ele Deewj efYeKeeefjÙeeW keâes Yeele~
ceÚ}er keâes heeveer Deewj cekesMeer keâes meeveer~ efpemekeâe ceve
pees ceeves, meeFË meyekeâer leeves~ lees jecepeer meyekeâes ner
Ye}s efove oW~ Skeâ Lee jepee~’19 Fme lejn }eskeâkeâLeeDeeW
keâer keeÛeve Mew}er, jnmÙeelcekeâlee, ØekeenceÙelee kesâ meeLe
efkepeÙeoeve osLee Øeke=âefle Deewj ceeveefmekeâlee ceW efkeÅeceeve
ÉvoeW keâes Skeâ meeLe jKeves kesâ he#eOej nQ~ kes ‘efke®æeW
kesâ meecebpemÙe’ kesâ Yeerlej mes ceevekeerÙelee kesâ meboYe&
le}eMeles nQ~

osLee keâer keâneefveÙeeW ceW GheefmLele jnmÙeelcekeâlee
GveceW Skeâ peeogF& lelke keâe meceekesMe keâj osleer nw~
Gvekeâer keâneefveÙeeW ceW yeÇÿeje#eme nw, ceeÙee nw, F&MJej nw,
peevekej, Yetle-Øesle, peeot-šesvee, hesÌ[-heewOes, heMeg-he#eer
meYeer yeÌ[er keâejiej Yetefcekeâe efveYeeles ngS efoKeeF& osles nQ~
efkepeÙe ceesnve efmebn ef}Keles nQ ‘helee ner veneR Ûe} heelee
efkeâ efkeâme keâefjMceW Ùee peeogF& mheMe& mes kes efkeâmeer ÌHeâwMevesye}
peeogF& ÙeLeeLe&keeo (cewefpekeâ} efjÙeef}pce) keâes veneR jÛeles
yeefukeâ Skeâ meerOes meeOes ceevekeer ÙeLeeLe& keâes meeceves }eles
nQ~20 osLee kesâ ÙeneB peeogF& ÙeLeeLe&keeo keâe mke™he
Gvekeâer keâneefveÙeeW ceW jepemLeeveer }eskeâkeâLeeDeeW Deewj
heewjeefCekeâ keâLeeDeeW kesâ meceekesMe mes menpe ner Meeefce}
nes ieÙee nw~ osLee efkeâ keâneveer ‘Deemeceeve peesieer’ ceW mes"
keâer meele yengSB Deewj Fkeâ}ewleer yesšer kesâ Pet}e Pet}les
Deemeceeve ceW ÌieeÙeye nesves keâer keâLee nw~ meòee keâe ceo,
Deelebkeâ, ØeleeÌ[vee Deewj Fmekesâ efke®æ keâesefMeMe, meenme,

Deewj efkepeÙe keâe peeogF& Kes} keâneveer keâes }eskeâkeâLee keâer
Deeke=âefle mes ÙeLeeLe& kesâ Oejele} hej Gleej }elee nw~Gvekeâer
keâneefveÙeeW keâer yeeveieer Dekeämej peeogF& ÙeLeeLe&keeo kesâ
pevekeâ iesyeefjÙe} ieeefme&Ùee ceeKe&sme keâer keâneefveÙeeW keâer
Ùeeo efo}eleer nQ~ efke<eÙekemleg kesâ DeeOeej hej peneB osLee
keâer keâneefveÙeeB }eskeâ keâLeeDeeW kesâ Yeerlej mes mebÛeefjle
ÙeLeeLe& keâer ogefveÙee ceW efce}leer nQ leLee keâuhevee Deewj
ÙeLeeLe& kesâ peeogF& lelkeeW mes jÛeer yemeer nQ keneR ceeKe&sme
keâer keâneefveÙeeB kele&ceeve meboYeeX ceW peeogF& nmle#eshe kesâ
ceeOÙece mes efkemebieefleÙeeW kesâ leeves-yeeves keâes Deewj DeefOekeâ
ØeieeÌ{ keâj osleer nQ~ ceeKe&sme keâer keâneveer ‘S kesjer Deesu[
cewve efkeo Sveesce&me efkebime’ Fmekeâe meMeòeâ GoenjCe nw~
Fme keâneveer ceW, Skeâ hebKe kee}e yetÌ{e Deeoceer Deemeceeve
mes efiejlee nw Deewj Gmes Skeâ iejerye heefjkeej Deheves meeLe
}s peelee nw~ Meg™ ceW lees ken meejs ieeBke kesâ ef}S Skeâ
veeÙeeye ØeeCeer nw~ heefle hes}eÙees Deewj helveer S}ermeW[e
Gmes ceg efieÙeeW kesâ yeeÌ[s ceW jKe Gmes osKeves lekeâ keâe
efškeâš Yeer }iee osles nQ Deewj }esie Gmes osKeves kesâ ef}S
otj-otj mes Deeles Yeer nQ~ ne}eBefkeâ, pewmes-pewmes meceÙe
yeerlelee nw, heefjkeej kesâ ef}S ken yetÌ{e Deeoceer yeesPe nes
peelee nw Deewj ÙeneB lekeâ efkeâ GvnW ken DeefYeMeehe mke™he
peeve heÌ[lee nw~ heefjkeej keâe keâesF& Yeer kÙeefòeâ Gmekesâ
peerefkele jnves keâe Ghe›eâce veneR keâjlee~ efheâj DeÛeevekeâ
ner Gmekesâ veS hebKe Gieves }ieles nQ Deewj Skeâ efove ken
DeekeâeMe ceW GÌ[ peelee nw~ ceeKe&sme peeogF& ÙeLeeLe&keeo kesâ
ceeOÙece mes meeceeefpekeâ mebjÛeveeDeeW kesâ yeerÛe efkeÅeceeve
mebYeekeveeDeeW keâe mebkesâle keâjles efpemes meeceevÙe kÙeefòeâ
Devepeeves ner Kees oslee nw~ osLee keâer keâLeeSB Yeer mecekeâe}erve
efÛebleeDeeW kesâ yeerÛe ceevekeerÙe he#eeW keâes jsKeebefkeâle keâjleer
Ûe}leer nQ~

efkepeÙeoeve osLee keâer keâneefveÙeeW keâes heÌ{les ngS
Gvekeâer meeÌHeâieesF& hee"keâ keâes DeÛejpe ceW [e}leer nw efkeâ
keâesF& jÛeveekeâej keâwmes keâneveer keâer Yee<ee ceW jÛe-yeme keâj
Skeâ oemleeve keâes meekeâej keâj oslee nw~ jepemLeeveer Yee<ee
keâe efceÌpeepe Gvekeâer efnvoer keâneefveÙeeW ceW Yeer Gmeer lejn
efkeÅeceeve nw pees keâneveer keâer lej}lee keâes yeveeÙes jKelee
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nw~ efkepeÙeceesnve efmebn ef}Keles nQ- ‘Deheves keâLee keânves
keâer Yeosme Mew}er Deewj Yee<ee Deepe keâer leLeekeâefLele
DeeOegefvekeâlee keâes Yeer yengle heerÚs ÚesÌ[keâj Skeâ veÙeer
DeeOegefvekeâlee keâer DekeOeejCee keâes efveefce&le keâj }sleer
nw~’21 Ùeefo osLee efkeâ keâneefveÙeeW ceW MeyoeW hej ieewj keâjW
lees meyemes DeefOekeâ GmeceW ‘Deoer"’ Meyo keâer Deeke=efle
ngF& nw~ kemlegle: jÛeveekeâej peerkeve ceW kÙeehle menpe
ceevekeerÙe efyebogDeeW keâer ner Keespe ceW nw efpemes kÙeefòeâ ves
Kees efoÙee nw~ }eskeâkeâLeeDeeW ceW kÙeehle efceLekeâ, efyebye,
Øeleerkeâ, ÂMÙe Gvekeâer jÛeveeDeeW keâer hetBpeer nw pees Gvekeâer
meYeer keâneefveÙeeW keâer he=…Yetefce ceW efkeÅeceeve jnleer nw~

Deefmcelee kesâ ØeMve, }eskeâceve keâer kÙeLee, ocevekeâejer
mebmLeeDeeW keâer ceeveefmekeâlee, efvejern meceepe keâer efkekeMelee
keâes mecesšs efkepeÙeoeve osLee kesâ jÛeveekeâce& keâes heefjYeeef<ele
veneR efkeâÙee pee mekeâlee~ ken nw mees nw~ ‘meeefnlÙe Deewj
meceepe’ hegmlekeâ ceW efkepeÙeoeve osLee ef}Keles nQ Skeâ
}sKekeâ kesâ veeles cesjer meyemes hen}er Deewj DeeKejer leceVee
Ùener nw efkeâ cesje ceiepe cesjs hesš keâer Kegjekeâ ve yeves~
Mejerj keâe jepee ceefmle<keâ cesjs hesš keâe Ìieg}ece ve yeveW~
Ìpe™jle heÌ[ves hej Mejerj keâe ieesMle veesÛe veesÛekeâj hesš
keâer DebleefÌ[ÙeeW kesâ nkee}s keâj otB hej efkeâmeer Yeer Ìkeâercele
hej Deheves De#ejeW ke Deheveer Ìkeâ}ce keâes efiejkeer ve jKetB~
cesjer keâcej Pegkeâ peeS hej cesjer Ìkeâ}ce veneR Pegkesâb~ cesjs
De#ejeW keâes Oeve keâer }e}mee ve nes, cesjs MeyoeW keâes meòee
keâe YeÙe ve nes, cesjer jÛevee ceW ÙeMe keâer yet veneR nes ‘Skeâ
}sKekeâ keâe meyemes yeÌ[e ßesÙe Ùener nw~’22
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Victorian era is characterized by a
unique Victorian sensibility acquired by
how society and religion were undergoing
colossal change; religion was subjected to
moral revival and the methods of production
and distribution of wealth were revolu-
tionizing. It was also a long period of peace,
prosperity, progress, refined sensibilities
and national self-confidence for Britain.
Additionally, a lot of interconnected ideas
and forces were working simultaneously
on the Victorian mind in the fields of
science, politics, education, ethics and moral
system that created a sense of vagueness,
incoherence and indirection. G.M. Young
writes :

“English society was poised on a
double paradox which its critics, within
and without, called hypocrisy. Its
practical ideas were at odds with its
religious professions, and its religious
belief was at issue with its
intelligence.” (16)

Doubt, however, was the fuel on
which Victorian generation was inter-
minably bred. People found themselves in
a very awkward situation when being right
was a difficult necessity. “The diffusion
of scientific knowledge among the educated,

the spread of old fashioned rationalism
downwards through the masses, had
created a new problem for the religious
teacher.” (69)

Literary greats like Charles Dickens,
Thomas Carlyle, John Ruskin, Matthew
Arnold and many others were conscious
of the changes the society was going
through and the mind set it was fashioning
forth. Hence, a need was strongly felt to
reconstruct a spiritual edifice on the basis
of scientific revelation. Matthew Arnold
saw redemption possible in the discovery
of ‘new rulers with new faith.’ Sydney
Eisen observes that “religion was not only
a matter of belief but also an integral part
of personal and public morality, family
life, social position, occupation, and
friendship, not to mention education and
party politics.”(3)

Matthew Arnold was a religious
humanist and an ethical idealist. His
literary powers find full flowering in his
criticism of English life at large. Russel
remarks :

“In all questions affecting national
character and tendency, the develop-
ment of civilization, public manners,
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morals, habits, idiosyncrasies, the
influence of institutions, of education,
of literature, his insight was penetrating,
his point of view perfectly original, and
his judgment, if not always sound,
invariably suggestive.” (12)

It was in accordance with his
commitment to nation that he along with
Thomas Carlyle played the role of a
Victorian prophet and sage. Both appealed
for a collective pursuit of truth and
perfection. Arnold’s essays invoke the
saner aspect of human nature and call for
a collective social movement to rework the
civilization.

“…let us have a social movement, let
us organize and combine a party to
pursue truth and new thought… let us
all stick to each other, and back each
other up. Let us have no nonsense
about independent criticism, and
intellectual delicacy, and the few and
the many. Don’t let us trouble
ourselves about foreign thought; we
shall invent the whole thing for
ourselves as we go along… we are all
in the same movement, we are all
liberals, we are all in pursuit of truth.”
(Arnold, Matthew Arnold’s Essays in

Criticism 26)

He not only insisted on seeing life
steadily and seeing it whole but was
himself gifted with seeing it steadily and
seeing it holistically. This is what
prompted G. W. Russel to evaluate
Arnold’s word as “clear, sympathetic, and
independent.”(11) However, it would be
unjust to compartmentalize his idea of
salvation in a rounded and coherent
philosophy, instead, he stressed upon the
need for cultivating balance and sane
perspective for which he offered a set of
humanistic ideals.

Arnold discovered the germ of
discontent in the stubborn opposition that

Christianity threw at the growing rational
ideas and scientific spirit of the age that
resulted in pushing to the backseat the
Biblical criticism in England. The obstinate
refusal of the two schools of thought,
science and religion, to reach a synthesis
towards the general good of the society
comprised of a concern that Arnold held
very close to his heart throughout his life.
He held Englishmen guilty of affecting
Hebraism. In particular, the English
middle class received Arnold’s blame in
the strongest possible words, for depriving
the English society of a sense of totality
and perfection that ultimately paves way
for culture. Culture in Arnold’s schema
indicates harmony, perfection and balance
and doesn’t fumble in acknowledging the
worth and divinity of religious side in man,
instead it comes with a premise that
religion is not the whole of man. His idea
of ‘sweetness and light’, a term he adapted
from Swift, becomes relevant here which
enables people with ideological differe-
nces to agree upon a common standard.

Religion and culture are deeply
connected in Arnold’s : Religion places
‘Kingdom of God’ within man and culture
too sees human perfection as an internal
condition. In culture, he foresaw means
to overcome the crisis and confusion of
the Victorian mind. Culture consists of a
fine balance between poetry and religion
that forms the essence of the refined
individual. In culture, Arnold attempted
to describe an objective centre of authority
to counteract the tendency to anarchy
which seems to be threatening the
Victorian culture. He applauds culture as
something that “is supposed to plume
itself on a smattering of Greek and Latin
is a culture which is begotten by nothing
so intellectual as curiosity; it is valued
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either out of sheer vanity and ignorance,
or else as an engine of social and class
distinction, separating its holder, like a
badge or title, from other people, who have
not got it” (Culture and Anarchy 32)

Similarly, Arnold proposes that both
poetry and science are essentially linked
since both are the enterprises of the
intellect. Both complement each other by
insisting upon freedom to flourish as they
will. In his essay, “The Literary Influence
of Academies”, he explains the proposi-
tion in a rather agreeable manner.

“Genius is mainly an affair of energy,
and poetry is mainly an affair of genius;
therefore, a nation whose spirit is charac-
terized by energy may well be eminent in
poetry; and we have Shakespeare. Again,
the highest reach of science is, one may
say, an inventive power, a faculty of
divination, akin to the highest power
exercised in poetry, therefore, a nation
whose spirit is characterized by energy
may well be eminent in science: - and we
have Newton.” (Essays 40)

When Arnold calls for a revival and
reinterpretation of the Bible, he is actually
explaining his idea of culture. His idea of
progressive revelation is also a means of
promoting culture. Culture is the enemy
of imperfection because it always strives
for bringing about holistic perfection in
one’s thoughts and the way of life.

Lionel Trilling argues that Arnold’s
idea of culture as a substitute for moral
source derives strength from Hellenism of
which he was an avowed defender.
Hellenism preaches “wholeness of human
personality” and “does not, perhaps, give
quite sufficient weight to morality, but
whatever consideration of morality it does
make is always in relation to the rest of

the human faculties.” (Trilling, Matthew

Arnold 257) Wimsatt, William K. and
Cleanth Brooks observe that Arnold does
not in any way refute the claims and
contribution of religion in the making of
human history and civilization yet they
have a feeling that “Religion had once done
a fairly good job”, but with the change in
the circumstances of human condition,
“religion now seemed to Arnold to reside
mainly in religious ‘organizations,’ and
these were only ‘machinery.’ The highest
promotion of the sweet, clear inner life
would now be the job of ‘culture.’ The text
would be the Greek classics.” (Wimsatt
and Brooks 449)

Arnold’s ideas about cultural evolution
were closely related to those of Edward
B. Tylor, the nineteenth century English
cultural and social anthropologist. In
Primitive Culture and Anthropology, Tylor
propounded the descriptive and universal
theory of culture that was adopted by the
emerging discipline of anthropology at
about the same time. Echoing Arnold, he
presented culture as an evolutionary
process achieved after passing through the
stages of savagery, barbarism and civili-
zation. Similarly, like Arnold, his idea of
culture is a broad term which he defines
as “that complex whole which includes
knowledge, belief, art, morals, law,
custom, and any other capabilities and
habits acquired by man as a member of
society.” (Tylor 1) Again, like Arnold, he
sees in culture the hope of revival and
restoration of a lost sense of wholeness
and perfection and a possibility of
salvation. For instance, he concludes
Primitive Culture with an affirmation that
“the science of culture is essentially a
reformers’ science.” (410). Lastly, he
resembled Arnold in so far as his religious
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conviction is concerned in that both
championed for the essential message or
essence of religion disregarding dogma.

In order to eliminate the obsolete,
Arnold radically attempted to bring
together religion and morality upon the
premise acceptable to the growing
scientific enquiry. In many ways then,
Arnold and the American poet, Emerson
resemble in thought especially in their
insistence on reconciling Christian thought
“with Greek speculation and modern
scientific results.” (132) In culture, he saw
this synthesis possible by humanizing the
knowledge to broaden the basis of life.
Culture by pitting itself against anarchy,
induces and fosters a complete propor-
tional development of humanity, an
unhindered play of fresh thought upon the
mundane notions, spontaneity of con-
sciousness, and sweetness and light.

Arnold substituted the god of miracles
and metaphysics by the god of experience
revealed simply as the operation of a law
to place religion on the ground that it could
share with science when judged by the
touchstone of verifiability. His definition
of God as “the Eternal not ourselves that
makes for righteousness” (Arnold, Litera-

ture and Dogma 184) is completely in
agreement with the rationalistic spirit of
the age.

Arnold’s theory of religion, poetry and
culture bear striking similarities: Harmony
and synthesis is the key. In poetry, for
instance, Arnold found a potential bridging
force or a middle path between the
demands of science and that of religion.
While the idea of human perfection as
religion conceives of it is narrow and
parochial, science has been virtually
unrewarding in fostering a system of

morality. Religion developed the moral
fibre of the English race and science
assisted men in cultivating free thought
by breaking the spell of ecclesiastical
domination over their minds. In either of
the cases, the result was one-sided and
restricted. Poetry with its insistence on the
ideal of beauty, sweetness and light yields
a harmonious perfection; therefore, it
remains the true ideal of perfection.

Throughout his work, Arnold comes
across as a vehement champion of poetry
that has power to rescue mankind from
the crises it was facing. In doing this, he
emerges as a real warrior in his war against
the strangulation that culture was facing
from brazen materialism. A genuine poet
complimented by complete culture consis-
ting of desire for learning and criticism
and unfettered thinking can be a great
asset for a nation. Exalting poetry over
religion and science, he saw it eventually
replacing both religion and philosophy as
the sources of the system of values by
which a society lives. Poetry would
successfully fill the spiritual vacuum felt
by the age whose faith is uncertain. He
prophesies a lasting value for poetry when
traditional religion would be no longer
relevant:

“There is not a creed which is not
shaken, not an accredited dogma which is
not shown to be questionable, not a
received tradition which does not threaten
to dissolve. Our religion has materialized
itself in the fact, and now the fact is failing
it. But for poetry, the idea is everything;
the rest is a world of illusion, of divine
illusion. Poetry attaches its emotion to the
idea; the idea is the fact. The strongest part
of our religion today is its unconscious
poetry.” (Essays 235)
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The Victorian poet, Robert Browning
suggests a similar thought in a poetic way:

Emancipate through passion

And thought, with sea for sky,

We substitute, in a fashion,

For heaven-poetry: (485)

George Watson, the twentieth century
critic and historian proposes a similar role
for poetry:

“…that the poet in an open society and
in conditions of expanding literacy
must, like priests in the age of priests,
offer guidance and instruction, and that
the language of such poetry must be
very plain, direct, and severe: and it
must not lose itself in parts and
episodes and ornamental work, but
must press forward to the whole.” (111)

Arnold credits literature with a very
unique role in life because, in it, he finds
the special ability to fuse emotion and
conduct. However, one should abstain
from expecting poetry to discover and
analyse new ideas as the business of poetry
is to synthesize and ‘yoke together’
conflicting forces. Poets know the
complexities of modern life and world
even before taking them up in their work.
A poet has a divine purpose of presenting
in inspiring combinations the spiritual and
intellectual truths he knows. Wordsworth
calls poetry “the breath and finer spirit of
all knowledge;... the impassioned expression
which is in the countenance of all
science.” (Wordsworth 281.) Shelley also
referred to poetry as “at once the centre
and circumference of all knowledge; …
that which comprehends all science and
to which all science must be referred.”
(Dewey 301) The impression therefore is
that of poetry being divinely humanistic
in the sense that it aims at creating

happiness. Arnold strikes a familiar note
when he states that, “It is undeniable that
the exercise of a creative power, that a free
creative activity, is the highest function of
man; it is proved to be so by man’s finding
in it his true happiness.” (Essays 11) And
again, “Poetry is the interpretress of the
natural world, and she is the interpretress
of the moral world…” (77)

Therefore, poetry has a dual purpose
of interpreting in the most sublime words
the inward moral and spiritual laws and
also the outward course of man’s history.
In both the ways, it reconciles him with
the universe he inhabits with a deep-felt
sense of reality. Arnold strongly believed
that literature is constantly involved in
serving the interests of religion and
society.
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FkeäkeâermekeeR meoer keâer efnvoer-keâneveer ceW efÛeef$ele Œeer peerkeve
[e@Ê jekesâMe kegâceej

DeefmemšWš Øeeshesâmej (efnvoer)
jepekeâerÙe ceneefkeÅee}Ùe ceemeer, DeuceesÌ[e

yeermekeJeeRmeoer keâe efkeceMe&cet}keâ meeefnlÙe Deye Deheves
ÛelegLe& ÛejCe ceW hengBÛe ieÙee nw~ Meg™Deeleer meceÙe ceW Ùen
kesâke} keCe&ve lekeâ meerefcele jne lees otmejs ÛejCe kesâ
keCe&ve ceW menevegYetefle Yeer meefcceef}le nes ieF&~ leermeje
ÛejCe Gvekeâer oMee hej kewÛeeefjkeâ DeeieÇn keâer ceeBie keâjlee
nw efpemes nce efkeceMe& kesâ ™he ceW henÛeeveles nQ~ jÛeveekeâej
keâe oeefÙelke kesâke} og:Ke keâe keCe&ve keâjvee veneR yeefukeâ
Gmemes cegòeâ nesves kesâ GheeÙe yeleevee Yeer neslee nw, FkeäkeâermekeeR
meoer kesâ keâneveerkeâejeW ves Fme oeefÙelke keâe efveke&nve yeKetyeer
efkeâÙee nw~ cegefòeâ kesâ jemles Keespevee Ùee efkekeâuhe øemlegle
keâjvee efkeceMe&cet}keâ meeefnlÙe keâe ÛewLee ÛejCe nw~

efkeâmeer Yeer meceÙe ceW jÛevee keâe ÙeLeeLe& Glevee ner
yeo}lee nw efpelevee peerkeve keâe ÙeLeeLe& yeo}lee nw~
FkeäkeâermekeeR meoer kesâ meeefnlÙe ceW Yeer Ùeefo oef}le, Œeer,
Deeefokeemeer, efkeâve>j, yee}, ke=æ Deeefo efkeceMe& ceewpeto
nQ lees efveefMÛele ner meoer heefjkele&ve kesâ meeLe Fve keie&
efkeMes<e kesâ heÇefle meceepe kesâ vepeefjS ceW keâesF& efkeMes<e
heefjkele&ve veneR ngDee nw~ Fmekesâ keâF& GoenjCe Yeer nceW
meceepe ceW mej}lee mes efce} peeles nQ~ efveYe&Ùee nlÙeekeâeb[,
Debefkeâlee nlÙeekeâeb[, neLejme keâeC[, ceefCehegj ceW ceefn}eDeeW
keâes efveke&Œe Iegceeves keâer IešveeÙeW Fme meoer ceW Ieefšle nes
jner nQ efpememes ceefn}eDeeW keâer cegefòeâ Deewj meMeòeâerkeâjCe
kesâ oekes KeesKe}s heÇleerle nesles nQ Fve IešveeDeeW mes Fme
meoer keâe keâneveerkeâej Ye}er-Yeebefle heefjefÛele nQ Deewj Œeer

keâer Fme ceve:efmLeefle keâes heÇYeekeer lejerkesâ mes efÛeef$ele keâjles
ngS cegefòeâ keâe efkekeâuhe Yeer heÇmlegle keâjlee nw~ keâneveerkeâej
Éeje heÇmlegle efkekeâuhe mes meceepe keâer menceefle Deewj
mkeerke=âefle efkeâleveer nesieer Ùen keân heevee Skeâ peefš}
ØeMve nw~ Fmekeâe cenlkehetCe& keâejCe FkeäkeâermeJeeR meoer keâer
keâneefveÙeeW hej kewMkeerkeâjCe keâe heÇYeeke nw, efpemekeâes nce
meeceeefpekeâ-meebmke=âeflekeâ meb›eâceCe kesâ meeLe ceevekeerÙe Deewj
peerkeve cetuÙeeW kesâ #ejCe kesâ ™he ceW Yeer osKe jns nQ~

ieerle Ûelegke&soer keâer keâneveer ‘meekeble Deebšer keâer
}Ì[efkeâÙeeB’ keâer ceefn}e hee$e vebot Deheves heÇsce keâes heÇehle
keâjves kesâ ef}S efkeâmeer Yeer no lekeâ peeves kesâ ef}S lewÙeej
nw~ vebot nsceble kesâ meeLe Yeeie peeleer nw Deewj nsceble Gmekeâe
ÛeewLee heÇsceer nw~ nsceble vebot keâe heÌ[esmeer nw Deewj yeÛeheve
mes oesveeW Skeâ otmejs keâes YeeF&-yenve ceeveles nQ Ùee GvnW
ceeveves hej efkekeMe efkeâÙee ieÙee nw~ Ùen keâneveer keâe Skeâ
he#e nw Deewj YeejleerÙe hejcheje ceW Fme yeele keâes mkeerkeâej
keâjvee Skeâ Ûegveewleer nw keäÙeeWefkeâ heÇsce pewmeer heefke$e Yeekevee
ceW keâesF& Ûeej heg®<eeW mes keâwmes pegÌ[ mekeâlee nw~ Fmemes
yeÌ[er yeele Ùen nw efkeâ Gmekeâe ÛeewLee heÇsceer Deewj heefle
Gmekeâe cegBnyees}e YeeF& nw~ keâneveer keâe otmeje he#e vebot
keâe peerkeve keâes peerleves keâer peöespeno keâes oMe&elee nw~
Gmekesâ heÇsceer Gmekeâer GcceeroeW hej Kejs veneR Glejles nQ lees
ken veÙee efkekeâuhe le}eMe keâjleer nw~ Deheves peerkeve keâer
efkepeÙe keâes ken Deheveer Úesšer yenve megOee ceW osKeleer nw
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pees efkepeÙe Mesyeb[er kesâ meeLe Yeeie peeleer nw~ vevot keâe
nsceble mes efkekeen keâjvee YeekeekesMe veneR yeefukeâ leeefkeâ&keâ
nw, efkeâ Deye Ssmee nesvee mebYeke veneR nw efkeâ ceelee-efhelee
}Ì[keâer keâes efpeme kesâ meeLe pewmes jnves keâes yees}Wies ken
ÛegheÛeehe mkeerkeâej keâj }Wieer~ Gmekesâ efkeõesn ceW Dee›eâesMe
meeHeâ efoKeeF& oslee nw~ ‘ceQves lees veneR yees}e Lee efkeâ
cegPemes jeKeer yebOekeeDees~ ve ner Gmeves Deekeâj neLe
yeÌ{eÙee Lee~ cesjer DeeF& Deewj Gmekesâ yeeyee ves keâne efkeâ
yeeBOe oes, lees ceQves yeeBOe efoÙee~ yeeo ceW legce }esieeW ves Yeer
yeeBOe efoÙee~ peye ceQ meesÛeves-mecePeves }eÙekeâ ngF& ntB ceQves
nsceble keâes keâYeer YeeF& veneR mecePee, ve ner Gmeves cegPes
yenve~ peye nce oesveeW keâer efveieen ceW ner Gme efjMles keâe
keâesF& cele}ye veneR Lee pees nce hej Leeshe efoÙee ieÙee Lee,
nceejs cee-yeehe kesâ Demegj#ee-yeesOe kesâ keâejCe lees efHeâj
nce keäÙeeW Gme efjMles keâes hee}les~ nceW hÙeej nes ieÙee Lee
Deewj nce Skeâ ner keâesKe mes veneR DeeS~ peye Meeoer kesâ
yeeo heefle-helveer Deheves efjMles leesÌ[keâj le}ekeâ }s mekeâles
nQ lees cegBnyees}s YeeF&, yenve Deeheme ceW hÙeej nes peeves hej
Dehevee efjMlee leesÌ[keâj veÙee efjMlee keäÙeeW veneR yevee
mekeâles~1 vebot keâe Ùen lekeâ& Skeâ veS oMe&ve keâes pevce
oslee nw pees MeeÙeo Yeefke<Ùe ceW mkeerkeâejCeerÙe nes heeS~

Skeâ meceÙe Œeer efkeceMe& kesâ ceefn}e jÛeveekeâjeW
Éeje heg®<e mellee keâes Demkeerke=âle keâj efoÙee Lee Ùee heg®<e
keâes Ke} hee$e keâer lejn efÛeef$ele efkeâÙee Lee~ FkeäkeâermeJeeR
meoer keâer keâneveer ceW Ùen OeejCee heefjkeefle&le ngF& nw Deewj
Œeer cegefòeâ kesâ efkekeâuhe kesâ ™he ceW efkeâmeer heg®<e Ûeefj$e keâes
me=efpele efkeâÙee ieÙee nw~ vebot efpemeceW Deheveer cegefòeâ Keespe
jner nw ken Gmekesâ heÇsceer nQ~ Deuhevee efceße keâer keâneveer
‘cegefòeâ heÇmebie’ ceW Yeer keâLeeveeefÙekeâe ‘kes’ keâer cegefòeâ kesâ
ef}S keâneveerkeâej ves ‘ken’ hee$e keâes me=efpelle efkeâÙee nw
pees hesMes mes yeQkeâ cewvespej nw~ menpe mkeerkeâej ÙeneB Yeer
mecemÙee nw keäÙeeWefkeâ ‘kes’ efkekeeefnle keâecekeâepeer ceefn}e
nw~ efkeâmeer ceefn}e kesâ efkekeensllej mecyevOe keâes mkeerkeâej
keâjvee mej} veneR nw~ }sefkeâve peye Fmekesâ keâejCeeW keâer
le}eMe keâjles nQ lees hee"keâ kesâ ceve ceW menpe ner ‘Jes’ kesâ

heÇefle menevegYetefle nesves }ieleer nw~ ‘Jes’ kesâ heefle pees hesMes
mes [e@keäšj nQ Gvekeâe ceefn}eDeeW kesâ heÇefle Âef<škeâesCe Fme
lejn keâe nw- jesšer, keâheÌ[e, cekeâeve kesâ Deefleefjòeâ keäÙee
ÛeerpeW nQ efpevekesâ ef}S Iej keâer ceefn}eDeeW keâes hewmee
efoÙee peeS~ Deewjle kesâ neLe ceW hewmes osves mes ken efyeieÌ[
peeleer nw~2 Deheveer Fme yeele kesâ meceLe&ve ceW GvneWves
Deheveer helveer kesâ leerve cenerves kesâ kesleve keâes Yeer Deheves ner
yeQkeâ Keeles ceW pecee keâjkeeÙee~ Gmekesâ yeeo Yeer ‘Jes’ keâe
hetje kesleve Gvekesâ heefle Deheveer megefkeOeevegmeej KeÛe& keâjles
nQ~ peye nce kewefMkekeâ peiele ceW nQ lees heÌ{s-ef}Kes nesves
kesâ yeeo Yeer nceejer meesÛe ceW Flevee efheÚÌ[eheve nesvee
DeeMÛeÙe&pevekeâ nw~ Œeer efkeceMeeX keâer yeÌ[er yenmeeW kesâ
yeerÛe ceW meeceevÙe Iejs}t mecemÙeeÙeW peme keâer leme jn peeleer
nQ efpeme Deesj meeceevÙele: efkeâmeer keâe OÙeeve veneR peelee
nw~ YeejleerÙe meceepe ceW keâecekeâepeer ceefn}eÙeW Ùen Ûeenleer
nQ efkeâ efpeme heefjkeej kesâ ef}S kees Iej ceW keâece keâjleer nQ
Deewj Iej keâer DeeefLe&keâ efmLeefle keâes kÙekeefmLele keâjves kesâ
ef}S Iej mes yeenj keâece keâjleer nQ Fmekeâe mecceeve
Gvekeâes efce}vee ÛeeefnS~ kewMkeerkeâjCe kesâ oewj ceW DeeefLe&keâ
DeeOeej hej efkekeâefmele nesles mecyevOeeW kesâ Ûe}les ‘Jes’ kesâ
heefle keâes kesâke} Gmekesâ kesleve mes }ieeke nw efpeme keâejCe
Iej ceW DeMeebefle keâe ceenew} yevee jnlee nw~ oechelÙe
mecyevOeeW kesâ Kee}erheve Deewj Meebefle keâe efkekeâuhe ‘Jes’
yeQkeâ cewvespej ceW le}eMe keâjleer nw~ Ùen heÇsce keâe heefjkeefle&le
mke™he nw pees keâneefveÙeeW kesâ ceeOÙece mes efÛeef$ele efkeâÙee
pee jne nw~

keâneveerkeâej Éeje DemeeceevÙe efkekeâuheeW keâer keâÌ[er
veer}e#eer efmebn keâer keâneveer ‘jbiecen} ceW veeÛeer jeOee’
heÇmlegle keâjleer nw pees nemÙeemheo ner pÙeeoe }ielee nw~
efpeme GceÇ ceW ceveg<Ùe keâes meebmeeefjkeâ yevOeveeW mes cegefòeâ
le}eMeveer ÛeeefnS Leer Gme GceÇ ceW keâneveer keâer ceefn}e
hee$e heefle kesâ yevOeveeW mes Úgškeâeje heekeâj heÇsceer kesâ heeMe
ceW yebOevee Ûeenleer nw~ keâneveerkeâej ves Ùen cegefòeâ keâneveer
keâer hee$e oerkeeveyeeF& hej Deejesefhele keâer nw~ ‘ceQ Gmekesâ
heeme }ewšvee Ûeenleer ntB~ Fme Iej kesâ meejs keâle&kÙe hetjs
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keâj efoS nQ ceQves~ DeYeer Deeheves keâne efkeâ Deheves heerÚs
Skeâ megKeer Iej ÚesÌ[ peeGbieer~ Deeheves keâne Lee Deehe
cegefòeâ oWies~ cegPes cegefòeâ ÛeeefnS~’3 oerkeeveyeeF& Deye ke=æ
nes ieF& nw, Iej ceW Gmekeâer yengSb nQ, veeleer-heesles nQ~ Deye
oerkeeveyeeF& Deewj Gmekesâ heefle megoecee heÇmeeo Deheves
heeefjkeeefjkeâ Deewj oechelÙe peerkeve keâer efpeccesoeefjÙeeW mes
cegòeâ nes Ûegkesâ nQ~ Fme GceÇ ceW Gmes Deheves hegjeves heÇsceer
keâer helveer Deewj yeÛÛeeW kesâ cejves kesâ yeeo Gmekesâ peerkeve
keâer peefš}leeDeeW keâe OÙeeve Deelee nw~ oerkeeveyeeF& efpeme
GceÇ ceW nw peeefnj meer yeele nw efkeâ Gmekeâe heÇsceer Yeer Gmeer
GceÇ keâe nesiee, Ssmeer GceÇ ceW }eskeâ-}epe Deewj meeceeefpekeâ
ceÙe&eoeDeeW keâer DeveosKeer keâjles ngS kes Deheves ÙegkeekemLee
kesâ heÇsce keâer hetCe&lee kesâ jemles Keespe jns nQ~ Fme mecyevOe
ceW metjpe hee}erkee} ef}Keles nQ efkeâ - ‘Skeâ GceÇ kesâ yeeo
Œeer Deewj heg®<e keâes osn mecyevOeeW mes DeefOekeâ Iej Deewj
Gmekeâer Fppele hÙeejer nesleer nw~’4 efpemekeâe ÙeneB DeYeeke
efoKeeF& oslee nw~

‘ieesoeve’ GhevÙeeme keâe ieesyej keânlee nw ‘heÇsce keâesF&
meerOeer-meeOeer ieeÙe veneR nw yeefukeâ Skeâ KetbKeej Mesj keâer
lejn neslee nw pees Deheves efMekeâej keâes efkeâmeer Deewj keâes
osKeves lekeâ veneR oslee nw~’ Ùeefo oerkeeveyeeF& keâes Deheves
heÇsceer mes Flevee ner }ieeke Deewj mecehe&Ce Lee lees Gmekeâer
Meeoer Deewj oechelÙe peerkeve mes }skeâj Gmekesâ heÇsceer kesâ
oechelÙe peerkeve keâer mecemle IešveeÙeW Gmekesâ meeceves ner
Ieefšle nesleer nQ~ Gme meceÙe oerkeeveyeeF& kesâ Ûeefj$e Ùee
kÙekenej ceW keâesF& efkeõesn Ùee Demkeerkeâej keâe Yeeke keâneveerkeâej
Éeje keâneR Yeer oMe&eÙee veneR ieÙee nw~ FkeäkeâermeJeeR meoer
keâer keâneefveÙeeW kesâ mecyevOe ceW kewYeke efmebn keâe ceevevee nw
efkeâ keâneveer ceW efÛeef$ele IešveeDeeW kesâ heÇefle hee"keâeW keâe
DeefkeMkeeme nesvee Yeer DeekeMÙekeâ nw~ kes ef}Keles nQ efkeâ-
‘keâneveer keâe Skeâ yeÌ[e keâece efmLeefleÙeeW Skeb IešveeDeeW
kesâ yeejs ceW DeefkeMkeeme hewoe keâjvee Yeer nw~ Gvekesâ
Devegmeej DeefOekeâ efkeMkeeme ves ceveg<Ùe keâes oeme, DevegÙeeÙeer,
meskekeâ Deewj GheYeesòeâe lees yevee efoÙee hej mepeie ceveg<Ùe
Deewj }eskeâleb$e keâe ÛeewkeâVee veeieefjkeâ nesves kesâ iegCeeW mes

kebefÛele keâj efoÙee nw~’5 kewYeke kegâceej keâer Ùen yeele Fme
keâneveer hej efmeæ nesleer nw efpeme hej meeceevÙe hee"keâ keâe
efkeMkeeme keâjvee cegefMkeâ} nw~

heÇlÙeeMee keâer keâneveer ‘Heât}hegj keâer hegâ}keeefjÙeeb
efcemejeFve’ oes efŒeÙeeW keâer keâneveer nw efpevekeâer peerkeve keâer
efmLeefleÙeeB De}ie-De}ie nQ~ keâneveer keâer Skeâ hee$e
Hegâ}keeefjÙeeb efcemejeFve Deewj otmejer hee$e nceerove nw~
kewMkeerkeâjCe kesâ heÇYeeke mes YeejleerÙe meceepe ceW heÇÛeef}le
peeefle-Oece&, ef}bie DeeOeeefjle efkeYeso kegâÚ no lekeâ keâce
lees ngS nQ }sefkeâve Gvekeâe peerkeve mebIe<e& Deewj mecemÙee
peeefle-Oece& mes Flej Skeâ pewmeer ner nw~ efnvot nesves hej
efcemejeFve Deewj cegefmuece nesves hej nceerove Skeâ ner
mecemÙee mes petPe jns nQ~ Skeâ efve:mebleeve nesves keâe
DeefYeMeehe Pes} jner nw lees otmejer keâe heefle Gmekeâer Meeoer
keâer hen}er jele mes ner ieeÙeye nw~ keâneveer kesâ oesveeW hee$eeW
efkeâ mecemÙee keâe meceeOeeve keâneveer ceW ner efoÙee ieÙee nw
}sefkeâve mkeerke=âefle hej ØeMve efÛevn ÙeneB Yeer yevee ngDee
nw~ nceerove efkekeen kesâ yeejn ke<eeX yeeo Yeer ceeB veneR yeve
heeF& lees cegKleej (nceerove keâe heefle) keâer yenve ves
Depecesj yeg}eÙee Deewj heerj kesâ ojyeej ceW celLee šskeâves
keâes keâne efpememes mebleeve keâecevee hetCe& nesieer~ nceerove
Skeâ cenerves Depecesj jner Deewj Yejer ieeso }skeâj keeefheme
DeeF&~ keâneveer ceW Fme yeele keâe efpe›eâ keâneR veneR efkeâÙee
ieÙee nw efkeâ cegKleej Yeer nceerove kesâ meeLe Depecesj ieÙee
Lee efkeâ veneR }sefkeâve Fme mebMeÙe kesâ met$e keâneveer ceW
Deeies Keg}les nQ peye Depecesjer hesš ceW DeeÙee lees nceerove
Heâw} jner Leer Deewj Iej keâer yeebkeâer ÛeerpeW efmekegâÌ[ jner
Leer~ efpemeceW Heâme} keâe yeye&eo nesvee, cege|ieÙeeW kesâ yeÛÛeeW
keâe cejvee, cegKleej keâes }keâkee heÌ[vee heÇcegKe Les~
ÛeejheeF& ceW heÌ[s cegKleej Deheves meYeer osKes-DeveosKes
oesmleeW mes Depecesjer keâer Mekeäue keâe efce}eve keâjlee jnlee
Lee~ Ùen yeele Yeejle keâer Gme OeejCee keâe meceLe&ve keâjleer
nw efkeâ Deveweflekeâ keâeÙeeX keâe heÇefleHeâ} nceW Fmeer pevce ceW
Yeesievee heÌ[lee nw nceerove kesâ ie}le efveCe&Ùe mes Yejhetj
Iej-heefjkeej Yej-Yejekeâj Okemle nes ieÙee~
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efcemejeFve keâe heefle Gmes hen}er jele ceW ner ÚesÌ[keâj
Ûe}e ieÙee nw Fmeef}S Gmekeâe Dele=hle Ùeewkeve DeYeer Yeer
efkeâmeer heg™<e keâer Ûeenle keâes le}eMe jne nw~ nceerove
keâe yesše Depecesjer Deye yeÌ[e nes ieÙee nw Deewj ken Deye
efcemejeFve kesâ ÙeneB keâece keâjlee nw~ oechelÙe mecyevOeeW
keâer efjòeâlee keâe efkekeâuhe efcemejeFve Depecesjer ceW osKeleer
nw~ Gmes Skeâ heg®<e keâer DeekeMÙekeâlee nw Ûeens kees keâesF&
Yeer nes~ efkeâmeer efnvot yeÇeÿeCeer Deewj cegefmuece Ùegkekeâ kesâ
DekewOe menÛejer keâes meceepe efkeâme Âef<š mes osKesiee Ùen
Yeer Skeâ Deveglleefjle ØeMve nw~ ‘Deye helee veneR Hegâ}keeefjÙeeb
keâe mehevee Deewj Depecesjer keâe mehevee hetje ngDee efkeâ
veneR~ Heât}hegj ves hen}er oHeâe Skeâ lÙeòeâe Œeer keâe
otmeje efkekeen osKee efkeâ veneR, efkeâ hen}er oHeâe Skeâ
Deewjle ves Deheves mes Úesšs heg®<e keâe neLe Leecee efkeâ
veneR, efkeâ hen}er oHeâe Skeâ yeÇeÿeCe hebef[leeFve ves Skeâ
cegme}ceeve ceo& keâe meeLe megKe heeÙee efkeâ veneR~ efkeâ
hen}er oHeâe Skeâ Deewjle ves Deheves megKe meeOeve kesâ yeejs
ceW meesÛee, efkeâ Deheves ceve Deewj Mejerj kesâ yeejs ceW meesÛee~
Ssmee Deewj keâF& peieneW hej neslee DeeÙee nw hej Heât}hegj
ceW Deye lekeâ Ssmee veneR ngDee~’6 keâneveer ceW Yeer Fmekeâe
Yeefke<Ùe veneR efoKeeÙee ieÙee nw yeme Skeâ efkekeâuhe heÇmlegle
keâj heefjCeefle kesâ ef}S meceepe kesâ meeceves jKe efoÙee nw~
keâneveer ceW heÇmlegle Fve efkekeâuheeW kesâ mecyevOe ceW metjpe
hee}erkee} ef}Keles nQ efkeâ- ‘kesâke} og:Ke yeleeves mes
keâneveer heÇYeekeMee}er veneR yeve heeleer Fmeef}S ÛewlevÙe
neskeâj og:Ke keâes otj keâjves kesâ ef}S efkeâÙes pee jns
heÇÙeemeeW keâes kes efkeMes<e ™he mes yeleeleer nQ~ Fve heÇÙeemeeW
keâes meeceeefpekeâ Âef<š mes osKeves hej kes oesveeW efŒeÙeeB
heLeYeÇ<š ve]pej DeeÙeWieeR }sefkeâve Deheves og:KeeW kesâ heÇmebie
ceW osKeves hej kes meenmeer efoKeeF& oWies~’7 Ùen yeele
efkekesÛÙe keâneefveÙeeW kesâ Gve meYeer hee$eeW hej }eiet nesleer nw
pees Deheveer cegefòeâ kesâ jemles le}eMe jns nQ~

oerhekeâ ßeerkeemleke keâer keâneveer ‘melleeF&me mee} keâer
meebke}er }Ì[keâer’ keâer cegKÙe hee$e meefkelee GHeâ& jppees keâes

efkekeen kesâ ef}S mees}n yeej efoKeeÙee ieÙee nw Deewj
DeYeer lekeâ ken Deefkekeeefnle nw~ meefkelee keâes Demkeerkeâej
keâjves keâe hen}e keâejCe lees keâneveer kesâ Meer<e&keâ ceW ner nw
efkeâ ken meebke}er nw~ Fme oeie keâes hewmeeW kesâ Éeje OeesÙee
pee mekeâlee nw }sefkeâve efye[cyevee Ùen nw efkeâ ken efveOe&ve
Yeer nw Deewj Gmekeâe heefjkeej onspe osves ceW me#ece veneR
nw~ efpeme }Ì[keâer keâes efkekeen kesâ ef}S mees}n yeej
heÇmlegle Deewj Demkeerkeâej efkeâÙee ieÙee nes Gmekeâer ceve:efmLeefle
keâes mecePevee Deemeeve veneR nw~ Fmekesâ yeeo Yeer ceelee-
efhelee kesâ ef}S ken mkeÙeb keâes me$enJeeR yeej efkekeen kesâ
ef}S heÇmlegle keâjleer nw }sefkeâve Fme yeej ken mkeÙeb ner
iebYeerj veneR nw }sefkeâve heefjCeece Fme yeej Yeer kegâÚ veÙee
veneR nw~ keâneveer heg™<e kesâ mkeeLeer& heÇke=efle keâes Deefcele kesâ
ceeOÙece mes efÛeef$ele keâjleer nw, Deefcele meefkelee keâe DeÛÚe
oesmle nw }sefkeâve meebke}er Deewj efveOe&ve nesves kesâ keâejCe
Deefcele ves Yeer Gmekesâ mece#e efkekeen keâe keâesF& heÇmleeke
veneR jKee~ Fmeef}S Fme keâneveer ceW meefkelee heg®<e mellee
keâes Keeefjpe keâjles ngS mkeleb$e peerkeve keâes Ûegveleer nw peneB
Gmes Deye efkeâmeer Deewj vegceeFMe ceW veneR jKee peeSiee~
meeefkelee keâneveer kesâ Deble ceW keânleer nw efkeâ - ‘DeeefKej
Gmes yeleevee pe™jer Lee efkeâ efpemekesâ meeLe ken meceÙe
keâeš jne Lee, Deye Gmes efkeâmeer keâer pe™jle veneR jner,
efkeâmeer keâer Yeer veneR, ve Deefcele pewmeeW keâer ve ner efkeâmeer
jepekegâceej mes Meeoer keâer~’8

efve<keâ<e& :

FkeäkeâermeJeeR meoer keâer keâneveer ceW Œeer peerkeve keâes
efkeefkeOe ™heeW ceW efÛeef$ele efkeâÙee nw~ efkekeen kesâ meceÙe
onspe Deepe Yeer Skeâ yeÌ[er mecemÙee nw efpemekeâer YeWš
meefkelee pewmeer DeveskeâeW }Ì[efkeâÙeeB nj ke<e& ÛeÌ{leer nQ~
FmeceW DeefOekeâebMe meceÙe kes Deheveer kÙeLee keâes kÙeòeâ Yeer
veneR keâj heeles Les~ Deepe lekeâveerkeâer ves GvnW Ùen Dekemej
efoÙee nw efpememes Gvekeâe mebIe<e& Deewj heerÌ[e meceepe lekeâ
hengBÛe jner nw~ heejcheefjkeâ yevOeveeW mes Úgškeâeje heevee
Gvekesâ peerkeve keâe }#Ùe nw efpemes heeves ceW GvnW meHeâ}lee
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Yeer efce}er nw~ Œeer cegefòeâ mecyevOeer efke<eÙeeW hej DeYeer
YeejleerÙe hejchejekeeoer ceeveefmekeâlee keâer pekeâÌ[ Ì{er}er
veneR ngF& nw Fmeef}S Œeer cegefòeâ keâes mkeerkeâejves keâer
Dehes#ee ken Fmes veweflekeâ heleve kesâ ™he ceW Yeer kÙeeKÙeeefÙele
keâjlee nw~ peerkeve kesâ heÇefle mekeâejelcekeâ Âef<škeâesCe keâes
Deheveeles ngS efkeMkeeme yeveeS efkeâ jheälee-jheälee meye
"erkeâ nes peeSiee~
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Introduction :

Meghalaya as an individual state and
an autonomous state of India. It was
identified in the 2nd April 1970 and
formed as a fully-fledged state in the 21st

January, 1972. The Garos have occupied
a significant part in the political scenario
of the state along with another two major
tribes, the Khasi and the Jayantia. Garo
Hills district, being a part of the Meghalaya
plateau has indeed a checkered evolu-
tionary history. Meghalaya has an existing
nomenclature, Meghalaya, a Sanskrit
word means “abode of the cloud”. It has
become the smallest state amongst the
newly formed states since the year 1969
to 1972. Already it is mentioned that the
indigenous habitants of Meghalaya are
mainly three tribes, viz. the Khasi, the
Jayantia and the Garo. Geographically
Meghalaya is surrounded by three districts
namely Goalpara, Kamrup and Nagaon in
north side, by the Mikir Hills, the North
Kacher Hills and the Cacher district in the
east and by Bangladesh in south part as
well as in west. There are three physical
divisions in the state, namely Garo
(western), Khasi (central) and Jayantia
(eastern) Hill divisions.

Out of total Garo population of the
Garo Hill District, 22% belongs to other
tribes. Those tribes include Hazong, Rava,
Koch, Mon and Dulus. The language and
culture of those tribes have resemblance
to the language and culture of Assamese
and Bengali. Koch and Rava have their
own culture. They use Assamese as their
written language.

This work is specifically related to the
Garo Tribe, so have to provide a brief
identity and description of the tribe. The
Garos are the inhabitants mainly of the
Garo Hill district of Meghalaya. In the
north this district is surrounded by Goalpara
district of Assam, the districts namely
Mymensing and Rongpur of Bangladesh
are in the west and south part and in the
east, the district of Khasi Hill is located.

The Garo Tribe :

Before going to the main theme, it is
important to draw an outline of the disarrayed
Garo population in and abroad in the
district of Garo Hills. The total population
of Garo is 9,97,716 out of which 8,21,026
live in Meghalaya and 1,36,077 live in
Assam, 12,952 Garo people live in Tripura
and near about 1,20,000 live in Bangladesh.
In accordance to the present eco-educational
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circumstances a portion of the gross popu-
lation of the tribe has become permanent
inhabitant of Canada, Australia and of
different countries of Europe. (the latest
estimate says that the total population of
the Garos is in about 1 million, who spread
in Meghalaya, Assam, Tripura, Nagaland,
Tripura west Bengal, Bangladesh, the
USA, Canada, Australia and Europe).
However before the formation of the state
Meghalaya, 8,21,716 number was added
to the population of Assam. Besides,
which data is placed here about the Garo
population in Assam, is formed as follows
by the original inhabitants + the inhabitants
that brought by the British tea planters as
tea labourer + the refugees who were made
forced to enter Assam for the Pakistan
government’s atrocities in East Pakistan (
today’s Bangladesh). In Assam, there are
several numbers of villages in where Garo
people are living their livelihood in the
districts of Goalpara, Kamrupa and Siva-
sagar (in Sivasagar, the Garo inhabitants
are the descendants of the people, who
were brought by the British tea planters
as tea labourer). There are a number of
Garo basties in the district of Khasi Hills
too. It is found that some Garo peoples
also live in Bangladesh especially in the
Mymensingh District. In the beginning of
1964, about a lakh of these Mymensingh
plains Garos, mostly Christians, migrated
to Assam because of the systematic
persecution in Pakistan (as Bangladesh,
formerly known as East Pakistan was a
province of Pakistan then, naming as East
Pakistan).

The Garos call themselves as ‘Achik
mande’ which means ‘hill man’ (achik
means hill and mande means man). The
outsiders used to call them Garo as exonym.

It is mentionable that historically the name
Garo was used for a large number of
peculiar people who leaves on the
southern bank of the river Brahmaputra,
but today it is used only for the people
who call themselves ‘Achik mande’. The
Garos believe that their original mother-
land was in Tibet. However, the main
groups of the Garos are :

1) Ambeng, who inhabit the western
area, including Tura.

2) Atong confined in the lower Simsang
valley.

3) Ak’we, who reside on the north-
eastern area of the district extended
into Goalpara and Kamrup districts.

4) Matchi, who settle on the Central
highland on the upper Bhuri valley.

5) Dual, close to Matchi on the upper
reaches of Simsang.

6) Chisok, north to the Matchi and Dual.

7) Gara Ganching, who dwell on the
mid-south eastern portion to the west
of Atong.

8) Kotchu, on the mid eastern part.

9) Kock, on the south-west.

Besides these groups, the whole Garo
community is divided into five major
clans, vis, Sangma, Marak, Momin, Shira
and Areng. According to S Barkataki, only
three original clans are there: the Maraks,
the Momins and the Sangmas. These are
exogamous clans and marriage within the
same clan is strictly taboo.

Garo is one of the fractions of the
greater linguistic group Tibeto Burman.
They have close linguistic resemblance
with the other Tibeto Burman tribal races
of Assam, the NC hills and Tripura. It can
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be assumed that like the above mentioned
plains tribes of Assam, the Garos moved
into their present locaiton through the
north-eastern parts from Upper Burma.
This movment was part of a great
Mongolian inflow into this part of the
north east India in pre- historic times. It is
very probable that the influx started
originally from Tibet and other parts of
the western China.

As stated by Colonel Delton their
faces are round and short. Their forehead
is not so broad, but projects very little
beyond the eyes that are small on a level
with the face. The shape of the nose is
remarkable. The average hight of the male
is just above five feet and of the female
four and three fourth feet. According to
Major Playfair though the women are not
so beautiful, they couldn’t be describe as
ugly. He tells us that the Garo girls are
very attractive with their smiling faces.
Playfair’s description of the Garo peoples’
physical features is as similar as with the
tribal people inhabiting the plains of
Assam.

The Garo dialects cum language
derived from the Tibeto Burman linguistic
trend and it is one of the tranches of the
greater Boro section.The other languages
of the branch, i.e., Dimasa, Rava, Tripuri,
Lalung, Mising, Deori ete are very close
to the Garo language. Mentionable that
the language, Garo is a combination of
twelve individual dialects inclusive of
A’we, Rum’bang, Ruga, Matchi etc. After
the formation of the Garo language the
Roman script was added for writing
purpose. Interestingly some social customs
of the Garos are exact to the same customs
of the Khasi tribe, but the Khasi belongs
to the greater Mon Khmer linguistic group

wherein the Garo belongs to the Tibeto
Burman. The Garos follow matrilineal
family trend which is similar to the Khasi
but no other tribe of Tibeto Burman
section of the greater Mongoloid stock
follow that custom. However, “machong”
is the basement of the Garo society, which
term has been translated by Colonel
Delton as “motherhood”. Noticeable that
machong is a term much different from
the term family. All members of a machong
claim descent from a common ancestress
or mother. Machong is usually named after
animals, rivers, caves etc., e.g., Rangsan
(children of the bear), Dove machong,
Wasra (a stream) machong etc.

The religion of Garo is connected
with the nature and the main aim of their
religion is to protect them with the natural
environment and to protect themselves
from all the evils. Already over 30% of
the total population have been converted
to Christianity by American Baptist and
Roman Catholic missionaries but the
converted people too haven’t abandoned
some of their original religious faiths and
customs. Their conception of the origin
of the earth and man, however, resembles
more the biblical version for why their
customary faith and beliefs haven’t got
much changed. The Garos believe on the
nature’s unexpected power. According to
their belief, the “Tatara Rabunga”, the
chief god or spirit in the Garo pantheon,
created the earth out of the nebula. They
had also the belief that there was no land
before the earth was formed and darkness
reigned everywhere. Then Tara Rabunga
created the earth amidst the vast watery
plain sending one of his subordinates
Nestu-Nopantu. Nestu Nopantu bring up
some clay from under the water sending a
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beetle and fashioned the earth. Monkey
was the first terrestrial animal according
to the Garo mythology. Man was the last
to come. The above mentioned creation
story is the similar to the creation story
of the Hindu mythology. Accordingly they
believe in unearthly power. In the early
days and they worship the unearthly powers
in order to get relieve from diseases alike
to the Hindu mythology and beliefs.

With the course of time the Garo
religious mythology became more and
more prosperous, including more and
more unearthly deities and spirits
inclusive of Chora-dubi, the protector of
crops and Saljong, the god of fertility. It
happened when the Garos improved their
livelihood trend from hunter-gatherer to
cultivator. So the improved religious
mythology reflects the people’s
civilization improvement.

It would be very difficult to discuss
in detail about all the tribes living in Garo
Hill. Keeping this in mind I have selected
the Garos for discussion. The main topic
for discussion is the influence of
urbanization on Garo people.

In early days the Garo peoples’ main
occupation and livelihood was agriculture
and in remote areas still it is the same.
Their principal crops were rice, millet and
maize. Researchers into man-land relation-
ship both archaic and modern involve
multidisciplinary approach which has
become common norm in advanced
countries. Jhum or slash-n-burn cultiva-
tion is a primitive method of agriculture.
Loss is immense in jhuming compared to
its output. But the agrarian Garos of
Meghalaya practice it, prefer it and ignore
ail roses. The Garos during the jhuming

operation cut the vegetation of selected
area excepting few tall trees, allow them
to dry in, situ, and later on burnt when
the jhum field (aba) becomes vegetation
free. Tilling is done with the help of a
small hoe (gitchi) and seeds are either
planted by using a digging stick (matha)
or sown by broadcasting method in each
strip of rand. It is continued upto two years
and later on abandoned. After harvesting
the crop the Garos come to native place
and celebrate Wangara festival. This
festival is alike to Assam’s Bhogali bihu.
Full of merriment, this festival continue
for 4 or 5 days. The old and young drink
“Tu” and enjoy through dance and songs.

Before independence the Garos were
the fore-bearers of ancient culture. Urbani-
zation prevalent before independence was
the result of the enthusiasm of the Christian
Missionaries. After independence with the
beginning of democracy the Garo culture
took a new turn.With the establishment
of Garo Hill District Council, a radical
change took place in their system of
education. The standard of education
started to improve. They became more and
more interested towards higher education.
The number of letters increases. This
interesting urge for higher education
created the atmosphere for establishment
of higher educational institutions.

Urbanization and its impact :

The term urbanization stands for the
process of being urban. In other words, it
is a demographic process by which an
increasing portion of population of a
region or a country lives in urban areas.
The head quarter Tura has been fast
developing into an important town.
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However, though there was not even a
single class II city in Meghalaya, the
educated people become more and more
interested in trade and commerce than
agriculture. The influence of urbanization
is seen in their life style. Urbanization has
changed their customs and culture. The
pains and miseries of the old transport
system have gone and modern transport
system brings home modern culture even
in the remote areas. Gradually urbani-
zation started spreading into the villages.
The new trend completely transformed the
socio-economic life of the Garo people.

Impact of the process of urbanization
has made vast change in the socio-
economic atmosphere of the Garo society.
Already it has been mentioned that one of
the primary needs of livelihood transpor-
tation becomes improved in Garo Hill
District which made the people adjusted
with the outer improved societies. Besides,
it made urbanization easier. Improved
communication facilities made the people
connected to the outer world and outer
systems of livelihood methods, habits and
trends. So, the people started using modern
conception of utility and implementation,
which made the process of urbanization
fast-growing. The impact rapidly seen
reflected in every aspect of the Garo society,
i.e., in dress, cuisine, lifestyle etc. It made
them change their old habits and methods
of earning livelihood. It should be
mentioned here that in accordance to the
census of 1971, Tura and Jowai are two
class III towns in Garo Hill District having
45,677 and 20,713 population respectively.
Besides Tura and Jowai, a number of
smaller towns and sub-urban habitations
have been growing in the district with the
course of time.

Urbanization’s impact is seen in the
field of habitation primarily. Occupational
changing made some people live compact
leaving their hereditary livelihood means,
like agriculture. So, many of the Garo
people have already left village and village
life. Parallely they left old fashioned liveli-
hood equipments. In social traditional
sector, matrilineal Garo people become
less and less matrilineal as the men become
more and more advanced and indepen-
dent. As instance, former chief minister
of Meghalaya P A Sangma’s father was D
C Marak and his mother was C A Sangma.
But P A Sangma’s sons are Conrad Sangma
and James Sangma and his daughter is
Agatha Sangma. Urbanization brought
this type of social customary changing in
the Garo society.

Vast changing has been brought in the
field of the Garos’ livelihood occupation,
agriculture. They have been following
shifting cultivation method since the time
immemorial, called Jhum cultivation.
However, the process of urbanization
made them bound gradually to lessen the
method, as the process made them aware
that shifting cultivation is harmful for
Environmental legacy. Still there is a
percentage of jhum cultivation there, but
it is beyond estimate as especially banana
cultivation has started by a number of
Garo people and also they initiated some
other kinds of permanent natured crops
farming in their land, like orange, litchi,
coconut , cashew nut, areca nut, black pepper,
cotton, sal, bamboo etc. Floriculture is one
area which is gaining popularity among
the farmers. It is noticeable that the Garo
farmers mainly adopted agro-forestry
farming technique for their early income
generation activity and livelihoods.
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Conclusion :

Meghalaya has a very slow growth of
urban population. The Garo Hill is not the
exception. The slow growth of industrial
sector is the main cause of the slow
process of urbanization in the district Garo
Hills. The Tura town is growing in the
basis of tertiary rather than secondary
sector. The district headquarter is becoming
more and more diversified in its functions.
This, of course, is a healthy trend. If more
agro-based and forest-based industries are
developed, the process of urbanization
may get accelerated. It is, therefore,
imperative to pay attention towards the

establishment of industrial units at the
appropriate places in the Garo Hill district.
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The behavioral patterns of the majority
of Indian woman are constructed through
social conditioning where they are condi-
tioned by a power structure that dominates
their life. As Butler points out the cultural
association of mind creates distinction that
maintains an implicit gender hierarchical
which is conventionally “produced, main-
tained and rationalized” (Butler, 1990, p.
12). India holds long history of patriarchy,
where men exercised authority over women
in familial and societal contexts. These
patriarchal dominance influenced the
framing of women prioritizing family and
responsibilities over the need of her ‘self’.
As stated in Foucault’s theory of power
exertion, power frames the ideology of
right and wrong through literature and
rules. A form of panopticon mechanism
automatizes power and the other where the
presence of ‘other’ is thoroughly recog-
nized and maintained. Power “objectifies
those on whom it is applied”(Foucault,
1977, p. 220).The myths of Sita and
Savitri in an Indian societal context
reaffirmed the patriarchal rule through
gradual conditioning. Manu’s idea ‘Na
Sthri Swathantramarhathi’ (Women never
deserve freedom), is celebrated in this
conditioned mind where women is celeb-

rated as Goddess, hiding the reality that
these specifications target her position as
‘second sex’ who is to be protected. “Social
discrimination produces in women moral
and intellectual effects so profound that
they appear to be caused by nature”
(Beauvoir, 1972, p.18). The conditioned
society normalizes the second state of
women where the real desires of her
unconscious are left unrepresented in the
mainstream society. Her conditioned state
as ‘other’, places her in an asymmetrical
relationship with the self. This self/ subject
duality creates a conflicted state in her
where she is haunted with her desires which
is restricted by her conscience conditioned
through power. Quoting Freudian’s defini-
tions, her unsatisfied and unrepresented
desires are repressed to the Id (unconscious)
and she is placed in a conflict between Ego
and Id where she tries to satisfy her
unconscious desires by rejecting the
conditioned state. The conflict between
the conditioned suppression and the desire
for self assertion has been the theme of
many writers who challenged the traditional
subjectified roles of women. Chitra
Banerjee Divakaruni’s writings portray the
struggles in challenging the conditioned
life of women outside the threshold of
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their confined space where their unrepre-
sented desires are revealed. This paper
intends to discuss how the confined
characters in The Vine of Desire challenge
their conditioned and suppressed state
creating a space of their own, where their
unrepresented desires are attained.

The Vine of Desire portrays the inner
conflict of women who are caught
between the rigid rules of tradition and their
urge to escape from it. The two female
protagonists, Sudha and Anju are torn
within their professional interests as their
domestic life rooted in demands never
favors their desires. The characters are
fixed in the imagined expectations of
patriarchal thoughts and their struggles for
independent space places them in an
alienated state. The recollections of the
two women echoes the toxic conditioning
patriarchal society has inflicted upon them
where they recapture their past as, “How
we grow addicted to our tortures!”
(Divakaruni, 2003, p. 57). The institution
of marriage places the characters in
demands of performing duties in accor-
dance with the said expectations. The
mechanical familial responsibilities place
the characters as passive objects where
they remained away from their real self.
The demand to survive creates a shift in
their conditioned thoughts where the
characters replace themselves to a new
place that favored their needs and interests.
The shift transforms them from their state
as passive agents in the first phase of their
lives to active agents of their own selves.
Sudha’s recollection of scrubbing the color
of marriage from her forehead reflects her
deep desire for freedom. She braved the
rules of the new continent as “she wanted
more in life than a man to take care of
her” (Divakaruni, 2003, p. 129). From the

submissiveness to which she was pasted
Sudha regenerates to a new woman who
is capable of saying ‘no’. She feels herself
relieved as her daughter in the new space
will never get chained with demands and
rules. “... In India this stubbornness would
have been a disadvantage, something to
be scolded- even beaten-out of a girl. But
here she’s not sure... (Divakaruni, 2003,
p. 130)”.The geographical dislocation to
the new space and new social surroun-
dings liberate her from the conditioned
thoughts. She strongly keeps her daughter
away from the conditioned framings to
which she was once victimized to. She
never longs for a return to her home land.
“... I can’t go back to India, to the way I
was. Helpless, dependent- I can’t love like
that. I can’t bring up my daughter to think
that is how a woman needs to live”
(Divakaruni, 2003, p. 104). All the rules
are different in America, and she knows
none of them yet” (Divakaruni, 2003, p.
61)

Her deliberate rejection of social rules
can be seen in her divorce, her dislocation
to America and her sexual relationship
with Sunil, her cousin Anju’s husband.
Through her divorce, Sudha challenges
the rules of the society which placed her
in restrictions and demand. She tries to
dislocate herself to a new space where she
gets acquainted with the rules of a new
world especially through Sara. She felt
herself fixed in a “strange responsibility”
(Divakaruni, 2003, p. 36). The new space
makes her identify and realize herown
desires

Sudha’s desire to gain the independent
space is revealed when she rejects the
demand of her family to abort her baby
only because that it is a girl. Against the
wishes of her mother-in-law she gives
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birth to Dayita and divorces Ramesh, who
never considered her desire. Her migration
to new land uproots her thoughts not only
from her ruined marriage, but also from
the ruined laws rooted in expectations and
demands of a society that favored patri-
archal thoughts. The new rules in the new
space teach her confidence to follow the
call of her inner self by rejecting the
conditioned thoughts to which she is
ingrained to. Through her sexual relation-
ship with Sunil she creates a new space
free from societal judgments. She strives
for a liberated space with more relations
but she feels being caught in a “wounded
self”(Divakaruni, 2003, p. 91), as she feels
herself unsuccessful in satisfying her
maternal instinct. She rejects Sunil’s
proposal as she was inclined more towards
an independent space. She couldn’t
succumb her emotions before his desire
and she says that his desire slashes her
body like a soul. She couldn’t withhold
herself completely from the conditioned
thoughts of morality and immorality and
her escape from Anju’s house is the result
of these conflicting emotions. As Kate
Millet observes, gender is “the sum total
of the parents’, the peers’, and the culture’s
notions of what is appropriate to each
gender by way of temperament, character,
interests, status, worth, gesture and expression”
(Millett, 1971, p. 31). Sudha defines her
past conditioned life as the product of
many desires shaped by her mother,
mother in law, husband and all who
surrounded her. She was conditioned by
the core demands of,” ... family honor ...
respect. Passion” (Divakaruni, 2003, p.
243). Though placed in a new space out
from restricted conditioned duties she
couldn’t attain an absolute escape from her
past thoughts. Though she tries to alienate

herself from the past, the ruins of past
haunts her. She recollects her state in the
past as “... I never had a home, only
delusions of belonging...”(Divakaruni,
2003, p. 290). She realises how her state
as a women was targeted to the
conditioned roles that never considered
her will or desire.

Sudha’s life with Dayita in the new
land places her in the space of new
possibilities where she defines herself as
new. But an absolute escape from her roots
is not attained. She longs to go back to
India, but is determined that she can make
it a new land. She wishes herself to be in
her roots without “... the weight of old
memories”(Divakaruni, 2003, p.321).
Liberating herself from the conditioned
expectations she is determined not to
depend on anyone again. Even though she
acts according to her desire she couldn’t
achieve an absolute escape from her
conditioned framing. The societal condi-
tioning to which she was subjected to in
her life creates the framings of right and
wrong which lies contrary to her desires.
By eloping to Myra’s house she tries to
escape from her own guilt created from
the conditioned thoughts. Her urge to
synchronize with her desire can be seen
in her words “I have given up sacrificing
myself for others. It leaves you with the
worst hangover” (Divakaruni, 2003, p.
92). She tries to attain herself, by living
not as an image, but as herself before the
society. Sudha, in the first phase of her
life is caught in the conditioned expecta-
tion where she is chained as an image. Her
life in America introduces before her the
new possibilities where she could satisfy
her desires. She gradually shifts from the
created image of society. Though the
sudden cultural shift in the new land
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confuses her at first, she adapts herself to
the change. Sara’s life teaches her the need
to be independent economically, emotio-
nally and physically. She realizes the need
for maintaining her own bank account and
she finds out her own ways to make it
where through she tries to assert an
independent space for herself.

The novel lays bare the intricacies of
emotional pangs to which the characters
are subjected to because of getting targeted
as a domestic object. Anju the other female
characters is also the product of social
conditioning where even her emotions are
controlled by the conditioned thoughts.
Anju’s hysteric state because of her son’s
death and Sudha’s possessive attachment
towards Dayita can be read as the effects
of conditioned targeting. While Anju
spends most of her time in college and
creative writing, the traditional patriarchal
thoughts in Sunil’s mind couldn’t resist
questioning her. Anju’s liberated self
questions Sunil, “Why are you being so
obsessively patriarchal?”(Divakaruni,
2003, p.158). She sarcastically comments
on how an Indian woman is trained to be
a martyr quoting the life of “...so many of
our Indian heroines. Sita, Savitri,
Damayanti. It’s like they all trained at the
same academy, got the same M.R.S
degree... short of martyrs” {Divakaruni,
2003, p.160).Though trying to escape
from the confinement of domestic space,
she faces the challenges resulting from the
conditioned framing of patriarchal
judgments. “It is always like that, one
rule for you, another for me. Why?”
(Divakaruni, 2003, p. 70). Her resistance
to the long subjectified state is seen when
she announce, ‘owed it to myself’. Anju’s
experience in the new world fills her with
the expectations of her ‘self’ identity

where she longs for an escape from the
domesticated status to which she was
subjected to. Her journey from Calcutta
to America replaces her from the framed
identities of the societal needs to her ‘self’
identity where she explores the possibilities
of new world and creates her own space
apart from the stereotypical roles created
by the society based on demands.

Anju’s reversal from the stereotypical
roles in her life can be seen in her decision
in rejecting all life demands rooted in the
objectified status of women. While Sunil
considers Anju as a sexual object to satisfy
his needs, Anju purposefully maintains a
distance with him which results in distur-
bances in their relationship. She rejects the
proposal of Sunil that one share of his
salary will be deposited in their joint bank
account. She builds her own space in her
apartment and manages herself with the
meager income that she gets from her job.
She struggles to escape from the confine-
ment of all emotional restrictions imposed
on her through the institution of marriage
which she realises as a social commitment.
She teaches herself to be practical by
battling with the world of struggle and
loneliness.

Apart from the women characters
Sudha and Anju who embrace the change,
the narration also projects the elder gene-
ration of stereotypical women characters
like Pishi, Nalini, and Sunil’s mother who
live not for themselves, but for the family.
In contrast to the stereotypical wives and
mothers who silently bear victimhood,
Anju and Sudha exemplify change through
their lives as independent survivors. The
character Myra, the American wife of an
Indian husband Trideep, in whose house
Sudha goes for job, is the representative
of women who judge her life away from
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the rules of conditioned thoughts. Quoting
Simon De Beauvoir in The Second Sex,
marriage and motherhood are not happy
experiences for women in a patriarchal
society because it traditionally serves the
interest of male. Beauvoir in The Second

Sex states that men are not the absolute
reason for the oppression of women,
because some women accept inauthentic
roles determined for them by patriarchal
ideology. Pishi and Nalini are the charac-
ters who support patriarchal ideology,
while Anju, Sudha and Myra are voices
of new thought that announce change.
Sudha’s immigration to America can be
read as an escape from her family which
narrowed down her interest and desire.
Her shift to the new land provided her the
possibilities to explore the real self which
remained chained in the created defini-
tions of society. She alienates herself from
all experiences of her past life and decides
to move to an unknown land with Trideep’s
father where she can conceal her identity.

In order to forget the bitter experiences of
her married life, Anju creates an imaginary
world with Prem, her unborn son. All the
oppressed desires of women characters
portrayed turns fulfilled in the adopted
land. The new land provides them with
the possibilities of challenging the traditional
roles assigned on them by the patriarchal
power society, where they deconstruct the
constructed definitions of society to
endorse and experiences their real self.
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jmeKeeve keâe keâekÙe-}eskeâ yeveece }eskeâ keâekÙe
[e@Ê }#ceerkeâevle Ûebos}e

men heÇeOÙeehekeâ efnvoer
DeJeOes<e Øeleehe efmebn efJeMJeefkeÅee}Ùe, jerJeeb, ceÊØeÊ

Yeefòeâ Deewj DeemLee keâe heÇeyeuÙe efkeâmeer efmeæ ke
ÛewlÙe heg®<e ceW ner heeÙes peeles nQ pees pevcepeele Yeer nes
mekeâles nQ Deewj efkeâmeer ceW osMe, keâe}, meceepe Deewj
heeefjkeeefjkeâ mebjÛevee-mebkeâuhevee mes DevegheÇeefCele lees keâYeer
heefjkesMe Deewj heefjefmLeefle Yeer GllejoeÙeer nesles nQ~ keâe}
keâer ieefle ceW Ssmee ner #eCe Deelee nw peye mewÙÙeo
FyeÇeefnce jmeKeeve Yeefòeâ keâer Deefkej} œeesleefmkeveer heÇkeeefnle
keâjles nQ leLee jÛe osles nQ DeemLee keâe Yeeke }eskeâ,
efkeÛeejeW keâer DeeOÙeeeflcekeâlee Deewj keâuhevee keâe keemleefkekeâ
ef#eeflepe~ Ssmeer keâuheveeMeer}lee ceW meiegCe yeÇÿe keâe
DeÉwle GYejkeâj meeceves Deelee nw efpememes DeefKe} ceevekelee
mebkeâefuhele nesleer Deewj peeefle-hebLe, jeie-jnmÙe Deeefo mes
Thej ceevekeerÙelee keâe GÛÛeeoMe&~

efnvoer DevegMeer}ve, pevekejer-ceeÛe& leLee DeheÇw}-
petve 2021, Debkeâ 1-2, ke<e&-63 kesâ mebkeeo }sKe ceW
mebheeokeâ ØeesÊ vejsvõ efceße OÙeeveeke=â<š keâjeles ngS ef}Keles
nQ- ‘‘efnvoer meeefnlÙe kesâ Fefleneme ceW meke&eefOekeâ cegefmuece
keâefke Yeefòeâkeâe} ceW ngS~ jppeye, peeÙemeer, jnerce Deewj
jmeKeeve kesâ yeeo kesâ nQ~’’1 efveefMÛele ner jmeKeeve ke=â<Ce
Yekeäle keâefke nQ~ kes Yeefòeâ Deeboes}ve kesâ yeÌ[s Deewj efkeefMe<š
keâefke nQ~ kes Skeâlee kesâ ieeÙekeâ Deewj mecejmelee kesâ
meeOekeâ Les~ Ùener Gvekeâer Yeefòeâ keâe meej Lee~ DeleSke
Fme ceneve osMe keâes Skeâ yeveeS jKeves kesâ ef}S Yeefòeâ
kesâ De}ekee keâesF& otmeje ceeie& venerb Lee~ Fmeef}S jmeKeeve
ke=â<Ce}er}e keâe ieeÙeve keâjles ngS heÇsce, ceeveke-heÇsce keâer
De}Ke peieeF& Deewj Ssmee }eskeâ ieÌ{e efkeâ ken heÇsce keâekÙe

kesâ Fefleneme ceW Decej nes ieÙee~ Yeefòeâ Deewj heÇsce keâe
Ssmee mecevkeÙe efkeâ veÙee keâekÙe }eskeâ efveefce&le nes peelee nw
levolej Ùes jÛeveeÙeW }eskeâ keâekÙe keâer DeeOeejYetefce yeveerb~
Ssmeer Skeâlee Deewj mecejmelee keâe meceenej keâj peerkeve ceW
ceeveke heÇsce, heÇke=âefle heÇsce keâes mekeexheefj yeveeÙee~ Ùen
Gvekeâer }eskeâ he#eOejlee nw, heÇscelelke keâe DeewoelÙe nw~

YeejleerÙe DeOÙeelce heÇsefjle meebmke=âeflekeâ hejcheje ceW
Skeâ DeOÙeeÙe Fm}ece keâe Yeer nw~ Fm}ece meble keâefkeÙeeW
keâe DeeOÙeeeflcekeâ efÛebleve YeejleerÙe }eskeâ keâes veÙes ™he ceW
ieÌ{lee nw Ùeeefve YeejleerÙe meebmke=âeflekeâ hejcheje keâes ieefleMeer}
Deewj efkekeâemeceeve yeveeves ceW cegefmuece keâefkeÙeeW keâe efkeefMe<š
Ùeesieoeve jne nw~ Fmeeref}S efÛeblekeâeW keâes keânvee heÌ[e
efkeâ- ‘‘YeejleerÙe efkeÛeejeOeeje keâer DeOÙeelce heÇsefjle meebmke=âeflekeâ
hejcheje efvejvlej ieefleceeve Deewj efkekeâemeesvcegKe jner nw~’’2

efveefke&keeo melÙe nw efkeâ jmeKeeve cegefmuece Oece&eke}byeer
neskeâj Yeer meiegCe-meekeâej yeÇÿeekeleej ßeer ke=â<Ce keâer
}er}e }eskeâ keâe hejeÙeCe keâjles ngS DevegÙeeefÙeÙeeW keâe
ceeie& heÇMemle efkeâS Deewj keâns efkeâ-

‘‘ceeveg<e neQ lees kener jmeKeeve yemeeQ efceef}
ieeskegâ} ieeBke kesâ ikeejve~

pees hemeg neQ lees keâne yeme cesjes ÛejeQ efvele vebo
keâes Oesveg cebPeejve~

heenve neQ lees kener efieefj keâes pees OeÙe&eW Ú$e
hegjvove Oeejve~

pees Keie neQ lees yemesjes keâjeQ efceef} keâeef}voer
keât} keâocye keâer [ejve~’’3
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Ùen heÇmebie mebmeej kesâ SkeâerkeâjCe keâe Devet"e heÇÙeeme
nw Fmeef}S ceewef}keâ lees nw ner ceeefce&keâ Yeer nw~ leye
kÙekemLee mechevve DeeOÙeeeflcekeâ DevegYetefle GlheÇsefjle efÛeblekeâ
[e@Ê jeOeeke=â<Ceve keâes keânvee heÌ[e efkeâ- ‘‘heÇke=âefle ves
Deveskeâ peeefleÙeeB yeveeF& nw, efpevekeâer Yee<eeSB, Oece& Deewj
meeceeefpekeâ hejchejeÙeW efYevve nQ Deewj Gmeves ceveg<Ùe keâes
Ùen keâece meeQhee nw efkeâ ken ceeveke peieled ceW kÙekemLee
Glhevve keâjs Deewj peerkeve keâe Ssmee jemlee Keespe efvekeâe}s
efpememes efkeefYevve mecetn Deehemeer celeYesoeW keâes n} keâjves
kesâ ef}S ye} keâe heÇÙeesie efkeâS efyevee Meebeflehetke&keâ jn
mekesâb~’’4 peneb Ssmee Yeeke efveefnle nesiee kenerb kÙeefòeâ
meewneõ& Deewj ieewjke kesâ meeLe jn mekeâlee nw Fmeef}S
jmeKeeve keâeef}voer, keât}, keâocye kesâ DevegheÇeme ceW Ssmeer
}er}e }eskeâ keâe efkeOeeve efkeâS nQ efkeâ ceveg<Ùe keâer FÛÚe
njoce Deehemeer celeYeso meceehle keâj mecejmelee ke MeebeflehetCe&
{bie mes jnves keâes Glkeâbef"le nw~ ‘‘Skeâ keâesefMeMe Ùen Yeer
nesleer nw efkeâ ceevekeerÙe mebmke=âefle ceW efkeâmeer heÇkeâej keâer
Ûeesš ve hengbÛes Deewj ceevekelee Deefceš jns, ceevekelee ceW
veF& Ûeslevee DeeS~ mebleeW Deewj meeefnlÙekeâejeW keâer keeCeer
Ùener Ûeslevee }skeâj Deeleer nw~’’5

efHeâj pees Skeâ yeej Gme }eskeâ ceW Dee peelee nw ken
keâYeer keeheme peeves keâe veece venerb }slee yeefukeâ nj peerkeve
ceW DeLekee nj pevce Gmeer kewYekeer }eskeâ keâes heÇehle keâjves
keâer jš }ieelee nw~ ceveg<Ùe kesâ De}ekee Flej peerke Yeer
Gmeer }er}e }eskeâ ceW pevceves keâer DeefYe}e<ee jKeles nQ~
Ùener heÇsce keâer Deiecelee nw, Deveblelee nw, De}ewefkeâkeâlee
nw~ heÇsce }eskeâ ceW Ssmee melÙe DeemLee keâe keâejkeâ yevelee
nw, efpemes jmeKeeve yeÌ[s Ûeeke mes Deheves Fme oesne Úbo
ceW efve™efhele keâjles nQ-

‘‘heÇsce Deiece Deveghece, Deefcele, meeiej meefjme yeKeeve~
pees Deekele Fefn ef{bie yengefj, peele venerb jmeKeeefve~’’6

keäÙeeWefkeâ Fmeer ceW Skeâlee, mecejmelee ke mecevkeÙe
keâe Yeeke efoKeeF& oslee nw leLee meceepe ÂÌ{ mebkeâefuhele nes
heelee nw~ }eskeâ ceÙe&eoe Skeb Yeefòeâ-Yeeke keâer De}ewefkeâkeâlee
ceW heÇsce Deewj peerkeve heÙe&eÙe nes ieS nQ yeefukeâ F&Mkej keâer
meeOevee keâe Deveghece Dee}cyeve nes ieS nQ~ DeleSke Ùen

keânvee DeefleMÙeesefòeâ venerb nesiee efkeâ jmeKeeve keâer Yeefòeâ
meeOevee keâe kewefMe<šdÙe efvelÙe Skeâjme ke mecejme keâer
mebkeâuhevee mes DeeefkeYe&tle nw~ Â<škÙe nw Gvekeâer Yeefòeâ-
meeOevee keâer De}ewefkeâkeâlee ceW -

‘‘Deefle met#ce, keâesce} Deefleefn, Deefle helejes, Deefle otj~
heÇsce keâef"ve meye leQ meoe, efvele Fkeâjme Yejhetj~’’7

Fme met#ce Deewj keâef"ve keâer meelelÙelee meoe vesn
keâer jerle mes Deeh}eefkele neslee nw Fmeef}S peerkeve keâe
heÇsceceÙe Deewj YeefòeâceÙe mke™he keâefke ceÙe&eoe keâe meeOÙe
yeve peelee nw~ Ssmeer efokÙe Deewj menpe heÇsceevegYetefle
jmeKeeve kesâ mebkesoveMeer} ùoÙe keâe kewefMe<šdÙe nw~ DeleSke
peerkeve kesâ Skeâjme, mecejme leLee mecevkeÙe keâe yeÌ[e ner
mešerkeâ heÇceeCe efvecve hebefòeâÙeeW ceW osKee pee mekeâlee nw-

‘‘Fkeâ Debieer efyeveg keâejveefnb, Fkeâjme, meoe meceeve~

ieveQ efheÇÙeefnb meke&mke pees, meesF& heÇsce heÇceeve~’’8

Fmeef}S mebmeej kesâ meeefnlÙesefleneme ceW jmeKeeve kesâ
keâekÙe-}eskeâ Ùee }eskeâ-keâekÙe keâer efcemee} oer peeleer nw,
Ùen keânles ngS-

‘‘Oetefj Yejs Deefle MeesefYele mÙeece pet keâwmeer yeveer
efmej megvoj Ûeesšer~

Kes}le Keele efHeâjQ Debievee heie hewpeefveÙeeb keâefš
heerjer keâÚewšer~

kee Úefke keâes jmeKeeve efke}eskeâefle keejle keâece
keâ}e efveefOe keâesefš~

keâeie kesâ Yeeie yeÌ[s mepeefve nefj neLe mes }s ieÙees
ceeKeve jesšer~’’9

DevegYetefle keâe Ssmee ceeefce&keâ mebmeej Fvekesâ }eskeâ
keâekÙe keâer ceewef}keâlee lees nw ner De}ewefkeâkeâlee keâe Yeer
heÙe&eÙe yevee ngDee nw~ }eskeâ ceÙe&eoe keâer Ssmeer De}ewefkeâkeâlee
Skeb DeeOÙeeeflcekeâlee mes hee"keâ kesâ ceeveme ceW DeemLee keâe
ienje }eskeâ Dee}esefkeâle neslee nw efpemes Deheves keâb" ceW
efvece&} Yeeke mes iegveiegveelee nw ‘heÇsce Deiece Deveghece,
Deefcele, meeiej meefjme yeKeeve~’ Fme lejn }eskeâ YeekeeW
keâes hetjs meewvoÙe& kesâ meeLe efmejpeles nQ efpememes œeeslee ke
hee"keâ kesâ ceve ceW Yeefòeâ-DeemLee keâe leppevÙe Yeeke
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heÇmHeâgefšle neslee nw~ osefKeS -

‘‘ieeke iegveer ieefvekeâe iebOeke&, Deew meejo, mesme,
meyew iegve ieekele~

veece Deveble, ieveble, ievesme pÙeeQ, yeÇåcee,
ef$e}esÛeve heej ve heekele~

peesieer peleer lehemeer De® efmeæ, efvejvlej peeefn
meceeefOe }ieekele~

leeefn Denerj keâer ÚesnefjÙeeb ÚefÚÙee-Yeefj ÚeÚ
hew veeÛe veÛeekele~’’10

}eskeâ }er}e keâe Ssmee keâuhevee }eskeâ peneb meye
kegâÚ MeeMkele Deewj melÙe nw~ Ùen meeOe DeefKe} meceepe
kesâ ef}S Ùegieevlekeâejer mebosMe nQ keäÙeeWefkeâ peje-meer kemleg
kesâ ef}S ßeernefj ve=lÙe keâjles efoKeeF& osles nQ~ Ùen ‘ve=lÙe’
}eskeâ }er}e keâe kewYekeer hegš nw efpememes veeÛe-veeÛe ceW
jeme keâe Yeeke Glhevve neslee nw~

efHeâj Gvekesâ keâekÙe }eskeâ ceW Skeâ heeefjkeeefjkeâ mebkeâuhevee
efoKeeF& osleer nw efpemeceW Yeefòeâ Deewj }er}e keâer efkeheg}lee
nw~ efveefMÛele ner jmeKeeve Fmekesâ DeeoMe& keâefke lees nQ ner
meelelÙe kÙeefòeâlke Yeer nQ~ Fmeeref}S efkeMke ceevekelee keâes
mebosMe osles ngS keâns efkeâ-

‘‘uee} keâer }epe Úšer yeÇpe }esie Devebefole vebo
yeÌ{dÙeew Devnekele ~

ÛeeFve Ûee™ yeOeeFve }w Ûengb Deewj kegâšgcye
DeIeele ve Ùeekele~

veeÛele yee} yeÌ[s jmeKeeve Úkesâ efnle keâent kesâ
}epe ve Deekele~

lewmeesF& ceele efheleeG }¢eew G}¢ees kegâ}keâer kegâ}
ner heefnjekeled~’’11

Ssmee ner DeeOÙeeeflcekeâ }eskeâ Deveskeâeveskeâ Meyo
efkeOeeveeW mes Deehetefjle nw efpemekeâe DeeoMe& GoenjCe Fve
hebefòeâÙeeW ceW osKee pee mekeâlee nw-

‘‘Deefle }eskeâ keâer }epe mecetn ceQ Úesefj keâw jeefKe
Lekeâer yengmebkeâš meeW~

he} ceW kegâ}keâeefve keâer cesÌ[ veKeer veefnb jeskeâer
®keâer he} kesâ heš meeW~~

jmeKeeefve meg kesâlees GÛeeefš jner GÛešer ve
mebkeâesÛe keâer DeewÛeš meeW~

Deef} keâesefš efkeâÙeew nškeâer ve jner Deškeâer
DebefKeÙeeb }škeâer }š meeW~’’12

Fme meboYe& ceW ßeer Dejefkebo keâe DeeOÙeeeflcekeâ cele
efmeæ meccele peeve heÌ[lee nw- ‘‘ùoÙeiele Yeeke efpelevee
DeefOekeâ ienje nesiee, Yeefòeâ efpeleveer DeefOekeâ leerkeÇ nesieer,
Gleveer ner DeefOekeâ efmeefæ Deewj ™heevlej keâer Meefòeâ
Glhevve nesieer~’’13 efveefMÛele keâer Gvekesâ keâekÙe }eskeâ
keâe melÙe hejkeâerÙee veeefÙekeâeDeeW keâes efkeefMe<š mLeeve osves
ceW nw~ GvnW ner veŸeefÙekeâe keâer heokeer mes efkeYetef<ele efkeâÙee
ieÙee nw~ meceepe hejkeâerÙee keâes Fme mLeeve kesâ ÙeesiÙe venerb
ceevelee efkeâvleg jmeKeeve ves hejkeâerÙee veeefÙekeâe (hej heg®<e
mes heÇerefle keâjs Gmes hejkeâerÙee keânles nQ- pewmes ieesefheÙeeb) keâes
mLeeve efo}eÙee~ Ùen }eskeâ keâefke-keâekÙe }eskeâ kesâ ner
yetles keâer yeele nw~ Fvekesâ keâekÙe keâer Ùen ceewef}keâ Devegke=âefle/
DevegYetefle nw~ jmeKeeve Gme veeefÙekeâe keâe efÛe$e Gkesâjs
efpemes }eskeâ Deheveer Âef<š mes osKelee nw Deewj jmeemkeeove
keâjlee nw-

‘‘keâen keântb mepeveer mebie keâer jpeveer efvele yeerlew
cegkegâvo keâes nsjer~

Deekeve jespe keânw ceve Yeekeve Deekeve keâer ve
keâyeeQ keâjer Heâsjer~

meewleve Yeeie yeÌ{dÙeew yeÇpe ceQ efpeve }tšle nw efveefme
jbie Ievesjer~

cees jmeKeeefve ef}Keer efkeOevee ceve ceeefj keâw Deeheg
yeveer neQ Densjer~’’14

}eskeâ keâer heÇsceeefYekÙebpevee keâes Ye}erYeebefle peeveves kee}e
ner Ssmee ef}Ke mekeâlee nw DeLekee ÛewlÙe heg®<e~ jmeKeeve
Fmeer Ûeslevee kesâ meeOekeâ Les Fmeef}S ef}Kee efkeâ-

‘‘heÇsce cejce peevew efyevee, ceefjkeâesT peerkele veeefnb~’’15

jmeKeeve efke<eÙe kewefkeOÙe Deewj DeefYekÙebpekeâlee kesâ
keâefke nQ Fmeef}S Gvekeâe keâekÙe-}eskeâ, }eskeâ-keâekÙe
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yeve heÇscelelke keâer kÙebpevee keâjelee nw~ jecejleve Yešveeiej
‘Fm}eceer keâekÙe meceer#ee’ Meer<e&keâ efveyebOe ceW efÛebleve keâjles
ngS ef}Keles nQ efkeâ- ‘‘efke<eÙe Deewj DeefYekÙebpevee kesâ mebyebOe
ceW Ùen Âef<š efpemeceW meewvoÙe& keâes yeenj mes pegÌ[er kemleg ceeve
ef}Ùee peelee nw, efpemeceW keâ}ekeâeefjlee keâer heÇOeevelee nw,
ceewef}keâlee Ùee vekeervelee keâe Ùener DeLe& }sleer nw~’’16 Fmeer
heefjheÇs#Ùe ceW Yeefòeâkeâe} kesâ DeOÙesleeDeeW keâe cele nw efkeâ-
‘‘Oece& Skeâ Ssmee efke<eÙe jne nw efpeme hej ef}Keves ceW yeÌ[s-
yeÌ[s }sKekeâeW ves mebkeâesÛe efkeâÙee nw~ Fme efke<eÙe hej mebleeW ves
hen}er yeej keâekÙe kesâ ceeOÙece mes Dee}esÛevee keâer~ meYeer
celeeW, OeceeX kesâ meble keâefkeÙeeW ves mebkeâerCe&lee mes Thej G"keâj
ceeveke Oece& keâer mLeehevee oer~’’17

Fmeef}S jmeKeeve keâe keâekÙe-}eskeâ DeÆgle meewvoÙe&-
jnmÙe keâes GodIeeefšle keâjlee nw-

‘‘ieesjpe efyejepew Yee} }n}ner yevecee}S
Deeiew iewÙee heeÚw ikee} ieekew ce=og leeve jer~’’18

Fme lejn jmeKeeve kesâ keâekÙe }eskeâ ceW cele veneR
cenled keâer mebkeâuhevee nw, heÇsce Deewj peerkeve keâer mebkeâuhevee
nw, }eskeâ Deewj ceÙe&eoe keâer mebkeâuhevee nw~ Fmeef}S }eskeâ
ceve heÇsce-Yeefòeâ keâe kewjeiÙe ef}S DeeMee-DeemLee mes DevegheÇsefjle
nw~ jmeKeeve keâe keâekÙe }eskeâ peerkeve kesâ Glkeâš heÇsce keâe
keâekÙe nw Fmeef}S ken Skeâ meeLe }eskeâ keâekÙe Deewj heÇsce
keâekÙe yeve mekeâe nw~ Deheves keâekÙe }eskeâ ceW heÇsce keâekÙe keâe
ken efkeješ mebmeej jÛeles nQ pees Deiece, Deveghece, Deefcele
Deewj DeÆgle nw~ Demleg, jmeKeeve keâe }eskeâ keâekÙe heÇsce-
Yeefòeâ keâer Devegjbpevee keâjelee ngDee DeemLee Deewj efkeMkeeme
keâe }eskeâ jÛe oslee nw~ Fmeef}S Fvekeâe keâekÙe-}eskeâ,
}eskeâ keâekÙe keâe heÙe&eÙe yeve peelee nw~
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Introduction :

Amitav Ghosh’s novels are celebrated
for their intricate narratives that weave
together historical facts, cultural insights,
and mythological themes. Ghosh’s story-
telling is not merely an artistic endeavour
but a scholarly engagement with the cultural
and historical contexts of the regions he
portrays. His works often transcend the
boundaries of time and space, drawing
connections between disparate historical
events and contemporary issues. This
article aims to explore how Ghosh employs
myths and cultural narratives to address
themes of identity, colonialism and human
endurance.

Literature Review :

Several scholars have examined the
role of myth and culture in Ghosh’s novels.
According to Supriya Chaudhuri (2008),
Ghosh’s use of myth serves as a narrative
strategy to explore cultural identity and
historical continuity (p. 27). Priyamvada
Gopal (2009) argues that Ghosh’s
narratives deconstruct colonial histories
by embedding them within mythological
frameworks, thereby offering a counter-

narrative to dominant historical discourses
(p. 89). In The Hungry Tide, for instance,
Ghosh’s invocation of the Bon Bibi myth
highlights the cultural syncretism of the
Sundarbans (Saha, 2010, p. 112). These
studies underscore the significance of
myth in Ghosh’s works but do not fully
explore the breadth of its implications
across his oeuvre.

Methodology :

This study employs a qualitative
approach, analysing selected novels of
Amitav Ghosh through close reading and
textual analysis. The novels chosen for this
study include The Shadow Lines, The

Calcutta Chromosome, The Hungry Tide,
and The Ibis Trilogy. These texts are
examined for their thematic concerns,
narrative techniques, and the use of myth
and culture. Textual evidence is drawn
from these novels to support the analysis,
with citations provided for specific
passages. This methodology allows for a
comprehensive understanding of how
Ghosh uses myth and culture to construct
his narratives and critique historical and
contemporary issues.
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Myth as a Cultural Critique :

In The Shadow Lines (1988), Ghosh
uses myth to critique cultural and national
identities. The novel’s fragmented narra-
tive mirrors the fragmented nature of
memory and history. Ghosh employs the
myth of Tridib’s death as a symbolic
representation of the arbitrary and violent
nature of national boundaries. As Ila
states, “Every word I spoke was a lie”
(Ghosh, 1988, p. 56), highlighting the
disjunction between personal identity and
national history. In The Shadow Lines,
Ghosh uses myth to blur the boundaries
between past and present, reality and
imagination. The novel’s exploration of
memory and identity is deeply intertwined
with mythological references, which serve
to question and redefine cultural and
national boundaries. For example, the
recurrent references to the myth of the
partition and the “shadow lines” that divide
nations highlight the arbitrary nature of
these divisions (Ghosh, 1988, p. 55).

The Interplay of History and Myth :

The Calcutta Chromosome (1995)
presents a unique blend of science fiction
and historical narrative, using myth to
explore the boundaries of knowledge and
history. The novel revolves around the
myth of Murugan and the Calcutta
Chromosome, a mystical entity that offers
immortality. Ghosh’s narrative suggests
that history is not a linear progression but
a series of interconnected myths and
stories. As Murugan asserts, “Nothing in
this world is a coincidence” (Ghosh, 1995,
p. 102), emphasizing the cyclical nature
of history and myth. The Calcutta

Chromosome employs myth to explore
themes of knowledge, science and cultural
identity. Ghosh integrates elements of

Indian mythology with the history of
scientific discoveries, creating a narrative
that challenges Western notions of
knowledge and progress. The myth of the
eternal quest for knowledge, represented
by characters like Murugan, reflects the
blending of scientific pursuit with cultural
and spiritual dimensions (Ghosh, 1995, p.
132).

Cultural Syncretism and Identity :

The Hungry Tide (2004) delves into
the cultural syncretism of the Sundarbans,
using the myth of Bon Bibi as a central
motif.  Bon Bibi, a guardian deity
worshipped by both Hindus and Muslims,
symbolizes the cultural harmony and
resilience of the Sundarbans inhabitants.
Ghosh uses this myth to highlight the
region’s unique cultural identity. As Fakir
chants, “Bon Bibi, protect us” (Ghosh,
2004, p. 78), the myth becomes a powerful
narrative device that underscores the
community’s connection to their environ-
ment and heritage. In The Hungry Tide,
Ghosh draws on local myths and cultural
practices to highlight the relationship
between humans and the natural environ-
ment. The myth of the Bon Bibi, a forest
goddess who protects the Sundarbans, serves
as a cultural anchor for the characters’
interactions with their environment. This
myth underscores the symbiotic relation-
ship between the community and the
ecosystem, emphasizing the cultural
significance of environmental conserva-
tion (Ghosh, 2004, p. 201).

Myth and Colonialism :

In The Ibis Trilogy (Sea of Poppies

[2008], River of Smoke [2011], and Flood

of Fire [2015]), Ghosh uses myth to
critique colonialism and its impact on
cultural identities. The trilogy traces the
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lives of characters from diverse back-
grounds brought together by the opium
trade. The myth of the Ibis, a ship that
symbolizes both bondage and liberation,
serves as a metaphor for the colonial
experience. As Neel remarks, “The Ibis is
not just a ship, it’s a world” (Ghosh, 2008,
p. 345), encapsulating the transformative
and destructive power of colonialism.

Human Resilience in Myth :

Across Ghosh’s novels, myth serves
as a testament to human resilience. The
characters’ reliance on myths reflects their
struggle for survival and identity. In The

Hungry Tide, Piya’s journey is intertwined
with the myth of the Sundarbans, represen-
ting her quest for understanding and
belonging. Similarly, in The Ibis Trilogy,
the characters’ stories are woven into the
larger myth of the Ibis, highlighting their
resilience in the face of adversity.

Narrative Structure :

Amitav Ghosh’s narrative structure is
a distinctive feature of his storytelling,
often characterized by non-linear time-
lines and fragmented storytelling. This
technique is particularly evident in The

Shadow Lines , where the narrative
oscillates between different time periods
and perspectives. The novel’s fragmented
structure mirrors the fragmented nature of
history and memory, emphasizing the
subjective nature of historical narratives.
By doing so, Ghosh challenges the notion
of a singular, objective history, highligh-
ting how personal and collective memories
are interwoven.

In The Shadow Lines, for example, the
story of Tridib’s death is recounted
multiple times from different perspectives,
each time revealing new details and

nuances. This narrative fragmentation
reflects the idea that history is not a fixed
sequence of events but a mosaic of
individual experiences and memories. As
the narrator reflects, “Every word I spoke
was a lie” (Ghosh, 1988, p. 56), suggesting
the elusive and often contradictory nature
of memory and history. This approach not
only engages the reader in piecing together
the narrative but also underscores the
complex and multifaceted nature of
historical truth.

Myth as Metaphor :

In Ghosh’s novels, myths serve as
powerful metaphors for broader historical
and social processes. Myths are not merely
cultural artifacts but are imbued with
contemporary significance and used to
explore and critique societal issues. In The

Calcutta Chromosome, the myth of the
eponymous chromosome represents the
quest for knowledge and the mysteries of
human existence. The novel intertwines
this myth with the historical narrative of
Sir Ronald Ross’s discovery of the malaria
parasite, suggesting that scientific progress
is as much about myth and imagination as
it is about empirical evidence.

Ghosh uses the myth of the Calcutta
Chromosome to comment on the nature
of scientific discovery and its intersection
with cultural beliefs. As Murugan asserts,
“Nothing in this world is a coincidence”
(Ghosh, 1995, p. 102), the novel blurs the
boundaries between science and mytho-
logy, suggesting that our understanding of
reality is shaped by both rationality and
imagination. This metaphorical use of
myth challenges the conventional
dichotomy between science and myth,
emphasizing their interconnectedness in
shaping human knowledge.
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Cultural Hybridity :

Ghosh’s depiction of cultural syncre-
tism in his novels challenges the notion
of fixed cultural identities, highlighting
the fluid and hybrid nature of culture. In
The Hungry Tide, the Sundarbans region
is portrayed as a melting pot of diverse
cultural influences, where the myth of Bon
Bibi, a guardian deity worshipped by both
Hindus and Muslims, epitomizes this
cultural hybridity. The myth of Bon Bibi
serves as a unifying force, transcending
religious and cultural boundaries and
reflecting the region’s unique cultural
identity.

This cultural syncretism is illustrated
through the character of Fakir, who
embodies the harmonious coexistence of
different cultural traditions. As he chants,
“Bon Bibi, protect us” (Ghosh, 2004, p.
78), the myth becomes a living tradition
that shapes the community’s way of life.
Ghosh’s portrayal of such hybrid cultural
practices underscores the fluidity of
cultural identities and challenges the rigid
categorizations often imposed by colonial
and nationalist discourses.

Colonial Critique :

Amitav Ghosh’s novels use myth to
critique colonialism and its impact on
cultural identities and histories. In The Ibis

Trilogy (Sea of Poppies, River of Smoke,
and Flood of Fire), the myth of the Ibis
ship serves as a powerful symbol of
colonialism’s dual nature-both oppressive
and transformative. The Ibis, initially a
symbol of bondage for indentured
labourers, becomes a vessel of liberation
and new beginnings.

The trilogy explores the lives of
characters from diverse backgrounds
brought together by the opium trade, high-

lighting the interconnectedness of global
histories. The myth of the Ibis, as Neel
remarks, “The Ibis is not just a ship, it’s a
world” (Ghosh, 2008, p. 345), encapsulates
the complexities of colonialism, which
simultaneously destroys and reshapes
cultural identities. Ghosh’s use of myth in
this context reveals the multifaceted impact
of colonialism, challenging simplistic
narratives of colonial domination and
resistance.

Human Condition :

Myths in Ghosh’s novels reflect the
universal human condition, emphasizing
themes of survival, identity, and resilience.
Across his works, characters rely on myths
to make sense of their experiences and
navigate the challenges they face. In The

Hungry Tide, Piya’s journey through the
Sundarbans is intertwined with the myth
of the region, representing her quest for
understanding and belonging. The myth
of Bon Bibi provides a framework for
interpreting the dangers and mysteries of
the Sundarbans, offering both protection
and meaning.

Similarly, in The Ibis Trilogy, the
characters’ stories are woven into the
larger myth of the Ibis, highlighting their
resilience in the face of adversity. The
myth of the Ibis becomes a source of hope
and strength, enabling characters to endure
the hardships of their journey. Ghosh’s
portrayal of myth as a coping mechanism
and source of resilience underscores the
enduring relevance of myths in shaping
human experiences and identities.

Conclusion :

Amitav Ghosh’s novels offer a pro-
found exploration of the interplay between
myth and culture. Through his narrative
techniques and thematic concerns, Ghosh
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uses myth to critique historical and contem-
porary issues, preserve cultural heritage,
and explore the human condition. His
works challenge readers to reconsider the
boundaries between history and myth, and
to appreciate the rich tapestry of cultural
identities that shape our world. By inter-
twining myth with historical and cultural
narratives, Ghosh creates a multifaceted
literary landscape that invites readers to
engage with the complexities of identity,
memory, and resilience.
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Introduction and A Cursory Glance of

the Play :

The famous Bengali rhyme from
which the Pagla Ghoda’s leitmotif
originates, portrays the wild or mad horse
as an untamed force that is beautiful but
terrifying in its unbridled power. This is
the energy that the Woman who has never
experienced passion calls up again and
again. The careful, cautious masculine
characteristics who are afraid to take
chances for fear of social rejection are
quite different from this Pagla Ghoda.

(Katyal, 2015).

The play is piercingly sweet and
poignant love story that depicts harsh
realities of contemporary society where
we are living in. Its exploration of social
issues has also sparked important conver-
sations about the role of theatre in address-
ing societal problems (Bose, 2018). We
all are having some or other kind of wild
horses within us which we fail to
acknowledge. And these wild horses at
times make us to move in the direction
which we are unable to comprehend.
Sometimes we don’t come to terms with
the realities without knowing of serious
consequences that it may cause but it

happens inadvertently and unknowingly
which finally lead us to a secluded territory
where it becomes a curse to live with such
self chosen hydra headed monstrous
realities. The play’s structure is non-linear,
employing a fragmented narrative to
reflect the fractured nature of the protago-
nist’s mind and, by extension, the fractured
nature of society (Ghosh, 2015).

The playwright has beautifully blended
reality and fantasy that has made it a
surreal in nature and makes it feel what is
plausible is not there and what is not
plausible is in existence (Mukherjee,
2020). The turmoil, turbulence and inner
conflicts of all the four characters come
to the forth.

Dynamics and Complexities of

Relationships :

In the Story of Shashi and Malti :

Profession of Shashi : Govt.
Postmaster, Age : 44 approx, although he
was married but his wife had left him.
Later on he got to know that he was
married off secretly to some other guy.

Shashi: ........... Got to know that

stealthily was married off. (Sarkar, 2014,
p. 53-54).
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Nature : Coward, self conscious,
friendly in nature, dealing everyone with
courtesy.

Shashi, a simple and decent man of a
middle class, loves Malti but Malti is
scheduled to marry Pradeep, childhood
buddy and cousin of Shashi. She begs him
to wed her, calling Pradip a beast for
whom she can never care for, and even
showing him proof of her physical abuse.
Shashi sends her back to her misery
because he does not want any kind of
social disagreement. He is also not in
favour of making his image malign in front
of the society by accepting a married girl
of his own cousin. During their multi
confrontation, she questions :

Malti : Okay. Will depart. Earlier too

you threatened to depart and

had left. I had proceeded to the

path you had told me too. You

had always triumphed-always.

Shashi? Triumphed?

Malti : Why, haven’t you always won?

Havent’ you?

Shashi : What victory? Whose victory?

Malti : Yours, whose else. You have

always won whenever you have

fought with yourself. You have

got so much power that you

won. You never broke, shattered,

or blew away. You always won.

You haven’t tasted what defeat

is. ....... (sobbingly)

Okay i will leave. I very well

knew that you will tell me to

leave.You can’t deprive yourself

of the pleasure of your triumph.

(Sarkar , 2014, p. 40).

Malti : Know. Very well know. Pradip

is your friend, your brother,

your paternal cousin. With him

you spent since childhood...

Know... Very well know...

Everything I know..... (screams)

Only for this you will separate

me from you.... Only for this you

won’t marry me? For Pradip

only?....What if, without

Pradip? If there have been no

marriage negotiation with him

before, then?....Even then you

will......? (Sarkar, 2014, p. 49).

The conversation goes on between
Malti and Shashi, Malti raises the question
that you are deserting me for the simple
reason that you won’t be able to face
Pradip. I am not able to realise the fact
that you are disowning me simply because
of that person and for me and my
unflinching love you have no place.
Shashi responded thus:

Shashi: (in a firm voice) I won’t be able

to face myself not Pradip. I

won’t be able to happy neither

make you happy by tying the

nuptial knot in such a way.

Malti : Whether you marry me or not,

in no way I will be able to marry

Pradip. Even then you will

lose?

Shashi : Yes, even then.

Malti : Why?

Shashi : Becuse I won’t be able to forget

that for sake of me you have

destroyed the life of Pradip.

(Sarkar, 2014, p. 49-50)

After hearing Shashi’s response,
Malti collapses internally and accepts her
defeat forever. “She returns to her abusive,
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loveless situation but kills herself soon
after”. (Katyal 205- 206). And with these
dialogues of Shashi, here is the end of the
first act:

Shashi : None of you know? I know.

Seeing as a duty you entrust the

girl to me and within a year that

girl will burn herself after

sprinkling oil on her body. Then

we will accompany her burnt

body during the funeral

procession. And we cremate her

like this girl in the crematorium.

(Sarkar, 2014, p. 69).

In the Story of Himadri and Mili :

Himadri’s Profession : Private Tutor,
Age: approx 30, unmarried.

Nature : Stubborn, Idealist, suffers
from inferiority complex

This is the second story of the couple
Himadri and Mili that the playwright has
attempted to rewrite. Mili and Himadri
come from different backgrounds. Himadri
is the youngest of the male characters and
a private tutor teaches the brother of Mili
at her home. Mili comes from a very
affluent family. Belonging to a prosperous
and rich family Mili was very much
influenced by western culture and driving,
swimming, dancing, drinking, late night
parties all were sort of daily routine to her.
Once while late night spree she consumes
alcohol where coincidentally she had an
encounter with Himadri. He was furious
and gave her a dressing down. She
innocently promises to stop drinking but
wanted sometime. This led to a
conversation between them:

Mili : Himadri. I know... I know you...

But not able to do all the time.

The society in which I grew, saw

these people since childhood,

with whom I spent most of the

time....

Himadri :Why are you telling these things

to me, Miss Roy? I teach your

brother, If want to tell anything

regarding that then....or if I had

made any lapses there in, then...

say.

Mili : You can’t even bear my

ordinary fault, why? Daddy is

a big shot, this is my big fault,

isn’t it? (Sarkar, 2014, p. 61).

Born and brought up in a middle class
family, Himadri was bound by his
limitations, culture and ideologies. With
these things in mind, he decides not to
offer tuition to Mili’s brother and told her
that I am leaving your residence. All her
begging, pleas and request fell on deaf ear
and did not budge. Mili was shattered and
asked him to give his whereabouts but to
no avail. Love sick and broken, she drove
a car recklessly in inebriated condition,
hits a tree and meets with an accident and
succumb to her injuries.

Himadri :How much people know about

anyone? Do you know what it

is which people infer as a

strength of heart? Obstinacy-

the obstinacy of a stubborn

man. No body knows about it

as much as I know. (Sarkar,
2014, p. 33)

The tragic story of Mili and Himadri
very vividly portrays and brings to the
forth the cultural, social and ideological
differences of the characters and sends out
a strong message that this may lead to a
fatal end, where the characters may feel
like driven with guilt and remorse and torn
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between the realities and imagination.
Though love should transcends all
boundaries, cross all the hurdles and
overcoming all the social inequalities of
life, lead a way showing to the world that
love is supreme and platonic and it can’t
be extinguished but in sharp contrast the
story ruthlessly eliminates the love itself
and not the social setup.

Character of Satu :

Profession: Contractor, Age: 51,
unmarried. 

Nature : Straightforward, friendly,
physically strong, large hearted, vagabond,
low image conscious

Background : Travel to and fro after
leaving home since childhood .... I had

left home at the tender age of 15 only.

Since then have been in no contact with

home ... In between sometime night spends

in well adorned rooms. It incurs much

expenditure but that is the place to live

in. (Sarkar, 2014, p. 51-52).

Philosophy of not getting married:

He shares this feeling to Kartik (as
mentioned below) but there seems to be a
complete transformation in his concept of
marriage since Lachhmi comes in his life.

Kartik : Did the wish to get married never

arise?

Satu : Why wish? What if I get what

people get after marriage? Not

only so, if I get the better of others

then..... (Sarkar, 2014, p. 37).

The Untold Story of Satu and

Lachhmi: 

A contractor by profession, Satu is
eldest of all the four male characters, a
fifty one year old man who doesn’t believe
in the concept of marriage as what is the

use of marriage if the thing (the lust) can
be had without getting married. An extra-
vagant man in nature, he visits different
places related to his work and once rescued
a girl named Lachhmi from human
trafficking when she was about to be sold
to some brothel but doesn’t gives her
shelter thinking about the societal setup
and gets afraid of being dubbed to be seen
with dubious eyes nonetheless, he manages
to place Lachhmi at some other contractor’s
home but she is very badly exploited there.
Lachhmi very often requests Satu to allow
her to live his house, to which Satu blatantly
refuses too, citing the same stereotypical
societal setup. Once Lachhmi visits his
house at night in the late hours and pleads
him to let her live in his house but Satu
was adamant. Mentioned here is the
conversation between them : 

Lachhmi: (in a broken unintelligible

voice) can’t stay there anymore,

Babuji... Babu ji please keep me

with yourself.

Satu : If it were possible then could I

have sent you there?... How

many times I have told you that

by giving a shelter my business

will come to a standstill. Will

fail to get even a single

contract. The how will bread

and butter be managed? And

how will even feed you too?

Lachhmi: Beg you to keep me with you.

Lachhmi:

Satu: Everyone will ask in a

suspected manner. How will I

be able answer them?.... What

people will think about me, say?

It will affect my business too. 
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Lachhmi: Don’t throw me out Babuji. Let

me be with you Babuji 

Satu : That is the place for you

Lachhmi. They are nice people

and wealthy too. Madhav Babu

is a big contractor. It would be

good for you Lachhmi staying

there.

Lachhmi: Why are you keeping me at bay

Babuji?

Satu : Go, return to your refuge. Go.

(Sarkar, 2014, p. 103-106)

Finally she was once again fell prey
to the machinations of human trafficking
and at last she meets her tragic end. Once
while he was at a brothel, he had some
moaning voice of a female from an adjacent
room who was reeling in pain and coughing
profusely coupled with sympathy and
curiosity he went to the room and found
that the woman was none other than
Lachhmi, who had just breathed her last.
Her pet dog Bhulua was keeping a watch
on her body and was not letting in anyone
come near her. Satu shooed the dog away,
take her body in his control and readied
to perform her last rite at the crematorium
when the question cropped up as to who
would lit the pyre. Even this authority was
given to him and he too accepted this and
thought that he, in fact the right person to
be given this responsibility. 

The passing of Lachhmi left Satu with
several piercing questions that remains
haunting him. He is not able to comprehend
as to what was his major faul, was it rescuing
Lachhmi from human trafficking in the
first place, or his strong refusal to not give
her refuge in his house, or was it his
decision to hand over Lachhmi to Madhav
Babu? Bothered by all these haunting

questions, he is a man left with nothing
but only guilt and remorse.

The Story of Kartik and the Unnamed

Girl :

Kartik’s Profession : Compounder,
Age : 49, unmarried. 

Nature : Intelligent and witty, mature,
resolute, cool and calm

The last story appearing before the
audience is that of Kartik and an unnamed
girl. Kartik is a compounder by profession
who works under the supervision of a
village medical practitioner and prescribes
medicines too to the villagers at times. Just
for the sake of time pass, he narrates a
story of an aged man who is besotted to a
girl much younger than him. Even he saw
that girl growing to a woman but could
not muster up courage to express his love.
That aged man was committed whole-
heartedly to that girl but could not ever
express his yearning for that girl. Since
the girl was quite young, she was not able
to understand or gauge his spirited feeling
for her. As the play proceeds we get to know
that the devoted man was none other than
the storyteller himself i.e. compounder
Kartik and that unnamed girl in the story
is none other than the girl who is being lit
under the funeral pyre.When on the stage
there is only Shashi and Kartik then Shashi
reportedly asks the cause of the death of
the girl.

Sashi : How did this girl die? —— do

you know?

Kartik : yes

Sashi : (Taking a pause) how?

Kartik : due to stopping of breath.

Sashi : (Taking a pause) by hanging

herself?
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Kartik : yes.

Sashi : How did you get to know?

Kartik : The doctor declared

Sashi : The doctor didn’t give a share?

Kartik : had given.

Sashi : (Taking a pause) you didn’t

take?

Kartik : (Taking a pause) No. (Sarkar,
2014, p. 112).

The girl was married to a distant place
but her marriage was a disaster and one
day she finally managed to escape from
her in-laws house. He met her after the
gap of 7 years. The audience get to know
later that the girl had even gone to Kartik
to ask for poison, as she no longer wanted
to live. The compounder asks the girl the
reason to end her life. The girl reveals that
her entire life was spent without getting
the much desired love. Neither anyone
loved her nor she could feel that elusive
desire. Thus she wants to bring an end to
her loveless life. But Kartik tries to
persuade her to believe in love and life
and reiterates that everything is possible
in being alive. Some parts of the
conversation between Kartik and the girl
is being mentioned here:

Kartik : Will you give me some more

time?

Girl : Time? Why?

Kartik : So that I could make you

understand. Could make a

believe.

Girl : (nodding head slowly) then it

won’t.

Kartik : After that you may do whatever

you like. I could give you even

poison, if you want to.

Girl : Really. 

Kartik : Yes, I will. Give me seven days.

Come at this very time, after

seven days. If I failed to make

you believe that day, I will give

you whatever you want. 

Girl : Done?

Kartik : Done. (Sarkar, 2014, p. 116).

The week does come after seven days
but the girl doesn’t and Kartik comes to
know that the girl ended her life by
hanging herself. Hearing this news he is
overcome by guilt and thinks alas I could
have revealed my feelings. Besides, he
feels regret that I will no longer be able to
express my feelings forever. And the girl’s
death also took place without even
realising that she rekindle the flame of love
in anyone’s heart. Thus the play proceeds
towards the end and only Kartik left alone
on the stage. He has brought with him a
bottle of poison which his friends were
unknown to. He uncorks the bottle of
poison and thinks of drinking it. But at
the spur of the moment the words given
to the girl “that everything is possible in
being alive” strikes him and he loses the
wish to end his life at the opportune time.
The play comes to an end here with a
positive note, and conveys the message
that love is sublime and platonic with a
power to rekindle the flame in any craving
heart. The play unfolds the truth that life
is precious and to be alive and kicking is
more important than death.

Conclusion :

The portrayal of all four male
characters are enmeshed in exploitative
mindset who don’t have the guts, grits and
gumption to challenge the social order and
seem to be devoid of any feeling of inner
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consciousness. With their dead souls they
cut a sorry picture of the males who are
filled calculative mindset without any
emotional attachment. They even failed to
keep pace with the love that came their
way, and just only succumbing to the
societal structures and status quo, they lost
their love in the process. The male characters
appear to be frightened and cowardly in
nature who failed to take the risk when it
matters most, in contrast the female
characters are ore straight forward, bold
and devoted to love life. The play portrays
the women to be fearless and bold who
are ready to face any eventuality when it
comes to realising their goals and fulfilling
their wishes, come what may. This portrays
these women to be tough in nature but soft
by heart. The play makes it crystal clear
that the male characters in the play seems
to be sailing through a soft pitch who
fumbles and shy away to take bull by the
horn when its required, their attitude
simply reflect that to fall in love is easy
but to make it successful is very difficult.
They seem to be escapist in nature. Whereas

on the other hand and in sharp contrast
the female characters make no bones to
express their love nor fail to sacrifice their
life for the sake of fulfilling their love. 
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DeeOegefvekeâ efnvoer veeškeâeW hej ceneYeejle keâe øeYeeke
[e@Ê megkeCee& heeC[sÙe

heesmš [e@keäšesjue hesâuees, efnvoer efkeYeeie,
keâeMeer efnvot efkeMkeefkeÅee}Ùe, keejeCemeer

YeejleerÙe meeefnlÙe keâe cet} Gûce Deewj øesjCeeŒeesle
YeejleerÙe kee*dceÙe nw~ efkeefYeVe keâe}KeC[eW ceW efYeVe-
efYeVe lejn mes YeejleerÙe kee*dceÙe keâe efkemleej neslee jne
nw~ kee*dceÙe kesâ Fme efkemleej ceW YeejleerÙe meeefnlÙe keâe
DecetuÙe Ùeesieoeve nw~ Yeejle keâer meYeer Yee<eeDeeW ceW
YeejleerÙe kee*dceÙe kesâ DeeOeej hej mlebYe ieÇvLe ‘jeceeÙeCe’
Deewj ‘ceneYeejle’ keâer ner DevegietBpe megveeF& osleer nw~
mebmke=âle, leefce}, les}giet, keâVeÌ[, hebpeeyeer, GefÌ[Ùee,
DemeefceÙee, yebiee}er, heeef}, øeeke=âle, DeøeYeÇbMe mes nesles
ngS efnvoer meeefnlÙe lekeâ Ùen hejbheje DeefkeefÛÚVe ™he mes
øekeeefnle nesleer jner nw~

DeeOegefvekeâ Ùegie ceW efkeÛeejeW keâer veÙeer ße=bKe}e ves
meeefnlÙe kesâ Skeâ veÙes KeC[ keâes pevce efoÙee~ efpemes ieÅe
kesâ veece mes peevee ieÙee~ ieÅe ves Deheves ef}S Skeâ veÙeer
Yee<ee keâe Ûegveeke efkeâÙee~ pees efkeâ Gmekesâ øemeej kesâ ef}S
mekee&efOekeâ GheÙegòeâ øeleerle ngDee~ Fmeer Yee<ee keâes KeÌ[er
yees}er keâer meb%ee oer ieÙeer~ KeÌ[er yees}er ceW efkeÛeejeW kesâ
Deeoeve-øeoeve keâer øeef›eâÙee ceW mej}lee øeehle ngF&~

DeeOegefvekeâ efnvoer meeefnlÙe ceW ieÅe-KeC[ keâe
DeeefkeYee&ke veeškeâeW mes ceevee peelee nw~ DeeÛeeÙe& jeceÛevõ
Megkeäue keâe ceevevee nw efkeâ ‘‘efke}#eCe yeele Ùen nw efkeâ
DeeOegefvekeâ ieÅe meeefnlÙe keâer hejcheje keâe øekele&ve veeškeâeW
mes ngDee~’’1 DeeÛeeÙe& Megkeäue keâe Ùen keâLeve ieÅe-
KeC[ kesâ Devleie&le veeškeâeW keâer cenòee keâes øeefleheeefole
keâjlee nw~

ieÅe kesâ Devleie&le veeškeâ kesâ De}ekee keâneveer
GhevÙeeme, efveyevOe, Dee}esÛevee, mebmcejCe, efjheeslee&pe
Deeefo efkeOeeDeeW keâe Yeer pevce ngDee~ Fve efkeOeeDeeW ceW
nceejer keâuhevee Meefòeâ ves efkeÛeejeW keâer Deke}cye ieÇnCe
efkeâÙee~ Deye meeefnlÙe DeeoMe& mes veive ÙeLeeLe& keâer Deesj
DeieÇmej ngDee~ ÙeLeeLe& kesâ Oejele} hej øeefleef…le ieÅe
meeefnlÙe peve-meeceevÙe keâe he#e øeye}lee mes ef}Ùee~

veeškeâ ßekÙe Skeb ÂMÙe nesves kesâ keâejCe Deece-
peveceeveme ceW mekee&efOekeâ }eskeâeføeÙe ngDee~ ieÅe keâer DevÙe
efkeOeeDeeW ceW veeškeâ Deheveer GheeosÙelee ke øeemebefiekeâlee
oesveeW ceW ke=efæ keâjlee jne nw~

DeeOegefvekeâ efnvoer meeefnlÙe hej nceejer øeeÛeerve %eeve
hejcheje ke efceLekeâerÙe hejcheje oesveeW keâe mebÙegòeâ øeYeeke
osKee pee mekeâlee nw~ Fme hejcheje ceW ‘jeceeÙeCe’ Deewj
‘ceneYeejle’ meke&eefOekeâ øecegKe ieÇvLe nw~ Fve ieÇvLeeW ceW
nceejer peeleerÙe Deefmcelee, meebmke=âeflekeâ ieewjke, je<š^erÙe
Ûeslevee ke %eeve hejcheje keâes megvoj efveoMe&ve efce}lee nw~

‘ceneYeejle’ keâer efkeMee}lee, Ssefleneefmekeâ, heewjeefCekeâlee,
efceLekeâerÙe efkeOeeve, meebmke=âeflekeâ Ûeslevee, Oece& mebyebOeer
efÛebleve Deewj ke=nòej ceevekeerÙe peerkeve keâer kÙeeKÙee ner
Fmes GhepeerkÙelee øeoeve keâjleer nw~ ‘ceneYeejle’ keâe øelÙeskeâ
hee$e Deheves ienve DevleÉ&vÉ mes petPe jne nw~ ‘ceneYeejle’
keâer keâLee Deveskeâ DeLe&OkeefveÙeeW ke ienve kÙebpeveeDeeW kesâ
meeLe nj Ùegie keâe melÙe keânves ceW meceLe& nw~ Ùen
meceLe&lee ner Gmes efkekeâmeveMeer} keâekÙe keâe opee& øeoeve
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keâjleer nw~ Dele: ‘ceneYeejle’ Skeâ mechetCe& Ùegie keâer
jÛevee nw~

‘ceneYeejle’ efpelevee MeeŒe meccele nw Glevee ner
}eskeâ meccele~ ceneYeejlekeâej ves }eskeâ-peerkeve kesâ kÙeehekeâ
DevegYeke keâes ÙeLeeLe& kesâ Oejele} hej øeefleef…le efkeâÙee nw~
‘ceneYeejle’ }eskeâ peerkeve keâe Mkeeme-øeMkeeme nw~ }eskeâ
kesâ mece#e peye Yeer efkeâmeer øekeâej keâe Ûeeefjef$ekeâ mebkeâš,
Oece& ceÙee&oe, kÙekenej, veerefle ke veweflekeâlee mebyebOeer mebkeâš
hewoe neslee leye ‘ceneYeejle’ kesâ Ûeefj$e Deewj Gmekesâ keâLee-
DebMeeW keâer vekeerve mepe&veeW keâj }eskeâ leelkeâeef}keâ mecemÙee
mes efvepeele heelee nw~ ‘ceneYeejle’ hej keâe} keâe keâesF&
øeYeeke veneR nw~ ken keâe}eleerle nes ieF& nw~ Gmekeâer
DeLe&keòlee keâe} mes hejs nw~ Dele: Ùen jÛevee Deveblekeâe}
lekeâ efokedâ-efoieevlej ceW kÙeehle ceveg<Ùe ke ceveg<lesj øeeefCeÙeeW
keâe keâC"nej yeveer jnsieer~

jeceOeejer efmebn efovekeâj keâe keânvee nw efkeâ- ‘‘ceneYeejle
YeejleerÙe mebmke=âefle keâe DeeOeej ieÇvLe nw~ peye-peye nceejer
mebmke=âefle ceW heefjkele&ve Deeles nQ, ceneYeejleerÙe Ûeefj$eeW keâer
vekeerve kÙeeKÙeeW øemlegle keâer peeleer nQ Deewj Gmekesâ Éeje
mebmke=âefle kesâ heefjkele&veeW hej øekeâeMe [e}e peelee nw~’’2

efnvoer veeškeâ Deheves GÆke keâe} mes }skeâj DeÅeleve
‘ceneYeejle’ kesâ hee$eeW Deewj IešveeDeeW keâer DeÅeleve kÙeeKÙee
Gve meejer mebYeekeveeDeeW kesâ meeLe keâjleer DeeÙeer nw, efpemekeâe
nukeâe-mee Yeer ceveeskew%eeefvekeâ mheMe& cet} Œeesle ceW efce}lee
nw~ ‘ceneYeejle’ keâer keâLee Deewj Gmekesâ hee$e DeeOegefvekeâ
Ùegie keâer peefš}leeDeeW keâes kÙeòeâ keâjves ceW me#ece nw~

meeceevÙe hee"keâ Deheves Deehe ceW Fme yeele keâe
efveCe&Ùe veneR keâj heelee efkeâ efpeme õewheoer keâes ken Flevee
Deheceeefvele nesles ngS DevegYeke keâj jne nw, ken Meefòeâceleer
nesles ngS Yeer DeMeòeâ keäÙeeW nw? Ùee efpeme Yeerce Deewj
Depe&gve keâes ken Ûeghe meeOes osKe jne nw, ken Deheveer
Meefòeâ keâe øeÙeesie keäÙeeW veneR keâjles, peyeefkeâ kes peeveles nw
efkeâ Gvekeâe he#e Oece& keâe he#e nw~ Deewj ‘ceneYeejle’ kesâ
ef}S keâne Yeer ieÙee nw -

Oecex DeLex Ûe keâeces Ûe cees#es Ûe Yejle<e&Ye~
Ùeefoneefmle leovÙe$e ÙeVesneefmle ve leled keäkeefÛeled~3

‘‘Ùeefo Oece&, oMe&ve Deewj meebmke=âeflekeâ øeÙeespeve keâes
ÚesÌ[e Yeer peeÙes lees Yeer ‘ceneYeejle’ keâe ceevekeerÙe øeÙeespeve
yengle efkeješ Deewj meke&keâeef}keâ nw~ Deewj Gvekesâ jÛeveekeâejeW
keâes Fme ceevekeerÙe øeÙeespeve ves ner yeej-yeej ‘ceneYeejle’
kesâ meceerhe hengBÛeeÙee nw~’’4

‘ceneYeejle’ keâer kewÛeeefjkeâ he=…Yetefce Fleveer Gkej&keâ
nw efkeâ øeeÙe: meYeer efkeÛeejOeeje kesâ veeškeâkeâejeW ves Deheves-
Deheves efkeÛeej keâe Glme {tÌ{ ef}Ùee nw~ ‘ceneYeejle’
efkeâmeer Yeer efkeÛeejOeeje keâer meercee ceW efveyeæ veneR efkeâÙee
pee mekeâlee~ ‘ceneYeejle’ meYeer øekeâej kesâ yevOeveeW mes
cegòeâ meke&Lee ceveg<Ùe keâer peÙeÙee$ee ke Gmekesâ DeelcemebIe<eeX
keâe cenekeâekÙe nw~

DeeOegefvekeâ me=peve kesâ he#e ceW meyemes yeÌ[e ØeMve
ceevekeerÙe DeLe&keòee keâe nw~ Deewj Fmeer DeeOeej hej nceW
‘ceneYeejle’ mes ØeYeekeefle jÛeveeDeeW keâer Skeâ }cyeer hejbheje
efce}leer nw~ DeeOegefvekeâ efnvoer veeškeâeW kesâ heefjÂMÙe hej
kegâÚ keânves mes hetke& nceW DeejefcYekeâ veeškeâeW keâer ÛeÛe&e
keâjvee mkeeYeeefkekeâ nw~ ‘ceneYeejle’ mes øeYeeefkele veeškeâeW
ceW øeejefcYekeâ veeškeâ kesâ leewj hej DeeÛeeÙe& Ûelegjmesve
MeeŒeer Éeje jefÛele ‘ieebOeejer’ Deewj }#ceerveejeÙeCe efceße
kesâ ‘DeMkecesIe’ veeškeâ keâer ÛeÛe&e keâjvee GheÙegòeâ øeleerle
neslee nw~ Ùener mes ‘ceneYeejle’ keâer hegvekÙe&eKÙee ke hegveme&=peve
keâe mkeefCe&ce oewj peejer neslee nw~ efpemekeâer Devekejle
Ùee$ee Deepe Yeer peejer nw~

‘ieebOeejer’ keâer jÛevee keâewjkeeW-heeC[keeW mes mecyeefvOele
nw~ }sefkeâve Deheves veece keâer meeLe&keâlee keâes øeceeefCele
keâjleer Ùen jÛevee ‘ieebOeejer’ kesâ Goeòe Ûeefj$e ke Gmekeâer
DevlekÙe&Lee keâe meHeâ} efÛe$eebkeâve efkeâÙee ieÙee nw~

}#ceerveejeÙeCe efceße keâe veeškeâ ‘DeMkecesOe’ heeC[keeW
Éeje DeMkecesOe efkeâÙes peeves mes mecyeefvOele nw~ Ùen
veeškeâ Deheves Ùegie kesâ Deveg™he Fefleke=òeelcekeâlee keâes
ef}S ngS nw~ Ùen veeškeâ Iešvee øeOeeve nw~ Fve oes
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veeškeâeW kesâ meeLe-meeLe GoÙeMebkeâj Yeó keâe ‘efkeõesefnCeer
Decyee’, ieesefkevo oeme keâe ‘keâCe&’, jebiesÙe jeIeke keâe
‘mkeie& Yetefce keâe Ùee$eer’ Deeefo veeškeâ efce}les nw~ Fve
veeškeâeW ceW Skeâ De}ie lejn keâer øeMvekeât}lee osKeves keâes
efce}leer nw~ Yeó peer ‘efkeõesefnCeer Decyee’ kesâ ceeOÙece mes
veejer peeefle kesâ mkeeefYeceeve, efmcelee Deewj Deefmlelke mebyebOeer
øeMve G"eÙes nw~ Decyee keâe efkeõesn Gmekeâer mebIe<e& Ûeslevee
keâe øeceeCe nw~ øemlegle veeškeâ ceW yeesefPe} oeMe&efvekeâlee
kesâ keâejCe kemleg leòke keâe mkeeYeeefkekeâ efkekeâeme veneR nes
heeÙee nw~

mes" ieesefkevo Éeje jefÛele ‘keâCe&’ veecekeâ veeškeâ
Yeer oes cenlkehetCe& meeceeefpekeâ mecemÙeeDeeW keâer Deesj nce
meyekeâe OÙeeve Deeke=â<š keâjlee nw~ efpemeceW hen}e nw-
Deefkekeeefnle ceele=lke keâer mecemÙee~ Deewj otmejer mecemÙee
nw- efvecve keie& kesâ kÙeefòeâ keâes, pees øeefleYeekeeve Yeer nes,
meceepe ceW Dehesef#ele mecceeve ve efce}vee~

jebiesÙe jeIeke keâe veeškeâ ‘mkeie& Yetefce keâe Ùee$eer’
ceneYeejle kesâ Ùegæ kesâ yeeo keâer keâLee hej DeeOeeefjle nw~
FmeceW }sKekeâ øeeÛeerve keâLee kesâ ceeOÙece mes ieebOeer peer
keâer melÙe-Deefnbmee, efnvot-cegefm}ce Skeâlee Deeefo øeMveeW
keâer DeLe&keòee hej peesj efoÙee nw~ Ùen veeškeâ ceneYeejle
keâe}erve DeeÙe& mebmke=âefle keâer ÜemeesvcegKelee keâe Yeer efÛe$eCe
øemlegle keâjlee nw~ Fme meceÙe DekeefOe ceW }ieYeie meYeer
veeškeâ Fmeer øekeâej kesâ efhe<šhes<eCe mes DeBše heÌ[e nw~
veeškeâ veÙeer DeLe&keòee kesâ jsKeebkeâve mes keâce Fefleke=òeelcekeâlee
mes pÙeeoe øeYeeefkele nw~ Fve veeškeâeW ceW keâLee keâer
øeleerkeâelcekeâlee keâes leÅegieerve mevoYeeX ceW keâce jsKeebefkeâle
efkeâÙee ieÙee nw~ [e@Ê jecekegâceej kecee& keâe keâCe& hej
ef}efKele veeškeâ Yeer keâLee keâer ÙeLeeefmLeefle keâe efÛe$eCe
nw~ meved 1950 kesâ yeeo efnvoer veeškeâ ceW heefjkele&ve keâe
pees efyebog efoKeeF& os jne Lee, ken efveefMÛele ™he mes
mecemeeceefÙekeâ DeLe&keòee ke Gòej-DeeOegefvekeâlee keâer osve
Lee~ Fmeef}S mecekeâe}erve heefjÂMÙe ceW ‘DebOeeÙegie’ mes
}skeâj ‘keâesce} ieebOeej’, ‘Ùe#e øeMve’, je#eme mes iegpejles
ngS ‘ÙegÙeglmeg’ lekeâ ‘ceneYeejle’ keâer keâLee pees Yeer mevoYe&

ieÇnCe efkeâÙee ieÙee~ Gmekeâer mecekeâe}erve Deewj ceevekeerÙe
DeLe&keòee ner Gve jÛeveeDeeW keâer øeemebefiekeâlee Deewj GheeosÙelee
mLeeefhele keâjleer nw~

DeeOegefvekeâ Ùegie keâe yengÛeefÛe&le keâekÙe-veeškeâ
‘DebOeeÙegie’ Oece&keerj Yeejleer keâe Deveghece ke=âefle nw~ Ùen
jÛevee ‘ceneYeejle’ kesâ Debeflece efove keâer Ùegæ Iešvee hej
DeeOeeefjle nw~ Ùen jÛevee $eemeoer ke Gmekesâ Goeòe he#e
keâes øemlegle keâjleer nw~ ‘DebOeeÙegie’ Fmeef}S DebOeeÙegie nw
efkeâ Gmes keâe} kesâ }esie efkeâmeer ve efkeâmeer ™he ceW melÙe
keâes osKeves keâer #ecelee keâe GheÙeesie keâjves mes YeÙeYeerle
Les~ DeeÛeeÙe& õesCe, ke=âhe Deewj Yeer<ce pewmes cenejLeer Deewj
%eeveer Yeer melÙe Deewj Oece& keâes peeveles ngS Yeer melÙeeÛejCe
Deewj Oece&eÛejCe veneR keâj hee jns Les~ Ùener }sKekeâ keâer
jÛeveelcekeâ Ghe}efyOe nw~ Oece&keerj Yeejleer ves Deheveer
jÛevee ‘DebOeeÙegie’ kesâ ceeOÙece mes Ùegæ Deewj Meebefle, Oece&
Deewj DeOece&, ceÙee&oe Deewj melÙe kesâ ÉvÉ keâe meHeâ}
jsKeebkeâve øemlegle efkeâÙee nw~ kele&ceeve Ùegie keâe melÙe
Deæ&melÙe kesâ ™he ceW heefjCele nes Ûegkeâe nw~ Oece&jepe Yeer
Deye melÙe veneR Deæ&melÙe keâe meneje }sles nQ~ ceÙe&eoeW
oesveeW he#eeW kesâ }esie leesÌ[ jns nQ~ Oece&evegmeej DeeÛejCe
keâjves kee}s Deæ&melÙe keâe meneje }skeâj ke DeOece&evegmeej
DeeÛejCe keâjves kee}s Deveerefle keâe meneje }skeâj~

šgkeâÌ[s-šgkeâÌ[s nes efyeKej Ûegkeâer ceÙe&eoe
Gmekeâes oesveeW ner he#eeW ves leesÌ[e nw~5

‘DebOeeÙegie’ keâer cet} Yeekevee keâe øeefleheeove DeMkelLeecee
ves efkeâÙee nw~ ÙegefOeef…j keâe Deæ&melÙe Gmekesâ efnbmekeâ
Deewj DeceevekeerÙe yevee oslee nw~ ken øeefleMeesOe keâer Deefive
ceW yejeyej pe}lee nw~ Gmekeâer ceveeske=efòe Fleveer otef<ele nes
peeleer nw efkeâ ken efnbmekeâ heMeg yeve peelee nw~ peye kÙeeme
DeMkelLeecee keâes heMeg keânles nQ lees ken Gòej oslee nw-

Lee ceQ veneR

cegPekeâes ÙegefOeef…j ves yevee efoÙee~6

}#ceerveejeÙeCe }e} kesâ veeškeâ ‘Ùe#e øeMve’ keâer
keâLee Yetefce Yeer ceneYeejle nw~ Fmekeâer cet} keâLee Fme
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øekeâej keâer nw keve ceW hÙeeme }ieves hej ÙegefOeef…j Deheves
YeeF&ÙeeW mes heeveer }eves keâes keânles nQ~ Deewj Gvekesâ YeeF&
heeveer }eves kesâ ef}S pebie} kesâ yeerÛees-yeerÛe Skeâ mejeskej
kesâ heeme peeles nQ~ pe} heerves Deewj Yejves mes hen}s efkeâmeer
De%eele kÙeefòeâ keâer Deekeepe megveeF& osleer nw efkeâ hen}s cesjs
øeMveeW keâe Gòej os oes leye pe} keâe heeve keâjeW DevÙeLee
legce pe} veneR heer mekeâles~ efyevee ØeMveeW kesâ Gòej osves hej
Ùeefo legce pe} keâe heeve efkeâÙes lees DeÛesle nes peeDeesies
Ùener ›eâce ÛeejeW YeeF&ÙeeW kesâ meeLe Ûe}lee jne Deewj peye
Devle ceW keâesF& YeeF& }ewš keâj pe} veneR }elee~ lees
ÙegefOeef…j keâes efÛevlee nesleer nw Deewj ken mkeÙeb pe}eMeÙe
kesâ heeme peeles nQ~ ÙegefOeef…j kesâ meeLe Yeer kener Iešvee
nesleer nw~ hejvleg ÙegefOeef…j Ùe#e kesâ øeMveeW keâe mecegefÛele
Gòej osles nQ~ øemeVe neskeâj Ùe#e keânlee nw efkeâ Deheves
efkeâmeer Skeâ YeeF& keâes peerefkele keâje mekeâles nes~ ÙegefOeef…j
menoske keâe peerkeve ceeBieles nw~ Ùe#e ÙegefOeef…j keâer yeele
megvekeâj DeeMÛeÙe&hetke&keâ hetÚlee nw efkeâ legceves Deheves keerj
YeeFÙeeW kesâ peerkeve keâes ve ceeBiekeâj menoske keâe peerkeve
keäÙeeW ceeBiee? ÙegefOeef…j Gòej osles nw efkeâ ceQ kegâbleer keâe
Skeâ heg$e peerefkele nBt~ Dele: ceelee ceeõer keâe Yeer Skeâ heg$e
peerefkele jnvee ÛeeefnS~ Ùen megvekeâj Ùe#e meYeer YeeF&ÙeeW
keâes peerefkele keâjlee nw~

‘Ùe#e øeMve’ veeškeâ keâer cet} mecemÙee Ùen nw efkeâ
ceveg<Ùe Flevee Debnkeâej ieÇmle keäÙeeW nw? Deewj otmejeW keâer
øeeflekeât} efveÙeefle osKekeâj keäÙeeW veneR meerKelee~ ceveg<Ùe
mkeÙeb keâes meke&%eelee Deewj meke&%e keäÙeeW ceevelee nw? ceveg<Ùe
Úesšs keâer cenòee keäÙeeW veneR mkeerkeâej keâjlee nw~

Fme mevoYe& ceW [e@Ê Mebkeâj Mes<e kesâ oes veeškeâeW
‘keâesce} ieebOeej’ Deewj ‘je#eme’ keâe GuuesKe DeekeMÙekeâ
nw~ ‘keâesce} ieebOeej’ keâer keâLee Yeer<ce kesâ ieebOeej øeosMe
mes ieebOeejer kesâ meeLe Oe=leje<š kesâ efkekeen-øemleeke mes
}skeâj ceneYeejle kesâ Ùegæeshejevle Deefive ceW osn ÚesÌ[ves
lekeâ Heâw}e ngDee nw~ }sKekeâ ves mechetCe& keâLeevekeâ ceW
mebkesovee kesâ mlej hej ieebOeejer kesâ Ûeefj$e keâes Skeâ otmeje
DeeÙeece efoÙee nw~ ‘keâesce} ieebOeej’ ceW ieebOeejer keâes Ùen

helee nefmleveehegj ceW Deekeâj Ûe}lee nw efkeâ Gmekeâe heefle
DebOee nw~ Dele: Gmes }ielee nw efkeâ Gmekeâe keâesce}
ieebOeej ve<š nes ieÙee nw~ Fme lejn veeškeâ ceW Mebkeâj
Mes<e ves Œeer kesâ }Ieglke mes Gmekesâ efvejlebj Goeòe nesles
efÛeefòe keâe DevegmebOeeve efkeâÙee nw~

‘je#eme’ ceW Yeer keâLeevekeâ keâer cet} øesjCee ceneYeejle
nw~ Skeâ Ûe›eâeveiejer kesâ keâLeevekeâ keâes DeeOegefvekeâ hee$eeW
kesâ ceeOÙece mes øemlegle efkeâÙee nw~ kemlegle: Fme veeškeâ ceW
meeceevÙe kÙeefòeâ kesâ efvejbkegâMe meòee kesâ efkejesOe ceW mebieef"le
neskeâj mebIe<e& keâjves keâe kÙeehekeâ efÛe$eCe efkeâÙee ieÙee nw~

jepesMe Mece&e keâe veeškeâ ‘ÙegÙeglmeg’ ceW ceneYeejle kesâ
efkekeMe ÙegÙeglmeg keâes DeeOegefvekeâ peerkeve keâe heerefÌ[le Deewj
Yeškeâlee ceveg<Ùe ceevekeâj efÛeef$ele efkeâÙee ieÙee nw~ }sKekeâ
ÙegÙeglmeg kesâ ceeOÙece mes Ùen yeleevee Ûeenlee nw efkeâ melÙe
keâe he#e }sves kee}e ncesMee keâ<š Deewj og:Ke ner heelee
nw~ kele&ceeve Ùegie melÙeeÛejCe keâe veneR Ûeehe}tmeer Deewj
DeÛÚs yeves jnves keâe nw~ Fme Ùegie keâe ceveg<Ùe melÙe keâer
DeeBÛe veneR Pes} mekeâlee nw~ ÙegÙeglmeg keâer lejn melÙeeieÇner
Deble ceW Dekesâ}e heÌ[ peelee nw~ Dele: kele&ceeve Ùegie keâer
YeÙeeken efmLeefleÙeeW ceW Fme MeeMkele meb$eeme keâes ÛegheÛeehe
Yeesieles jnvee melÙeefve… kÙeefòeâ keâer efveÙeefle yeve Ûegkeâer
nw~

GheÙe&gòeâ veeškeâeW kesâ Deefleefjòeâ DeeOegefvekeâ veeškeâkeâejeW
ves Deveskeâ veeškeâ ceneYeejle keâes DeeOeej yeveekeâj ef}Kes
nQ efpeveceW ‘metlehet$e’ (efkeveeso jmleesieer) ‘DejCe efkeâjCe’
(yemeble oske) ‘Skeâ øeMve ce=lÙeg’ ([eÊ efkeveÙe) ‘Deefive
heg™<e’ (efkepeWõ) ‘Skeâ Ûe›eâeveiejer’ (%eevesvõheefle) ‘Skeâ
Deewj õesCeeÛeeÙe&’ (Mebkeâj Mes<e) Deeefo efkeMes<e ™he mes
GuuesKeveerÙe nw~ Fve meYeer veeškeâeW ceW ceneYeejle keâer
øesjCee }skeâj kele&ceeve peerkeve kesâ pke}ble øeMveeW keâes
GodIeeefšle keâjves keâe øeÙeeme efkeâÙee ieÙee nw~

kegâ} efce}ekeâj nce efve<keâ<e& ™he ceW keân mekeâles nQ
efkeâ ‘ceneYeejle’ keâe øeYeeke efnvoer meeefnlÙe ceW ner veneR
Deefheleg mechetCe& efkeMke meeefnlÙe hej Deefceš nw~ ‘ceneYeejle’
keâer keâLee ceW Deveble mecYeekeveeW nw~ efpemekeâe GheÙeesie nce
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Deheves jÛeveelcekeâ keâewMe} mes keâj mekeâles nw~ Fmekeâer
vekeerve kÙebpeveeW ke DeLe& OkeefveÙeeB Fmes øeemebefiekeâ ke GheeosÙe
yeveeleer nQ~ ceneYeejle nceejer mebmke=âefle keâe meÛÛee meckeenkeâ
ieÇvLe nw~ Fmeer lejn Deeies kesâ jÛeveekeâejeW kesâ ef}S
ceneYeejle øesjCeeŒeesle yevee jnsiee~

mevoYe& ieÇvLe metÛeer :

1- DeeÛeeÙe& jeceÛevõ Megkeäue - efnvoer meeefnlÙe keâe Fefleneme,
kewYeke }#ceer øekeâeMeve, keâeceÛÚe, keejeCemeer mebmkeâjCe-
2008 he=Ê mebÊ-325~

2- Ûevõkeâeble keebefoke[skeâj (mebÊ), YeejleerÙe meeefnlÙe hej
ceneYeejle keâe øeYeeke, DeeÙe& øekeâeMeve ceb[}, ieebOeerveiej,
efouueer-110031, mebmkeâjCe 2011, he=ÊmebÊ -174~

3- ceneYeejle, Deeefoheke&-62/53~

4- Ûevõkeâeble keebefoke[skeâj (mebÊ), YeejleerÙe meeefnlÙe hej
ceneYeejle keâe øeYeeke, DeeÙe& øekeâeMeve ceb[}, ieebOeerveiej,
efouueer-110031, mebmkeâjCe 2011, he=ÊmebÊ-176~

5- Oece&keerj Yeejleer-DebOeeÙegie, efkeâleeye cen} øekeâeMeve, Debmeejer
jes[, oefjÙeeiebpe veF& efouueer- 13keeb mebmkeâjCe-2022,
he=ÊmebÊ-3~

6- kener - he=ÊmebÊ-77~
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Over millennia and across civiliza-
tions, people have been quite interested
in and divided about the examination of
gender, identity, and sexuality in artwork.
Within the framework of Indian art, this
investigation takes on special relevance
shaped by the nation’s rich cultural legacy,
sophisticated social structures and changing
views of gender and sexuality. This work
attempts to give a thorough evaluation of
how these ideas have been expressed,
contested, and changed in Indian art from
prehistoric times to the present.

With its numerous millennia of artistic
legacy, India provides a large canvas for
analyzing the representation of gender
roles, sexual identities and the flux of these
ideas. From the androgynous figures in
modern installations to the voluptuous
yakshis of ancient temple sculptures, Indian
art has often addressed topics of gender
and sexuality, often in ways that both reflect
and question society conventions.

Furthermore, especially in light of the
increasing LGBTQ + movement in India,
we will look at how Indian art could provide
voice for neglected gender and sexual
identities. The paper will also examine
how creative manifestations of gender and
sexuality in recent years have been shaped

by globalization and digital media.

Ancient temple art and sculpture lay
the foundation for Indian art’s examina-
tion of gender and sexuality. These early
depictions offer an insight into the sophisti-
cated knowledge of gender and sexual
identities in ancient Indian civilization.

Particularly in temples like Khajuraho
and Konark, ancient Indian temple art is
notable for its abundance of erotic sculp-
tures. “Far from simple decorative accents,
these sculptures were crucial visual texts
conveying views about gender roles,
sexual behavior, and spiritual beliefs. The
overt character of these representations
points to a society in many respects more
open in its attitude to sexuality than modern
India.” (Desai, 2000)

Especially remarkable is the way
ancient Indian art presents feminine
figures, sometimes known as yakshis.
“Often shown in sensual stances, these
voluptuous female figures were not only
fertility emblems but also life-giving power
of nature. Challenging oversimplified
ideas of gender and sexuality, the yakshis
embodied a nuanced interaction between
the sacred and the sensual.” (Dehejia,
1997).
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Comparably important is the portrayal
of men, especially in terms of gods and
legendary heroes. In ancient Indian art, the
masculine ideal sometimes mixed elements
usually linked with both masculinity and
femininity. “For example, the god Krishna
is often shown with a thin, almost feminine
body, accessorizing with jewels and dancing-
activities linked in many civilizations with
femininity.” (Nanda, 1999).

Particularly in the portrayal of gods,
the idea of androgyny is among the most
intriguing features of gender represen-
tation in ancient Indian art. Perhaps the
most famous instance of this is the composite
form of Shiva and Parvati, the Ardhana-
rishvara. “Half-male and half-female, this
figure questions the binary view of gender
by synthesizing masculine and feminine
energies.” (O’Flaherty, 1980)

Other gods, including Vishnu in his
Mohini avatar (a feminine form), highlight
even more the flexibility of gender in Hindu
mythology and its creative expressions.
These images imply a perspective in which
gender was understood as fluid and
contextual rather than as fixed or binary.

Without considering the “Kamasutra”
and its impact on creative representations,
no examination of sexuality in ancient
Indian art would be whole. Although
common knowledge of the Kamasutra is
sometimes limited to a manual of sexual
positions, in actuality it is a sophisticated
text covering many facets of love, relation-
ships, and social life.

Found in temples and illustrated books,
the creative representations motivated by
the Kamasutra present a complex picture
of gender norms and sexual behavior in
ancient India. “These pieces challenge
ideas of feminine passivity by showing

women as active participants in sexual
contacts in addition to a great spectrum
of sexual behaviors.” (Doniger, 2002)

New artistic movements seeking to
define a particularly Indian aesthetic while
underlining the demands of imperial
modernity also arose during the colonial
era. Lead by Abanindranath Tagore, the
Bengal School of Art was essential in this
endeavor.

Often turning to legendary subjects
and idealized depictions of Indian woman-
hood, the Bengal School artists sought to
produce a “national” art. Though often
based on gods or historical people, the
female figures in these paintings mirrored
modern ideas of feminine beauty and
virtue. “While honoring Indian culture,
these images also supported some gender
stereotypes and helped to define a
“respectable” Indian femininity.” (Guha-
Thakurta, 1992)

Raja is through his paintings and
extensively circulated oleographs, one of
the most powerful Indian artists of the 19th
century, Ravi Varma significantly helped
to shape public attitudes about gender and
sexuality. Particularly his representations
of goddesses and heroes from Hindu
epics, Varma’s renditions of mythological
situations and individuals become quite
famous and powerful.

Although Varma’s work was revolu-
tionary in many respects-especially in its
use of European realist techniques to show
Indian subjects-it also helped to define
some standards of feminine beauty and
virtue. “Often idealized and sanitized, yet
frequently modeled on actual women, his
gods and heroes became models for the
portrayal of Indian womanhood in popular
culture.” (Kapur, 2000)
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Modernist movements-especially the
Progressive Artists’ Group established in
Mumbai in 1947-marked a dramatic
change in Indian art throughout the middle
of the 20th century. Breaking away from
conventional shapes, artists like as F. N.
Souza, M. F. Husain, and Tyeb Mehta
started investigating fresh approaches of
depicting the human form and human
experiences.

Many times, these artists questioned
accepted depictions of sexuality and
gender. For example, F. N. Souza’s bold
and confrontational nudes questioned the
audience’s expectations and gaze. “Though
praised for their life and vigor, M. F.
Husain’s images of women have spurred
discussions concerning the portrayal of the
female form in Indian art.” (Dalmia, 2001)

Amrita, one of the forerunners of
modern Indian art, Sher-Gil gave the
portrayal of gender and sexuality a fresh
viewpoint. Sher-Gil’s work, as a woman
artist in the early 20th century, provided a
counterweight to the mostly male pers-
pective that had predominated in Indian
art. Often showing women in private,
home environments, Sher-Gil’s paintings
offered a more complex and sympathetic
picture of female life. Her strong, unrepen-
tant self-portraits questioned accepted
ideas of feminine self-representation and
modesty. “Not only in terms of style but
also in its honest examination of female
sexuality and identity, Sher-Gil’s work
was revolutionary.” (Sundaram, 2010)

As abstract art emerged in India in the
later part of the 20th century, it presented
fresh avenues for investigating gender and
sexuality. Abstract artists might interact
with these subjects in more subdued and
philosophical ways by eschewing symbolic

images. By means of their non-represen-
tational works, artists like V. S. Gaitonde
and Nasreen Mohamedi pushed audiences
to consider beyond traditional lines of
gender and sexuality. “Focused on form,
color, and line rather than identifiable
individuals, their work created fresh areas
for considering identity and embodiment.”
(Hoskote, 2011)

Particularly with the rise of openly
queer artists and queer aesthetics, the late
20th and early 21st centuries have seen a
notable change in the way that gender and
sexuality are represented in Indian art. The
worldwide LGBTQ + movement and
shifting social attitudes inside India have
both helped to shape this change in some
measure.

In this sense, pioneers were artists like
Bhupen Khakhar. Often showing intimate
interactions between males, Khakhar’s
paintings were revolutionary in their
honest depiction of homosexuality in the
Indian setting. “In Indian art, his work not
only questioned social taboos but also
widened the visual language for capturing
same-sex desire.” (Hyman, 2020)

Modern Indian artists have explored
themes of fluidity, ambiguity and multiplicity,
therefore challenging binary conceptions
of gender. Using photography, video art,
and installations among other media,
artists like Tejal Shah and Chitra Ganesh
challenge accepted ideas of gender identity.
For example, Tejal Shah’s art frequently
plays with gender roles and expectations,
generating strange and provocative pictures
that blur the distinctions between man and
female, human and animal. “Often using
Hindu and Buddhist symbolism, Chitra
Ganesh’s work reinterpretes mythical
stories from a queer feminist standpoint.”
(Mathur, 2011).
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With artists examining how gender
and sexuality interact with other facets of
identity including caste, class and religion,
intersectionality has become increasingly
important in Indian art recently. More
subtle and sophisticated depictions of
gender and sexual identities have come of
result from this method.

Rekha Rodwittiya, for instance, explores
issues of empowerment, aggression and
resiliency while typically confronting the
several layers of female identity in the
Indian setting. “Likewise, although without
specifically addressing gender or sexua-
lity, Nilima Sheikh’s paintings frequently
subtly question patriarchal systems and
honor female unity.” (Sambrani, 2005)

Examining gender and sexuality in
modern Indian art has found a potent
vehicle in performance art. Using their
bodies as venues of artistic expression,
artists like Pushpamala N. and Nikhil
Chopra have subverted accepted ideas of
gender, beauty, and identity.

Through her images, which capture
several female archetypes from Indian
civilization and history, Pushpamala N.’s
captures a critical analysis of how women
have been portrayed in popular culture and
art. “Nikhil Chopra questions established
ideas of identity and explores the perfor-
mative aspect of gender by means of his
durational performances, in which he
often morphs into new characters across
gender and cultural borders.” (Sood,
2010)

Social media and digital platforms
have democratized creative expression,
therefore enabling more varied and
unvarnished depictions of gender and
sexuality. Platforms like Instagram have
evolved into venues where artists could

display work deemed too provocative for
conventional galleries or museums.

Using these venues, young artists are
investigating and communicating their
identities, questioning social conventions,
and interacting with like-minded groups.
As a result, “art addressing LGBTQ +
issues, body positivity, and non-binary
identities is now abounded.” (Jain, 2018)

Emerging technologies like virtual
reality (VR) are opening up new possibi-
lities for exploring gender and sexuality
in art. VR art allows for immersive
experiences that can challenge viewers’
perceptions of bodies, identities and spaces
in ways that traditional media cannot.

Some Indian artists are beginning to
experiment with these technologies, creating
virtual environments that allow for fluid
and transformative experiences of gender
and sexuality. “While still in its early
stages, this field holds significant potential
for future artistic explorations of identity.”
(Kumar, 2019)

The exploration of gender and
sexuality in Indian art has not been without
controversy. Many artists have faced legal
challenges and public protests over work
deemed offensive or obscene. The case of
M. F. Husain, who faced numerous law-
suits and eventually went into self-imposed
exile over his depictions of Hindu deities,
is a prominent example.

More recently, “artists exploring
LGBTQ+ themes have sometimes faced
backlash from conservative groups. These
controversies highlight the ongoing tensions
between artistic freedom and social conser-
vatism in India.” (Ramaswamy, 2011).

The threat of controversy and legal
action has led to a degree of self-censor-
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ship among some Indian artists. This has
potentially limited the range of expres-
sions related to gender and sexuality in
Indian art, particularly in public spaces.
“However, it has also led some artists to
develop more subtle and nuanced ways of
addressing these themes, using symbolism
and allegory to convey challenging ideas.”
(Kapur, 2007)

Examining gender, identity, and
sexuality in Indian art reveals a compli-
cated and changing story that reflects the
more general social and cultural develop-
ments in Indian society. From the honest
and sometimes explicit depictions in
ancient temple art to the sophisticated and
demanding creations of modern artists,
Indian art has constantly interacted with
these basic elements of human existence.
The path of this creative inquiry mirrors
the conflicts between tradition and moder-
nism, conservatives and progressives that
define most of Indian life. It also emphasizes
how art could question conventions,
generate ideas and motivate transfor-
mation.

With its appreciation of different
gender forms and sexual themes, ancient
Indian art points to a culture in many
respects more liberal in its attitude to these
concerns than modern India. The colonial
era brought major changes including new
moral and social mores that still shape
public opinion and creative output.

In Indian art, the modernist movement
challenged conventional wisdom and brought
more personal and varied viewpoints,
therefore opening new opportunities for
depicting gender and sexuality. Inspired
by local realities and worldwide movements,
contemporary Indian art has widened this
inquiry even more by giving voice to

underprivileged identities and tackling
intersectional concerns of gender, sexua-
lity, caste and income.

The digital era has democratized
artistic expression, therefore enabling
more varied voices to be heard and new
avenues for artistic inquiry of identity.
Still, difficulties including censorship and
social reaction still influence the scene of
artistic expression in India. Looking ahead,
Indian art is probably going to be still very
important in influencing debates on
sexuality, gender, and identity. Artists will
surely find creative means to investigate
these subjects as society develops and new
technology surface, therefore testing
preconceptions and stretching the limits
of depiction.
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cenef<e& Dejefkevo keâe YeejleerÙe meebmke=âeflekeâ efÛevleve
[e@. DeesceØekeâeMe Øepeeheefle Úefkevoj kegâceej
meneÙekeâ DeeÛeeÙe&, efnvoer, DevegmeefvOelmeg, efkeÅee keeÛemheefle efnvoer,
efnceeÛeue ØeosMe kesâvõerÙe efkeMkeefkeÅeeueÙe Oece&Meeuee efnceeÛeue ØeosMe kesâvõerÙe efkeMkeefkeÅeeueÙe Oece&Meeuee

YeejleerÙe mebmke=âefle meceieÇlee Skeb efokÙe mebmke=âefle nw~
Ùeefo meeceeefpekeâ GheeoeveeW keâer Deesj Âef<šheele keâjW lees
mebmke=âefle Deewj meYÙelee ceW Ieefve… mecyevOe nw ke hejmhej
hetjkeâ nQ~ ueewefkeâkeâ Skeb Deueewefkeâkeâ GVeefle nsleg ceveg<Ùe
Éeje efkeâÙee ieÙee ØeÙeeme ner mebmke=âefle nw~ efpeme lejn
Deelcee kesâ efyevee Mejerj keâe keâesF& cenlke veneR, Gmeer
Øekeâej mebmke=âefle kesâ DeYeeke ceW meYÙelee keâe keâesF& cenlke
veneR neslee nw~ meYÙelee mes nceW ceeveke peerkeve kesâ efkekeâeme
keâe helee Ûeuelee nw, peyeefkeâ mebmke=âefle mes Gmekesâ iegCeeW
keâe~ DevÙe MeyoeW ceW keânW lees meYÙelee yee¢e kemleg nw
Deewj mebmke=âefle Deevleefjkeâ kemleg nw~ kewÙeefòeâkeâ DevegYetefle
peye Øekeeefnle neskeâj meeceeefpekeâ DevegYetefle yeve peeleer nw
Deewj mkeÙeb keâes DeefYekÙeòeâ keâjleer nw lees Gmes mebmke=âefle
keânles nQ~ mebmke=âefle ceveg<Ùe kesâ meceieÇ peerkeve keâe meej nw~
ceveg<Ùe keâes ßes… yeveeves ceW Deewj Gmes meebmeeefjkeâ megKe mes
Thej G"eves ceW, Gmes megmebmke=âle ceveg<Ùe yeveeves ceW mebmke=âefle
keâe yengle yeÌ[e DeefYeoeve nw~ keemleefkekeâ ™he ceW mebmke=âefle
ceveg<Ùe peerkeve keâe mebefkeOeeve nw, efokÙe peveeW kesâ mebkeâuhe
keâes mecePeves Deewj Gvekesâ Éeje Yeejleke<e& keâes ceneved
yeveeves kesâ efueS efkeâÙes ieÙes lehe, meeOevee ke Gvekesâ peerkeve
cetuÙeeW ke efmeæebleeW keâes mecePeves keâe Skeâ ceeOÙece nw~
cenef<e& Dejefkevo kesâ Devegmeej efkeâmeer Yeer peeefle ke mecegoeÙe
keâer mebmke=âefle Gvekesâ peerkeve keâer hegmlekeâ nesleer nw, Ssmes ceW
nceW Ùeefo efkeâmeer Yeer osMe ke ØeosMe kesâ ueesieeW keâes peevevee
ke mecePevee nw lees Gmekesâ efueS Gvekeâer mebmke=âefle keâes
peevevee Deefle DeekeMÙekeâ nw, leYeer nce Gmes yesnlej

mecePe mekeWâies~ Gve ueesieeW keâer meebmke=âeflekeâ Ûeslevee mkeÙeb
keâes DeeoMe&, Deeeflcekeâ Øeyeuelee, GvcegKe mebkeâuhe,
mepe&veMeerue, iegCeieÇener meewvoÙe& yeesOe, Øe%ee keâes Øekeâš
keâjleer nw~1

YeejleerÙe mebmke=âefle keâer Deheveer Deefmcelee nw~ ‘kemegOewke
kegâšgcyekeâce' DeLe&ele (mechetCe& yeÇÿeeC[ Skeâ heefjkeej nw)
keâe mevosMe osvee YeejleerÙe mebmke=âefle keâer efkeefMe<šlee nw~
ieewjkeMeeueer Fefleneme, mecevkeÙekeeoer efÛevleve, meefn<Ceglee
keâer Yeekevee, megmebmkeâej, hejmhej Øesce ke YeeF&-Ûeejs keâer
Yeekevee FlÙeeefo YeejleerÙe mebmke=âefle keâes efkeMke keâer DevÙe
mebmke=âefle mes efYeVe keâjles nQ~ cenef<e& Dejefkevo keâe ØeekeâšdÙe
YeejleerÙe meYÙelee Deewj mebmke=âefle keâe mebmkeâej ueskeâj
ngDee nw~ peye kes DeeOÙeeeflcekeâ peerkeve ceW keâoce jKeles nQ
lees GvneWves YeejleerÙe mebmke=âefle, oMe&ve Deewj Oece& keâes
ienvelee mes mecePee Deewj Gmes kÙeekeneefjkeâ ™he ceW ueeiet
efkeâÙee~ Ùener keâejCe nw efkeâ cenef<e& Dejefkevo keâe oMe&ve
YeejleerÙe mebmke=âefle mes hetjer lejn ØeYeeefkele nQ~ yeÇÿe melÙe
nw Deewj efkeMke DehetCe& melÙe nw~ Deheveer efokÙe Âef<š mes
GvneWves YeejleerÙe mebmke=âefle keâes peevee Deewj DeÉwlekeeo keâe
Øeefleheeove ke Gmekesâ efkeÛeejeW keâe DevegMeerueve YeejleerÙe
mebmke=âefle kesâ heefjØes#Ùe ceW ner efkeâÙee nw~ Ùee Ùetb keânW efkeâ
Gvekesâ oMe&ve ceW YeejleerÙe mebmke=âefle keâer ÚeÙee meerOes leewj
hej efoKeeF& osleer nw~ nce Ùeefo Gvekesâ meeceeefpekeâ-
jepeveereflekeâ efkeÛeej hej Âef<šheele keâjW lees kees Yeer kesoevle
hejcheje kesâ Devegmeej ner nw~ Ùener kepen nw efkeâ Gvekeâer
lelke ceerceebmee kesâ meeLe-meeLe Gvekesâ meeceeefpekeâ Deewj
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jepeveereflekeâ oMe&ve ceW Yeer DeeOÙeeeflcekeâ ÛesleveeÙegòeâ melee
keâer ØeOeevelee Øeefleef#ehle nesleer nw~

mechetCe& ceveg<Ùe peeefle Yeeweflekeâ, ØeeCeceÙe, Yeekevee
Skeb ceveesceÙe Øeke=âefle ceW meceeve nw~ ceveg<Ùe Øeke=âefle keâe
Skeâ ceveesceÙe ØeeCeer nw~ ceveg<Ùe peye hewoe nesves mes ke=æ
nesves lekeâ Gmekesâ peerkeve ceW lejn-lejn kesâ ceveesefkekeâej
Deeles nQ~ GvneR ceveesefkekeâejeW mes ceveg<Ùe ØeYeeefkele neslee nw
Deewj otmejeW keâer lejkeäkeâer mes Gmes F&<Ùee& nesves ueieleer nw~
Ùes ›eâce ceveg<Ùe keâer ce=lÙeg lekeâ Ûeuelee jnlee nw~ Dejefkevo
kesâ Devegmeej ceveg<Ùe peerkeve keâer meeLe&keâlee Gmekesâ peerkeve
kÙeleerle keâjves ceW veneR nw efkeâ Gmeves peerkeve keâes yesnlej
lejerkesâ mes efpeÙee nw yeefukeâ FmeceW nw efkeâ Gmekeâe peerkeve
ceW peiele kesâ efueS efkeâlevee DeefYeoeve jne nw~2

cenef<e& Dejefkevo ceveg<Ùe peerkeve keâes leYeer meeLe&keâ
ceeveles nQ Ùeefo kees Deheveer mebmke=âefle Deewj meYÙelee keâes
mecePelee nw Deewj Gmekesâ efueS Deelcemeele keâj ueslee nw~
‘YeejleerÙe mebmke=âefle DeeOeej' veecekeâ ieÇvLe ceW peneB Skeâ
lejHeâ YeejleerÙe mebmke=âefle hej efvejvlej nes jns yee¢e nmle#eshe
kesâ keâejCe DeemeVe mebkeâš kesâ Øeefle Deelcej#ee keâer
DeekeMÙekeâlee keâe DevegYeke keâjles nQ keneR ÙetjesheerÙe mebmke=âefle
kesâ ØeYeeke ke efkemebieefleÙeeW keâe efkeM}s<eCe keâjles ngS
Gvekesâ Dee#esheeW keâe efvejekeâjCe keâjles nQ leLee YeejleerÙe
mebmke=âefle ceW oMe&ve, peerkeve cetuÙeeW ke Gmekesâ cetue lelkeeW
keâes mecePeves hej yeue efoÙee nw~

ceveg<Ùe keâer lejkeäkeâer keâe cetue DeeOeej Yeeweflekeâ
megKe-megefkeOeeW nw~ ceveg<Ùe Fme efkeMke ceW Skeâekeâer ØeeCeer
veneR nw, Gmekesâ meeLe Ùeneb hej heMeg-he#eer, leceece kevemheefleÙeeb
FlÙeeefo Meeefceue nesles nQ~ keemleke ceW ceveg<Ùe keâes Fve
meYeer keâer Øeke=âefle keâes Yeer mecePevee heÌ[lee nw Ûetbefkeâ
ceveg<Ùe keâer Yeeweflekeâ lejkeäkeâer keâe DeeOeej Ùes meye ÛeerpeW
ner nw~ Heâuele: Gmekesâ ceve Deewj ØeeCe hej FvneR keâe
DeeefOehelÙe neslee nw~ Yeeweflekeâ ceve kesâ oyeeke ceW Deekeâj
ner ceveg<Ùe ceve ceW Øeeflekeâtue efkekeâej GlheVe ngS~ Skeâ-
otmejs kesâ Øeefle veÌHeâjle, uetš-heeš, keâece, ›eâesOe, ueesYe,
ceesn, efkekeskeânervelee, YeÙe mes DeefYeYetle nesvee pewmes

ceveesefkekeâejeW mes ceveg<Ùe mkeÙeb keâes ceneve mecePeves keâer
keâesefMeMe keâjlee nw~ DeceevekeerÙe lelkeeW kesâ keâejCe ner
ceveg<Ùe mkeÙeb kesâ ceewefuekeâ peerkeve mes Thej G"keâj otmejs
meceepe efkejesOeer keâeÙe& keâjvee DeejcYe keâj oslee nw~ Ssmes
ceW Øeke=âefle ceeB keâer Yetefcekeâe ceW ve]pej Deeleer nw, Ùeefo kees
osKeves keâer keâesefMeMe keâjW~ Ûetbefkeâ ceveg<Ùe nj Ûeerpe Øeke=âefle
ke heefjkesMe mes efmeKelee nw~ efveÙele keäÙee ÛeerÌpe nw, kees
Øeke=âefle ner efmeKeeleer ke ÙeesiÙe yeveeleer nw ke peerkeve peerves
keâer keâuee Yeer efmeKeeleer nw~ Deleerle mes efMe#ee ieÇnCe keâj
Deheveer Deveble mebYeekeveeDeeW hej Âef<šheele keâjvee Deewj
Devekejle lejkeäkeâer keâer jen hej DeieÇmej nesles jnvee
ceveg<Ùe kesâ efueS efveÙele nw~3

cenef<e& Dejefkevo efkeâmeer Yeer mebmke=âefle ceW efveefnle
ØeeCeMeefòeâ Deewj GVeefle keâe ceevekeâ leerve DeeOeejeW hej
ceeveles nQ, ØeLece nw peerkeve kesâ DeeoMe&, DeeoMe& keâeÙe&
keâjves keâer Øesjkeâ Meefòeâ, peerkeve kesâ Øeefle ceewefuekeâ efÛevleve
keâer Meefòeâ~ mebmke=âefle kesâ efke<eÙe ceW cenef<e& Dejefkevo keâe
mhe<š Âef<škeâesCe nw~ Gvekesâ Devegmeej keso YeejleerÙe
mebmke=âefle keâe DeeOÙeeeflcekeâ Deewj ceveeskew%eeefvekeâ yeerpe nw
Skeb Gheefve<eo meke&ßes… DeeOÙeeeflcekeâ %eeve ke DevegMebmee
keâer DeefYekÙeefòeâ keâe ceeOÙece nw~ ‘melÙeceske peÙeles' DeLe&ele
melÙe keâer peÙe nes YeejleerÙe mebmke=âefle keâer Gòece OeejCee
ke OÙesÙe jne nw~ Fmeer OÙesÙe ves peerkeve ke ceveg<Ùe peeefle
keâes Deelcee keâer DeYeerhmee keâer Deesj Øesefjle efkeâÙee nw~ keso
Deewj Gheefve<eo Ùes oes efokÙe ke Oeceer& ieÇvLe Fmekesâ keebiceÙe
Deewj me=peveelcekeâ DeefYekÙeefòeâ kesâ meke&ØeLece cenle ØeÙelve
keâe ner ØeefleHeâue nw~ Ùes efkeMegæ DeeOÙeeeflcekeâ ceve keâer
Yee<ee heefjkeâefuhele Skeb keefCe&le nw~4

$e+ef<e-cegefveÙeeW Éeje Øeoòe mevosMe mes ÙeÅeefhe Deepe
Yeer ceveg<Ùe DeveefYe%e nQ, uesefkeâve ceveg<Ùe keâes megmebmke=âle
ceveg<Ùe yeveves kesâ efueS Fve mevosMeeW keâes mecePevee DeheefjneÙe&
nw~ $e+ef<e-cegefve Decetceve Ùegie Â<še Les Deewj Gvekesâ
efmeæebleeW hej Ûeuevee nceeje keâle&kÙe nw, leYeer nceeje
ceeveme peerkeve meeLe&keâ nesiee~ $e+ef<e Yeeweflekeâ peiele keâer
megKe-megefkeOeeDeeW mes cegòeâ neskeâj hejceeLe& kesâ efnleeLe&
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keâeÙe& keâjlee nw~ Yeeweflekeâ peiele mes pegÌ[s leceece YeesieeW,
megKe-megefkeOeeDeeW keâe KeC[ve keâjvee ner $e+ef<e-cegefveÙeeW
keâe hejce Oece& nw~ kele&ceeve ceW nce %eeve-efke%eeve mes
heefjefÛele nQ, vetleve ØeÙeesie efke%eeve kesâ #es$e ceW efkeâÙes pee
jns nQ, Ùes meye nceejs $e+ef<e-cegefveÙeeW keâer keâ"esj meeOevee
ke lehe keâe ØeefleHeâue nw~5

kele&ceeve heefjØes#Ùe ceW mechetCe& efkeMke Skeâ heefjkeej
yeve Ûegkeâe nw~ cenef<e& Dejefkevo ceeveles nQ efkeâ ceeveme,
ceeveme mes Thej G"keâj meceepe kesâ efnle ceW keâeÙe& keâjW,
uesefkeâve Flevee Thej Yeer ve G"s efkeâ Deheveer peÌ[W keâeš
ueW Ùee Ùetb keânW efkeâ Deheveer meYÙelee ke mebmke=âefle keâes ner
efkemce=le keâj yew"s~ kew%eeefvekeâ efkekeâeme Yeer DeheefjneÙe& nw,
uesefkeâve Gmekesâ meeLe Deheveer Deefmcelee Yeejleke<e& keâer
ceneve mebmke=âefle mes Yeer pegÌ[s jnvee pe™jer nw~ kew%eeefvekeâ
Ùegie ceW yeÌ[s-yeÌ[s Deeefke<keâej ke hejer#eCe efkeâÙes pee jns
nQ, DeeefCkekeâ Meefòeâ hejer#eCe mes ceeveke peeefle KeewHeâ ke
mebkeâš ceW efoKeeF& osleer nw~ ceveg<Ùe Ùeefo Deheveer mebmke=âefle
ke meYÙelee keâes mecePesiee Deewj len lekeâ peeÙesiee, leYeer
efkeMke ceW Meeefvle keâer mLeehevee nes mekeâleer nw, Ûetbefkeâ
efkeMke ceW keâesF& Yeer mebmke=âefle Ssmeer veneR nw efpemeves veÌHeâjle
ke meebØeoeefÙekeâlee keâe keOe&ve efkeâÙee nw~ megmebmke=âle ceeveke
yevevee ner efkeMke ceW hejmhej YeeF&-Ûeejs keâer Skeâcee$e
Gcceero nw, leYeer ceeveke peeefle mebjef#ele nes mekeâleer nw~6

Dejefkevo Deefle ceeveme keâe Deeieceve kesâkeue Skeâ-
oes kÙeefòeâÙeeW ceW veneR, Deefheleg mechetCe& meceepe ceW Ûeenles
nQ~ Gvekeâe Skeâerke=âle Ùeesie kÙeefòeâ efkeMes<e lekeâ meerefcele ve
neskeâj meceieÇ efkeMke kesâ efnleeLe& nw~ keemleefkekeâ ™he ceW
Ùeesie meeOevee peye lekeâ Skeâ kÙeefòeâ Ùee kegâÚskeâ kÙeefòeâÙeeW
lekeâ ner meerefcele jnsieer, leye lekeâ Ùeesie keemleke ceW
Skeâerke=âle veneR nes mekesâiee~ meÛÛes DeLeeX ceW meeOekeâ kener
meHeâue ceevee peeÙesiee, pees efkeMke kesâ leceece ØeeefCeÙeeW ceW
Fmekeâe mebÛeej keâjsiee ke hejmhej Øesce Yeeke Deewj efkeMke
kÙeeheer met$e DevegYeke keâjsiee~ ieerlet ØeosMe kesâ Mueeskeâ nQ

‘ÙeesieÙegòeâes efkeMegæelcee efkeefpeleelcee efpelesefvõÙe:~
meke&YetleelceYetleelcee kegâke&efvhe ve efuehÙeles~7

DeLe&ele efpemekeâe efÛele Ùeesie mecheVe nw, Devle:keâjCe
efkeMegæ nw Deewj pees mkeÙeb hej efveÙeb$eCe jKevee peevelee nw
Skeb meYeer ØeeefCeÙeeW ceW mkeÙeb keâer hejÚeF& osKelee nw, ken
keâYeer Yeer Ìieuele keâce& ceW Deemeòeâ veneR nes mekeâlee nw~

kewmes ner DevÙe Mueeskeâ nQ

meke& YetmLeceelceeveceb meke&Yetleeefve Ûeelceefve~
F&#eles ÙeesieÙegòeâelcee meke&$e meceoMe&ve:~~8

meke&$e yegefæ jKeves keeuee Ùeesie mecheVe kÙeefòeâ meye
ØeeefCeÙeeW ceW mkeÙeb keâes osKelee nw ken mkeÙeb keâer DevegYetefle
nesleer nw, kees keemleke ceW megmebmke=âle ceveg<Ùe nw~

cenef<e& Dejefkevo ceeveles nQ efkeâ efke%eeve ves nceejer
mebmke=âefle keâes Deheves jbie ceW jbiee nw~ otmejs Ùen yeele
efveefke&keeo melÙe nw efkeâ kele&ceeve heefjØes#Ùe ceW Yeer ceveg<Ùe
pevce mes ce=lÙeg lekeâ mebmke=âefle kesâ Devegmeej ner keâce& keâjlee
nw~ GoenjCe kesâ efueS keâesF& ceveg<Ùe peye cejlee nw lees
Gmekesâ heefjkeej keeues efkeâleves Yeer meYÙe keäÙeeW ve nes,
Gmekeâe mebmkeâej mebmke=âefle ke hejchejevegmeej ner keâjles nQ,
Ùener lees YeejleerÙe mebmke=âefle keâer efkeefMe<šlee Deewj Deefmcelee
nw pees otmejer mebmke=âefle mes efYeVe yeveeleer nw~ ceveg<Ùe keâer
efmLeefle kele&ceeve heefjØes#Ùe ceW ØeeflemheOe&elcekeâ efoKeeF& osleer
nw~ Ùeefo keâesF& me=peve keâeÙe& keâjlee nw lees Gmes me=peve keâjves
mes hetke& ner mkeÙeb keâer ØeMebmee kesâ meheves efoKeeF& osles nQ~
efkeÛeej, keâuee Deewj meeefnlÙe yengle nsÙe nes ieÙes nQ~
uesKekeâ keâes OÙeeve jKevee ÛeeefnS efkeâ kees Deece peveceeveme
keâes ceOÙe vepej jKeles ngS me=peve keâeÙe& keâjW, leYeer
Gmekeâe me=peve mebmeej meHeâue ceevee peeÙesiee~9

cenef<e& Dejefkevo YeejleerÙe mebmke=âefle kesâ meÛÛes mebj#ekeâ
ke otle jns nQ~ Gvekesâ Devegmeej mebmke=âefle ceW pees efke%eeve
keâe meceekesMe ngDee nw kees LeesÌ[e GheÙegòeâ veneR nw~
efke%eeve ves Yeues ner mebmke=âefle kesâ yee¢e keâueskej keâes peve
kÙeehekeâ yeveeÙee nes,hejvleg efvece> mlej mes yengleeÙele cee$ee
ceW DeOe&efMeef#ele ceveg<ÙeeW kesâ Dee efceueves mes mebmke=âefle kesâ
mlej ceW mebMeesOeve ngDee nw Ùee Gmes ÂÌ{lee Øeehle ngF& nes
lees Ssmee veneR ueielee Ûetbefkeâ kele&ceeve heefjØes#Ùe ceW Yeer
Glmeeefnle ØeOeeve keâce&keeo ner ceveg<Ùe keâe Øesjkeâ nw Deewj
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GÅece ner DeeOegefvekeâ meYÙelee keâe kesâvõ nw~ Ùee Ùetb keânW
efkeâ Deepe Yeer ceveg<Ùe keâer oMee ke efoMee Demebmke=âle,
ceveesceÙe melee keâer keâce&Meerue Deewj Gòespevee ceÙe ØekeCe
ner nw~ veleerpeleve efkeÛeej, keâuee ke meeefnlÙe nsÙe nes
Ûegkesâ nQ~ Ssmes ceW Ùes yeele efveefke&keeo melÙe nw efkeâ me=pevekeâej
Ùee uesKekeâ keâes meùoÙe keâer YeekeveeDeeW Deewj F&hmee kesâ
Deveg™he ner me=peve keâeÙe& keâjvee ÛeeefnS~10

uesKekeâ keâes me=peve keâeÙe& ceW MeyoeW keâe mener ÛeÙeve
keâjvee ÛeeefnS, DeLe&ele Demebmke=âle MeyoeW ke mebmke=âefle kesâ
efke®æ MeyoeW keâe ØeÙeesie ve nes lees mener jnsiee~ Skeâ
Meyo ceW GÛÛe ceveesÙeesie peerkeve DeÛÚs Deewj yegjs oesveeW
heefjCeeceeW kesâ meeLe ueeskeâeÙele, mebkesoveØeOeeve leLee
ef›eâÙeeMeerue yeve ieÙee nw~ efkeMes<ekeâj efMe#ee keâer vetleve
kÙekemLee, meceepe kesâ vetleve efmeæevle ke ef›eâÙeelcekeâ
mecYeekevee kesâ #es$e ceW Deeves DeejcYe nes ieÙes nQ, efpeveceW
mecYekele: Skeâ efove Ssmeer Iešvee Ieefšle nesieer pees DeYeer
DeØeehÙe nw DeLe&ele Yeefke<Ùe kesâ efueS mebkesâle GefÛele veneR
nw~ Ssmes ceW Ùeefo ceveg<Ùe peeefle keâes keâesF& mebjef#ele keâj
mekeâlee nw lees kees mebmke=âefle ner nw~11

Ùen yeele efveefke&keeo melÙe nw efkeâ Yeejleke<e& keâer Fme
ceneve ke efokÙe mebmke=âefle mes mechetCe& efkeMke ØeYeeefkele
ngDee nw~ Yeejleke<e& keâer mebmke=âefle Fme yeÇÿeeC[ kesâ mechetCe&
ceveg<Ùe peeefle keâer Deelcee nw~ cenef<e& Dejefkevo ceeveles nQ
efkeâ YeejleerÙe mebmke=âefle peerkeve keâes mener efoMee ceW ues
peeves keeuee keenve nw~ pees ceveg<Ùe Fme mebmke=âefle keâes
peevelee ke mecePelee nw, efveMÛeÙe ner kees ceveg<Ùe mes oske
ceveg<Ùe leguÙe nes peelee nw Deewj mkeÙeb kesâ peerkeve keâes je<š^
efnle meceefhe&le keâj oslee nw~ ‘¢etceve meeF&efkeâue' ieÇvLe ceW
cenef<e& Dejefkevo ceeveles nQ efkeâ ÙetjesheerÙe efÛevlekeâeW keâe
Âef<škeâesCe kew%eeefvekeâ nesves kesâ keâejCe YeejleerÙe mebmke=âefle
kesâ Deeies efceLekeâ efoKeeF& oslee nw Ûetbefkeâ Gme kew%eeefvekeâ
Âef<škeâesCe keâer peÌ[ YeejleerÙe mebmke=âefle ceW nw, DeLe&ele
kesoeW, Gheefve<eo ke ieerlee ceW nw~ ÙetjesheerÙe kew%eeefvekeâeW ves
kesâkeue Gmes megmeefppele efkeâÙee nw~ Ssmes ceW Ùeefo kees
heeMÛeelÙe efkeÉeve mkeÙeb keâes F&Mkej leguÙe mecePeles nQ efkeâ

nceves kew%eeefvekeâ KeespeW keâjkesâ ceneve ke yeÌ[e veskeâ keâeÙe&
efkeâÙee nw, ceveg<Ùe peerkeve keâes megiece yeveeÙee nw lees kees
Gvekeâe keâesje YeÇce nw~ Ûetbefkeâ Gve meYeer keâe DeeOeej ke
peÌ[ YeejleerÙe mebmke=âefle ner nw~ cenef<e& Dejefkevo mebmke=âefle
ceW efveefnle ØeeCeMeefòeâ keâe ceeveob[ leerve DeeOeejeW mes
ceeheles nQ Deewj GmeceW ØeLece nw peerkeve kesâ Øeefle ceewefuekeâ
efÛevleve keâer Meefòeâ keäÙee nw~ peerkeve keâe DeeoMe& keäÙee nw
Deewj leermeje DeeoMe&eW kesâ Deveg™he keâeÙe& keâjves keâer Øesjkeâ
Meefòeâ keäÙee nw~ Ghejesòeâ leerveeW DeeOeej hej YeejleerÙe
mebmke=âefle keâer ßes…lee Meer<e& mlej hej mLeeefhele nw~ cenef<e&
Dejefkevo kesâ Devegmeej ‘keso YeejleerÙe mebmke=âefle keâe
DeeOÙeeeflcekeâ ke ceveeskew%eeefvekeâ yeerpe nw Deewj Gheefve<eod
meke&ßes… %eeve Skeb DevegYeke kesâ melÙe keâer DeefYekÙeefòeâ
nw~ Ùee Ùetb keânW efkeâ melÙe YeejleerÙe mebmke=âefle keâe ØeLece
Œeesle nw~ ‘melÙeceske peÙeles' YeejleerÙe mebmke=âefle keâer efkeefMe<šlee
nw~ Fmeer OÙesÙe keâer Deesj DeieÇmej nesvee Deewj Ùener
mevosMe YeejleerÙe mebmke=âefle osleer nw~ YeejleerÙe mebmke=âefle
keâes mecePeves kesâ oes ceneve ieÇvLe keso Deewj ieerlee nw~ Fve
oesveeW ieÇvLeeW keâer keâekÙeceÙe Deewj mepe&veMeerue DeelceeefYekÙeefòeâ
kesâ meke&ØeLece cenle ØeÙelveeW keâe ØeefleHeâue nw~ Ùes efkeMegæ
Deblejelcee Skeb efokÙe ceve kesâ efkeÛeejeW ceW heefjkeâefuhele ke
keefCe&le nw~12

Fme yeele hej Ùeefo met#ce efÛevleve efkeâÙee peeÙes efkeâ
cenef<e& Dejefkevo ves Oece&, oMe&ve, keâuee Deewj megkÙekeefmLele
peerkeve kesâ efueS me=peveelcekeâ keâeÙeeX keâe Gûce mLeue ceve
keâes ner mkeerkeâej efkeâÙee nw lees FmeceW keâesF& DeefleMÙeesefòeâ
veneR nesieer~ ceveesefmLeefle kesâ Devegmeej ner ceveg<Ùe keâes
meyeue ke mece=æ yeewefækeâ kÙekeneefjkeâ keâceeX kesâ kegâMeuelee-
hetke&keâ ef›eâÙeevkeÙeve keâer Øeyeue Meefòeâ Øeehle nesleer nw~
ceeveefmekeâ ke DeeOÙeeeflcekeâ heefjkele&ve keâer FmeceW yeÌ[er
Yetefcekeâe jnleer nw~ Yeues ner nceejer mebkeâefuhele Meefòeâ
ßes… nw, hejvleg Ùes kesâkeue ceve ceW ner Gefole nesleer nw~

cenef<e& Dejefkevo kesâ celeevegmeej Oece& ke oMe&ve keâe
ceefCe keâbÛeve mebÙeesie DeheefjneÙe& nw Deewj Fvekeâe meceefvkele
™he ner mebmke=âefle nw~ YeejleerÙe oMe&ve efmeæeblekeeoer ke
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men ef›eâÙeelcekeâ nw~ ‘kemegOewke kegâšgcyekeâce' YeejleerÙe mebmke=âefle
keâe efmeæevle nw~ Yeejleke<e& ceW mewkeâÌ[eW ke<eeX lekeâ yee¢e
MeemekeâeW keâe meeceÇepÙe jne nw Deewj kees Yeer Fmekeâe yeeue
yeebkeâe veneR keâj mekesâ Ûetbefkeâ Fme mebmke=âefle keâer Deheveer
Deefmcelee nw~ F&Mkej Éeje Øeoòe ke mebjef#ele Ùes mebmke=âefle nw~
Ùes kesâkeue YeejleerÙe pevelee keâer ner veneR efkeMke keâer Skeâlee
keâe Øeleerkeâ nw~ mechetCe& efkeMke keâer Øesjkeâ Meefòeâ nw~13

cenef<e& Dejefkevo mkeerkeâej keâjles nQ efkeâ YeejleerÙe
mebmke=âefle ceveg<Ùe keâer lejkeäkeâer keâe DeeOeej nw~ ceveg<Ùe keâes
megmebmke=âle ceveg<Ùe yeveeves keeueer YeejleerÙe mebmke=âefle nw~
melÙe, mecceeve, Øesce, YeÇele=lke Yeekevee, Deefnbmee, lÙeeie,
mebkesovee, menveMeeruelee, oeveMeeruelee ke MegefÛelee Deeefo
meodiegCeeW keâe YeC[ej nw Deewj Fve leceece iegCeeW keâes mkeÙeb
Deewj meceepe ceW efkekeâefmele keâjves hej cenef<e& Dejefkevo
peesj osles nQ~

Ghemebnej :

efve<keâ<e& ceW nce keân mekeâles nQ efkeâ cenef<e& Dejefkevo
YeejleerÙe mebmke=âefle kesâ meÛÛes mebj#ekeâ Les Deewj Fme efokÙe
mebmke=âefle keâes DeeOeej yeveekeâj kees ceveg<Ùe keâes peerkeve
peerves kesâ efueS Øesefjle keâjles nQ~ ‘Deelceeveb efkeefOo' DeLe&ele
Ùener mevosMe $e+ef<e-cegefveÙeeW Éeje Øeoòe nw~ ceveg<Ùe Yeejleke<e&
keâer ceneve mebmke=âefle keâer ceoo mes mechetCe& yeÇÿeeC[ keâes
Skeâpegš keâj mekeâlee nw~ YeejleerÙe mebmke=âefle ceW kees leekeâle
nw pees ceveg<Ùe keâes oskelee yevee mekeâleer nw~ nceW kesâkeue
Fmes mecePevee ke peevevee nesiee leYeer nce megmebmke=âle
ceveg<Ùe yeve mekeâles nQ~ mechetCe& efkeMke Ùee yeÇÿeeC[ keâes
veÌHeâjle keâer YeÙeekenlee mes yeÛeeves keeueer YeejleerÙe mebmke=âefle

nw~ Dele: nceW ÛeeefnS efkeâ vetleve vemueeW keâes Fme efokÙe
mebmke=âefle mes heefjefÛele keâjkeeÙeW leeefkeâ kees Deheves peerkeve
keâes yesnlej ™he ceW peer mekesâ, pees kÙeef<š efnle ceW ve
neskeâj meceef<š efnle ceW keâeÙe& keâjW~
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In daily life, concepts of culture are
commonly linked with literature and art,
education and upbringing, and educational
endeavors. A cultured individual is some-
one who possesses knowledge, is well-
informed, and understands proper societal
conduct. Culture also signifies the level
of proficiency in a specific type of activity.
In this context, discussions revolve around
work culture, professional and everyday
etiquette, communication norms, and the
culture of speech and cognition. The British
are a fascinating and distinctive people,
self-reliant and one-of-a-kind. Their
culture is diverse and abundant, exerting
significant influence on a global scale.
Philosophy and culture are interrelated
concepts, exhibiting a strong connection
between them. Culture is the foundation
for every philosophy, shaping its existence
and giving meaning to its ethics. Philo-
sophy provides the analytical perspective
that protects us from anachronism, enabling
us to contemplate, question, critique and
ultimately embrace or discard any idea.
There are cultural elements in philosophy
and philosophical aspects in every culture.

The primary interpretation of this
paper is that culture serves as a founda-
tional resource for philosophical inquiry.
It is posited that this understanding
encompasses all other interpretations. This
paper thus contends that culture consti-
tutes the foundation and raw material for
intellectual contemplation, while culture
emerges from a structured thought process,
it does not equate to philosophy, just as
the mere handling of countable items or
currency does not render that activity
mathematical. Therefore, philosophy
should be recognized as an academic
pursuit characterized by a rigorous and
deep exploration of the truths of reality.
In this context, philosophy, utilizing its
hermeneutical tools, seeks to rationalize
cultures. It also aims to provide a solid
framework for the acceptance or rejection
of specific cultural elements in a world
that has experienced significant cultural
fragmentation. At this point, the signi-
ficance of philosophy becomes crucial in
addressing the current conflicts among
global cultures that are evident in our
unstable world.
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Philosophy : A Basic Definition The
study of philosophy should not be pursued
with the expectation of obtaining defini-
tive answers to its inquiries, as such
answers are typically uncertain. Instead,
it is the questions themselves that merit our
attention, for they enhance our intellectual
creativity, broaden our understanding of
possibilities, and reduce the rigid certain-
ties that inhibit open-minded exploration.
Most importantly, by engaging with the
vastness of the universe that philosophy
examines, the mind is elevated and attains
a profound connection with the universe,
which represents its ultimate fulfillment.

Culture And Its Doctrine Sociologists
and anthropologists characterize culture
as the collective attributes that define the
existence of a community within a society,
serving as the foundation of their social
life. The term culture is derived from the
Latin word “culture,” which translates to
the act of tilling or cultivating the land.
Lapierre (1973: 27) articulates culture as
“the heritage of wisdom, or more
accurately, the entirety of inventions and
discoveries that are accumulated and
transmitted by each successive generation.”
He identifies the components and shared
values that constitute a comprehensive
culture, distinguishing it from what is
termed basic culture. When viewed
abstractly, culture encompasses the skills
involved in the creation and utilization of
tools. It also includes the frameworks of
human relationships and symbolic instru-
ments, such as language, concepts, relevant
motivations, sentiments, values, and other
human characteristics that facilitate the
application of these skills and frameworks.
In this context, Lapiere perceives culture

as a system, wherein each of its numerous
elements exhibits a degree of functional
interdependence with the others.

Schaefer and Lamm (1997:1) gave an
abridged definition of culture when they
stated that “Culture includes the ideas,

values, customs, and antiques of groups

of people”.

A Historical Overview of Philosophy

and Culture :

The embeddedness of philosophy in
Indian culture reflects a unique under-
standing of philosophy. According to
Bhatt, philosophy in India, known as
Darshana, differs from Western traditions
because it involves reflection on lived
experience. Darshana is primarily a
systematic self-reflection activity that
entails practices with a purpose and an
end. Culture, viewed as a humanly-formed
nature, contributes to this activity and is
normative in many respects. Bhatt believes
that since Darshana is rooted in Indian
culture, it presents a model of philosophy
that has emerged from culture and holds
broad relevance.

In our analysis of the concept of culture,
we highlighted its political dimension. It
was noted that culture not only fosters a
sense of cultural nationalism but also
instills in its members a commitment to
its preservation, protection and expansion.
This commitment arises from the accom-
panying nationalist sentiment, which may
manifest as envy, hostility, or hospitality
towards other cultures. We also drew
parallels between the terms culture and
society. Historically, culture was asso-
ciated with specific traits of tribal groups
and ethnologists employed the term to
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distinguish the unique characteristics of
various ethnic groups. This concept was
further broadened to encompass race, as
culture can indeed signify the shared
attributes of a racial group. At this advanced
level of cultural application, it evolves into
civilization. It is not surprising that scholars
such as Ogugua and Oguejio refer to it as
the essence of civilization or the spiritual
core as described by German thinkers.
Civilization denotes human society
characterized by sophisticated social
structures. It encompasses the culture and
lifestyle of a society or nation during a
specific historical period. Civilization
serves as a term to describe the cultural
accomplishments of a particular society,
ethnic group or race. It represents a
celebration of these cultural achievements.
The expansive nature of this celebration
has contributed to the prominence of
Egyptian civilization, while its spiritual
essence has facilitated the progress of
various cultures. These dynamics can be
observed in historical events such as the
German Holocaust and the oppressive rule
of the Roman Empire, both of which are
rooted in the cultural advancements of
civilization. Philosophical discourse has
sought to provide a rationale, albeit
flawed, for the expansionist and hostile
tendencies of these civilizations.

The field of philosophy has always
possessed two intriguing characteristics.
First, unlike disciplines such as physics,
painting, or political science, it does not
have a clearly defined subject matter that
belongs only to it. Instead, like a skilled
and purposeful thief, it appropriates and
adapts the valuable ideas of other fields
to serve its own unique purposes. The act

of philosophizing is essentially a reflection
on experiences. Depending on whether
one reflects on experiences related to art,
history, or the state, one may develop an
aesthetics, political philosophy or
philosophy of history. Consequently, a
philosopher’s particular area of passion
and perplexity will shape the problems
they ponder and influence the outcome of
their philosophical system.

It is no secret that throughout its
history, western philosophy has largely
borrowed its problems and modeled its
constructions on the principles of
mathematics and the natural sciences. For
instance, Plato’s metaphysics can be best
understood through his obsession with
mathematics and the type of existence that
a realm of natural numbers might be
expected to possess. Aristotle’s mature
system, focused on the concept of growth
and development, is incomprehensible
without considering his activities as a
taxonomic and experimental biologist.
The Cartesian revolution was deeply
influenced by Descartes’ mathematics and
inseparable from the coordinate geometry
that he developed. Leibnitz’s cosmology,
which asserts an infinite number of centers
of energy and the centrality of a principle
of continuity in nature, is essentially an
animated model of the infinitesimal
calculus that he discovered. Even John
Locke’s exploration of “the new way of
ideas” and his empiricist successors’
attempts to provide a theory of knowledge
were closely tied to the conclusions of the
mathematical physics of Newton that
dominated their era.

However, about a hundred years after
Locke’s Essay Concerning Human Under-
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standing and Leibnitz’s Monadology (in
1807, to be precise), an unprecedented
event occurred in philosophy: the
publication of Hegel’s Phenomenology of
the Spirit. This work is so profound and
has had such a complex and controversial
impact since Hegel’s time that its epoch-
making character is often overlooked.
Contrary to popular belief, I think its
significance did not lie in its dialectic,
absolute idealism, or theory of develop-
ment per se, but rather in the fact that, for
the first time since Aristotle, the subject
of philosophizing was considered to be not
a particular science, aspect of social living,
or segment of external nature, but rather
the entire scope and breadth of human
culture as a unified, evolving entity.

The Interrelatedness of Philosophy and

Culture :

It is essential to recognize that
philosophy and culture are intricately
connected concepts, distinguished by a
subtlety that has often led to considerable
confusion. This relationship has fostered
a tendency to conflate philosophy with
culture, a phenomenon particularly evident
in contemporary African philosophy. The
responsibility for this conflation does not
rest solely with African philosophers; it is
also influenced by the methodologies
established by the pioneers of philosophy.
To begin with, the roots of philosophy can
be traced back to a sense of wonder, as
Aristotle suggests, asserting that “It is
through wonder that men now begin and
originally began to philosophize” (982b:
10). In his work, The Republic, Plato, as
cited in Bodunrin (1985: 1), states that
“there is no other beginning of philosophy
than this wonder.” Heidegger further

emphasizes that the experience of
astonishment is not merely an introductory
phase of philosophy, akin to a surgeon
washing their hands before an operation;
rather, astonishment is a fundamental
aspect that permeates philosophical
inquiry. This initial wonder that sparked
philosophical thought was centered on the
universe, exploring the organic unity and
interconnections among its various compo-
nents, as well as the tangible realities of
everyday life. Such daily experiences arise
from the interaction between humanity
and nature, as well as from the social
existence of individuals. Human social
existence is deeply embedded in culture,
which significantly influences the
behaviors and life patterns of individuals
within society. Consequently, philosophy’s
initial focus on nature was parallel to its
exploration of the complexities of social
existence and culture. The historical
account of Socrates serves as a poignant
reminder of this connection. Socrates
criticized the moral failings of his contem-
poraries, a philosophical stance that
ultimately led to his demise. Indeed, the
two primary branches of philosophy-
Ethics and Social and Political Philosophy
are closely linked to cultural philosophy.

Related views :

Both domains aim to regulate human
behavior, which constitutes the primary
substance, emphasis and objective of
culture. Consequently, a philosophical
understanding of these areas inherently
leads to a philosophical understanding of
culture. Furthermore, philosophy engages
with humanity, placing man at the core of
cultural discourse; without humanity,
culture cannot exist. In a related discussion,
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Omoregbe, as cited in Bodunrin (1985: 2),
asserts emphatically and accurately that:
Philosophical inquiry can indeed originate
from the human individual. In fact, the
human being possesses a more profound
reservoir of philosophical thought than the
physical world. The wonders and intricacies
of human existence surpass those found
in the physical realm. The transience of
human life, the fluctuations of existence,
humanity’s dominance over nature, along
with its strengths and vulnerabilities, joys
and sorrows, achievements and setbacks,
finitude and experiences of suffering,
hardship, illness, mortality and decay, as
well as the duality of human greatness and
despair, have all prompted profound
contemplation and philosophical explo-
ration globally. A deeper reading of
Omoregbe reveals that culture not only
gives rise to philosophy by supplying the
foundational elements necessary for
philosophical endeavors but also facili-
tates the connection we aim to establish.
Culture is likened to a menu that contains
the vital components upon which
philosophy relies and flourishes. Okere
(1983: 14), in his renowned work
highlighting African philosophy as a
crucial interpretative activity concerning
African culture, elaborates on this notion
further.

He argues :

“Philosophy is the definitive

endeavor to understand and

comprehend reality as a cohesive

whole. It diligently seeks to unveil

the essence of life and culture. It

stands as an unwavering inter-

pretation of life and culture,

serving as the centerpiece of

existence. Philosophy unequivo-

cally emerges as a product forged

from raw materials, requiring the

formidable shaping of thoughts

from cultural components. It

represents a resolute act of

intellectual creation, birthing

new meaning from the

amalgamation of one’s complete

experience.”

The analysis is seen as important
because philosophy originated from
curiosity about the universe and human
culture. It’s important to recognize that
while philosophy is universal, it is also
influenced by culture. Any philosopher
who ponders on culture or the universe,
no matter how objective they may seem,
is still influenced by their culture. This is
because culture shapes behavior and
impacts an individual’s perception and
mindset. As a result, a person’s inter-
pretation of the world reflects the funda-
mental ideas of their culture. Additionally,
the experiences that lead to philosophical
activity are unique to their culture. There-
fore, a philosopher’s worldview is deeply
rooted in their own culture and does not
transcend it. That’s why many philoso-
phers argue that every philosophy must
reflect the cultural and moral standpoint
of the author.

We argue that this forms the founda-
tion of regional ontology philosophy.
Essentially, it serves as the basis for the
presence of racial, regional, and cultural
philosophies. Today, due to the insepa-
rable link between culture and philosophy,
we encounter references to Asian philoso-
phy, Indian philosophy and African
philosophy, as well as American, Greek,
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and British philosophies, among others.
This same rationale leads to the emergence
of philosophies within religious sects and
institutions. The existence of these cultural
philosophies is not solely due to communal
thought, but rather because the philoso-
phies of the philosophers are often shaped
by a collective perspective influenced by
the culture or social environment in which
they philosophized. This aspect also
clarifies the categorization of the beliefs,
ideologies and actions of certain individuals,
institutions, or societies as philosophical.
It is believed, and this might be the case,
that since individual philosophers from
each culture may have arguments for or
against their culture (as Socrates did) and
professional philosophy accommodates
this, then such cultural practices may have
a philosophical foundation. Furthermore,
since philosophy is rooted in free thinking,
as previously discussed and since all
human conduct and principles are based
on reasoning, they can be considered
philosophical. In essence, all these factors
illustrate the connection between philoso-
phy and culture.

Conclusions :

The idea of culture as a structured
system, establishing principles to guide a
community toward anticipated prosperity,
can be considered a form of philosophy,
although not in the strict academic sense.
The existence of philosophy in traditional
Africa needs clarification and resolution
due to the challenges in transmitting ideas
and thoughts. Philosophy, as acknowledged
by Omoregbe and others, progresses
through three stages culminating in the
completion of these stages. The first stage
involves the wonder that arises from a

person’s interaction with themselves and
the world around them, leading to
fundamental questions - the second stage.
The culmination of philosophical activity
occurs when individuals begin to reflect
on these questions in search of answers -
the third stage. Therefore, for a philosophy
to be genuine, it must progress from wonder
to questioning and finally to potential
answers. Any halt at a single stage would
result in philosophy falling short and
becoming quasi or semi-philosophy. This
process of philosophical development is
also evident in other cultures, such as
African culture, where wise sayings, stories,
myths and folklore often remain at the
initial stage of philosophizing. According
to Okere, Black Africans can develop their
own authentic philosophies derived from
their culture, but merely having a culture
is insufficient for the existence of a
philosophy. To bridge the gap between
culture and philosophy, a transition is
necessary. Culture is present at the initial
level of philosophical activity but has not
developed into pure philosophy. Philoso-
phy, on the other hand, exists at the
advanced stage of reflective activity. It is
crucial to acknowledge that philosophical
activity does not originate in isolation but
emerges from a community’s culture,
making philosophy a reflective activity
within a particular cultural context.
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Geographical Location of the Menal

village :

Menal village lies in the South-eastern
part of Rajasthan at the crossing point of
25° 09’ Northern latitude and 75° 12’
Eastern longitude. Geographically it is
situated on the Uparmal plateau, a division
of Hadoti plateau (Rajasthan) while
administratively it comes under the Begun
sub-division of Chittorgarh district
(Rajasthan). It is situated on National
Highway 27 (NH-27) which runs from
Porbandar (Gujarat) to Silchar (Assam).

The Menal River, born on the
Uparmal Plateau, flows through this area
and forms a waterfall ‘Menal’. Further this
river flows in the north-western direction
till Triveni village (Bigod, district
Bhilwara). In Triveni village, the waters
of Menali River and Berach River coming
from Chittorgarh district meet the main
river Banas. Thus, Menali and Berach
rivers are the main tributaries of Banas
which form ‘Triveni Sangam’ in Bhilwara
district.

Menal Waterfall :

It is purely a natural waterfall located
on the Uparmal plateau. Major land area
of the Uparmal Plateau is made up of red
sandstone. It is noteworthy that red sand-
stone is a type of sedimentary rock. Due
to it being brittle and finely porous, it is
permeable to water and due to being flaky,
it is soft by nature. A depressed water
reservoir has been created here by vertical
erosion on the soft sandstone rocks by the
Menali River (Fig: 1.1). In this water
reservoir, the Menali river falls from a
height of 150 feet and forms the Menal
waterfall .

Due to the Menal area being water-
filled and covered with greenery all around,
the temperature of this place remains much
lower in summers as compared to the rest
of the Uparmal plateau area. There was a
time when this waterfall used to flow
continuously for 6 months, but with time
the upper flow area of Menali river kept
getting encroached due to which the inflow
of water started getting disrupted and as a
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result the flow period of the waterfall get
limited to only 2 to 3 months.

Earlier, tourists were allowed to go till
the depression of this waterfall, but due to
the moss present in the pool and the
slippery and round-smooth stones generated
by it, tourists had to face accidents many
times. Some tourists also died due to slipping.
Taking precautions, the administration has
completely banned the movement of tourists
towards the pool of Menal waterfall. Keeping
in mind the safety of the tourists, the
concerned department has installed iron
railings around the pool of the waterfall
so that they cannot go to take bath under
the waterfall.

The beauty of Menal waterfall is at
its peak during the rainy season. During
this time it appears like a huge cascading
milk stream. During this time, tourists
flock here to get relief from the excessive
heat, humidity and stickiness. Especially
on the day of ‘Hariyali Amavas (Shravan
Month of Hindu Calendar)’, a huge crowd
of tourists can be seen here.

alive. According to archaeologists, these
temples were built by the then Chahamana
rulers in the twelfth-thirteenth century.
These temples were the famous pilgrimage
of that time . Prominent among the temples
of Menal is ‘Mahanaleshwar Temple’, the
description of which is given below.

Mahanaleshwar Temple :

This is a historical Shiva temple which
was built in 1169 AD by a sage Bhava-
brahmamuni during the reign of Prithviraj
II, the Chahamana ruler of Delhi and
Ajmer. Actually, a water well is built in
the rear part of this temple from which a
stone channel has been made leading
towards the temple. The water from the
well has been brought to the temple
through this stone canal. With this water,
Jalabhisheka of the Shivalinga installed in
the temple is done. Probably because of
this canal, this temple of Mahadev might
have been named as the Mahanaleshwar.

The outermost entrance of the temple
is located on the main road and was
constructed by the Archaeological
Department. The path leading from the
outer entrance to the second entrance
(main entrance) of the Menal temple
complex is approximately 50 meters long.
Beautiful gardens with dense trees and
grass have been planted on both sides of
this entry road. The second entrance (main
entrance) of the Menal temple complex is
made of red sandstone, is three-storeyed
and quite high. The walls of this entrance
are very wide and strong. A pavilion is
installed on the top part of the door and
the statue of the first revered deity Shri
Ganesh ji is installed on the left side.

The entire Mahanaleshwar temple
complex is built of red sandstone available
in abundance in the Uparmal plateau

The beauty of Menal waterfall is
further enhanced by the artistic beauty of
the temples located near it. The unique
architecture and decoration of these
temples keep the history of this region

Fig: 1.1, The depression of

Menal Waterfall
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region. All the temples of the temple
complex are built in Bhoomij style at a
height of about 3 feet on a base made using
red sandstone. The stones used in the main
temple Mahanaleshwar have been beauti-
fully carved with fine carvings by the
artisans of that time. This proves the skill
and patience of the contemporary archi-
tects and artisans. The entrance gate of the
temple is very grandly constructed on which
statues of Yaksha-Yakshini, Devanganas,
Kinnars, heavenly Apsaras, gatekeepers,
male-female couples and flowers and leaves
have been carved. Statues of lion and
elephant have been installed on the top part
of the entrance. Just in front of the entrance,
a huge statue of Nandi is seated in a pavilion.
The roof of Mahanaleshwar temple is very
attractive and looks like a huge pagoda
(Fig: 1.2). A huge and tall peak is built on
the central part of this roof, on the top of
which a Kalasha made of stone is installed.

Shaivism . Mahanaleshwar Shiva is seated
in the form of a body at a depth of about 3
feet from the ground in the sanctum
sanctorum of the temple.

Just in front of the Mahanaleshwar
temple, there is a group of small and big
ruined temples. Among this group of
temples, one seems to be special which is
constructed with white stones unlike other
temples. Probably this temple might have
been constructed as an experiment. The
passage leading to Menal waterfall passes
near these ruined temples. At the end of
this passage leading to the waterfall, a very
simple entrance gate is built whose length
is 7 feet and width is 3.5 feet . Craftsmanship
is completely absent at this entrance.

After crossing the shallow area of
Menali river flowing at the top of the
waterfall, another Shiva temple is visible
which was built under the guidance of
Queen Suhiya Devi, wife of Prithviraj II.
Since Suhiya Devi was an ardent worshiper
of Lord Shiva, this temple was named
‘Suhaveshwar Temple’ by her .

According to the information received
by the researcher from the priest appointed
at Mahanaleshwar temple during the
research work, Prithviraj Chauhan-III or
Raipithora used to come to enjoy the
natural beauty of Menal waterfall and visit
Mahanaleshwar Shiva temple to get relief
from the painful summers .

For the systematic maintenance of the
Menal temple complex, it was brought
under the Archaeological Survey of India
(ASI) by the Government of India on 15
December 1956 .

Tourism Activities in Menal :

Although Menal is located in Begun
sub-division of Chittorgarh district, it is an

Fig: 1.2, Mahanaleshwar Temple

In fact, the Mahanaleshwar temple, famous
for its craft and sculpture, appears to be
equivalent to the temples of Khajuraho in
Madhya Pradesh. This is the reason why
Mahanaleshwar Temple is also called the
‘Mini Khajuraho’ at the local level. The
Mahanaleshwar temple has been described
in the Bijauliyan inscription as a famous
pilgrimage site of the ‘Lakulisha sect’ of
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important tourist destination for Bhilwara
district also. The nearest town to Menal is
Mandalgarh (Bhilwara). Mandalgarh is the
main stopping point for the tourists coming
here. The nearest railway station and bus
stand to Menal is also Mandalgarh. ‘Menal
Water Fall Resort Private Limited’ is
situated about 1 km away from the Menal
temple complex with excellent facilities
for food and accommodation for the
tourists. A view point has been built in this
resort from where Menal waterfall and the
densely covered green valley of Menali
River with trees appear very beautiful and
attractive.

Generally, tourists come to Menal
from places like Chittorgarh, Bundi, Kota,
Mandsaur, Neemuch etc. Apart from
Menal, the tourists coming here
compulsorily visit places like Mandalgarh
Fort, Triveni Sangam, Tilsawan Mahadev
etc. This tourism activity provides an
auspicious sign of creation of possibilities
for development of the tourism circuit in
this area.

Menal waterfall is located at almost
equal distance from Udaipur's Dabok
Airport and Kota Airport. The nearest
railway station to Menal is Mandalgarh.
Due to connectivity by rail, road and air
services, tourists can be brought here from
any corner of the country.

Problems and Suggestions for the

development of tourism in Menal :

Menal temple and waterfall are
located in the border areas of two districts,
namely Chittorgarh and Bhilwara.
Although it comes under Begun sub-
division of Chittorgarh, tourism in Menal
has not been adequately developed due to
its location in the border region.

The roof of Mahanaleshwar, the main
temple of Menal, had become weak with
time and was on the verge of collapse.
However, after coming under the control
of the Archaeological Survey of India
(ASI), the roof of the temple which was
collapsing has been supported with iron
pillars (Fig:1.3). Due to this, the beauty of
the temple has been slightly distorted but
this problem has definitely been tempo-
rarily resolved.

The garbage spread around the Menal
complex indicates that cleaning work is
not done here regularly. Apart from this,
there are not a sufficient number of dustbins
installed here and most of the dustbins are
broken. In this way, the required number
of dustbins and at appropriate places can
be installed here. Apart from this, broken
dustbins can be replaced with new
dustbins.

Keeping in mind the safety of the
tourists, some of the railing bars installed
here have been rusted and destroyed and
some have been broken by mischievous
elements. Due to this, careless tourists start
trying to reach the slippery area towards
the waterfall by crossing the broken railing.
If this broken railing is repaired in time,

Fig : 1.3, Interior of the Mahanaleshwar

Temple
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then tourism activities here can be conduc-
ted in a safe and orderly manner.

Neither government guides nor private
guides are available for the convenience
of tourists in the Menal temple complex.
In such a situation, tourists coming from
other states have to visit this place without
any information. If guides are arranged
here then tourists will be able to get official
and authentic information. For this, local
people can be trained by Rajasthan Tourism
Department and appointed as guides here.
In this manner the social significance of
tourism can be characterized.

To deal with the misbehavior or
snatching of foreign tourists by anti-social
elements, neither any arrangement for
closed circuit cameras has been made here
nor has any tourist assistance force been
deployed here. Apart from this, there are
no preventive arrangements against anti-
social elements from causing any kind of
damage to these valuable historical buil-
dings. By providing the facilities of Tourist
Assistance Force and Closed Circuit Cameras,
a safe environment can be provided to the
tourists and tourism and other related
activities can be promoted here.

There is a widespread lack of publicity
material regarding Menal or it has not been
publicized properly. This is the reason why
tourists neither have sufficient information
regarding this place nor do they have any
source available to gather information.
With government efforts, informational
documents can be prepared regarding it
through researchers and writers and better
marketing can be done through advertising
agencies. Through this research paper, an
attempt has been made by the researcher
to create such information providing
documents.

Free tour facility has been provided
to the tourists in the Menal temple
complex. No kind of income is generated
from this. If entry fee is started and is
collected from the tourists coming to the
Menal temple complex, then it will also
generate income and the fee received can
be used in the development works done
here. Not only this, by providing paid
entry, the entry of mischievous people who
are insensitive towards tourism develop-
ment in the Menal temple complex will
also be controlled.

According to the information received
from a tourist from Pune (Maharashtra)
who visited Menal, only one option for
food and accommodation is available near
the Menal complex, ‘Menal Water Fall
Resort Private Limited’ . Apart from this,
tourists have to go to Mandalgarh town of
Bhilwara for food and accommodation
which is situated at a distance of about 15
km from here. Hotels with excellent
facilities can be provided in the area
adjacent to the Menal temple complex. If
this is done then a necessary increase can
be brought in the number of tourists here.

Generally, every tourist wants to
cherish the memories related to a particular
place and take it with himself. In such a
situation, shopping facilities can be provi-
ded to the tourists in the Menal complex.
Marketing of handicrafts made in Bhilwara
and Chittorgarh districts including the
Phad painting (District Shahpura), Dabu
print sheets (Akola, Chittorgarh), Kavad
wood art (Bassi, Chittorgarh) etc. can be
done by providing shop facilities to the
tourists in Menal complex. Apart from this,
marketing of literary material related to
Bhilwara District Darshan, Chittorgarh
District Darshan, Rajasthan Darshan can
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also be done through shops in the campus.
In this way, along with increase in sales,
income will also be generated for the local
people.

The historical materials and evidence
collected by the Archaeological Survey of
India (ASI) in the Menal complex can be
displayed to the tourists for a fee through
the Museum. By doing this, adequate
preservation of historical material will be
possible and it will also be possible to
present the information given to the
tourists visiting the Menal complex in a
better way. Not only this, after the const-
ruction of the museum, more tourists can
be attracted to the Menal complex.

On the initiative of the Tourism
Department, Government of Rajasthan,
nearby historical events can be displayed
to the tourists in the Menal complex
through the 'Light and Sound Show'. Under
this, the history of Menal temples and
Mandalgarh fort, historical events related
to Begu peasant movement and Bijolia
peasant movement can be displayed
boldly.

Initiative can be taken to organize a
joint meeting of 'District Tourism Develop-
ment Committee' by the collectors of both
Bhilwara and Chittorgarh districts to
consider the above proposed suggestions.

Conclusion :

It can be concluded that the Menal
region holds immense potential for the
development of the tourism industry.

Various forms of tourism like historical
tourism, cultural tourism, eco-tourism,
adventure tourism etc. can be developed
here. Along with the development of
tourism industry, the path of socio-
economic development at the local level
will also be paved. There is a need to make
continuous and meaningful efforts from
the concerned administration to realize
these possibilities.
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keâeceeÙeveer keâe meewvoÙe&yeesOe : Skeâ efJeMues<eCe
[e@. LeevesMkej efieefj

DeefleefLe ØeJeòeâe
mejkeâejer veJeerve keâe@uespe, veÙee jeÙehegj (ÚÊieÊ)

øemeeo keâe keâekÙe YeejleerÙe meeefnlÙe kesâ Ssefleneefmekeâ
Deewj meebmke=âeflekeâ heefjkesMe ceW Skeâ cenlkehetCe& mLeeve
jKelee nw~ Gvekesâ keâekÙe ceW meewvoÙe&yeesOe keâe Skeâ efkeefMe<š
mLeeve nw, pees GvnW mecekeâeueerve keâefkeÙeeW mes Deueie
keâjlee nw~ øemeeo kesâ keâekÙe ceW øeke=âefle, øesce Deewj
ceevekeerÙe mebkesoveeDeeW keâer ienjeF& kesâ meeLe-meeLe YeekeveeDeeW
keâer keâesceuelee Deewj met#celee keâe efÛe$eCe efceuelee nw~ Fme
MeesOe he$e ceW nce øemeeo kesâ keâekÙe kesâ meewvoÙe&yeesOe keâe
efkeMuess<eCe keâjWies~ peÙeMebkeâj øemeeo efnboer meeefnlÙe kesâ
ÚeÙeekeeoer Ùegie kesâ øecegKe keâefkeÙeeW ceW mes Skeâ nQ~ Gvekesâ
keâekÙe ceW meeQoÙe&MeeŒe keâer Yetefcekeâe DelÙeble cenlkehetCe&
nw, pees Gvekeâer keâefkeleeDeeW keâes Skeâ efkeefMe<š mLeeve
øeoeve keâjleer nw~ øemeeo kesâ keâekÙe ceW meeQoÙe&MeeŒe
kesâkeue yeenjer Deekeâ<e&Ce lekeâ meerefcele veneR nw, yeefukeâ
Ùen Gvekeâer YeekeveeDeeW, mebkesoveeDeeW Deewj oeMe&efvekeâ
efkeÛeejeW keâer ienjeF& lekeâ kÙeehle nw~ Fme MeesOe he$e ceW,
nce øemeeo kesâ keâekÙe ‘keâeceeÙeveer' ceW meeQoÙe&MeeŒe keâe
efkeMuess<eCe keâjWies Deewj Fmekesâ efkeefYeVe henuegDeeW keâes
mecePeves keâe øeÙeeme keâjWies~

peÙeMebkeâj øemeeo keâe cenekeâekÙe ‘keâeceeÙeveer' efnboer
meeefnlÙe keâer Skeâ Deøeeflece Deewj keâeuepeÙeer ke=âefle nw, pees
YeejleerÙe meeefnlÙe ceW Deheveer efkeefMe<š henÛeeve yeveeS
ngS nw~ Fme cenekeâekÙe ceW øemeeo ves YeejleerÙe heewjeefCekeâ
keâLeeDeeW kesâ DeeOeej hej peerkeve kesâ efkeefYeVe henuegDeeW keâes
øemlegle efkeâÙee nw~ ‘keâeceeÙeveer' ceW meewvoÙe&yeesOe keâe efkeMuess<eCe
keâjvee cenlkehetCe& nw keäÙeeWefkeâ Ùen cenekeâekÙe kesâkeue Skeâ

keâLee veneR nw, yeefukeâ Ùen ceeveke ceve, Gmekeâer YeekeveeDeeW
Deewj Gmekesâ Deebleefjkeâ mebIe<eeX keâe ienve efÛe$eCe nw~
meewvoÙe&yeesOe keâe ÙeneB leelheÙe& kesâkeue yeenjer meeQoÙe& mes
veneR nw, yeefukeâ Ùen Yeekeveelcekeâ, oeMe&efvekeâ Deewj
ceveeskew%eeefvekeâ meeQoÙe& keâes Yeer meceeefnle keâjlee nw~

øecegKe hee$e :

1. ceveg - ceevekelee kesâ øeleerkeâ, pees ceneøeueÙe kesâ
yeeo peerkeve keâer veF& Meg®Deele keâjles nQ~

2. FÌ[e - yegefæ Deewj efkekeskeâ keâer øeleerkeâ, pees ceveg
keâes peerkeve kesâ mener ceeie& hej Ûeueves kesâ efueS
øesefjle keâjleer nQ~

3. ßeæe - efkeMkeeme Deewj Yeefòeâ keâer øeleerkeâ, pees
ceveg kesâ peerkeve ceW meblegueve Deewj Meebefle ueeleer nQ~

‘keâeceeÙeveer' ceW kegâue 15 meie& nQ, efpeveceW mes
øelÙeskeâ meie& Skeâ efkeefMe<š Yeekevee Ùee ceveesefmLeefle keâe
øeefleefveefOelke keâjlee nw :

1. efÛebleve - ceveg keâer Deebleefjkeâ efpe%eemee Deewj efkeÛeejeW
keâe efkemleej~

2. efkekeâuhe - efkeÛeejeW Deewj efveCe&ÙeeW ceW GuePeve~

3. mebMeÙe - efveCe&ÙeeW hej mebosn Deewj DeefveefMÛelelee~

4. mebkeâuhe - ÂÌ{ efveMÛeÙe Deewj Deeies yeÌ{ves keâer FÛÚe~

5. efveke&so - meYeer øekeâej kesâ ceesn keâe lÙeeie~

6. Deevevo - meblees<e Deewj Deevebo keâer øeeefhle~
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7. FÌ[e - yegefæ Deewj efkekeskeâ keâe øeYeeke~

8. ßeæe - Yeefòeâ Deewj efkeMkeeme keâe cenlke~

9. keâece - øesce Deewj Deekeâ<e&Ce~

10. efkejn - efyeÚÌ[ves keâe og:Ke~

11. ueppee - Mece& Deewj mebkeâesÛe~

12. oÙee - keâ®Cee Deewj mebkesoveMeeruelee~

13. OewÙe& - menveMeeruelee Deewj OewÙe&~

14. keehemeer - keehemeer Deewj hegve: DeejbYe~

15. øeYee - øekeâeMe Deewj Deblele: melÙe keâer øeeefhle~

meewvoÙe&yeesOe keâe cenlke :

meeQoÙe&yeesOe keâe cenlke meeefnlÙe, keâuee, mebmke=âefle
Deewj ceeveke peerkeve kesâ efkeefYeVe henuegDeeW ceW DelÙeefOekeâ
cenlkehetCe& nw~ meeQoÙe&yeesOe keâe DeOÙeÙeve Deewj Gmekeâer
DeefYekÙeefòeâ nceW peerkeve keâes DeefOekeâ ienjeF& Deewj
mebkesoveMeeruelee mes mecePeves ceW ceoo keâjleer nw, meeefnlÙe
ceW meewvoÙe&yeesOe keâer Yetefcekeâe cenlkehetCe& nw keäÙeeWefkeâ Ùen
hee"keâ keâes meeefneflÙekeâ ke=âefle keâer ienjeFÙeeW lekeâ hengBÛeeves
keâe keâeÙe& keâjlee nw~ meewvoÙe&yeesOe ken lelke nw pees ke=âefle
keâes kesâkeue he"veerÙe veneR, yeefukeâ DeefkemcejCeerÙe yeveelee
nw~ ‘keâeceeÙeveer' ceW øemeeo ves efkeefYeVe meewvoÙe&elcekeâ
lelkeeW keâe øeÙeesie efkeâÙee nw, pees Fme cenekeâekÙe keâes Skeâ
efkeefMe<š mLeeve øeoeve keâjles nQ~

øeeke=âeflekeâ meeQoÙe&yeesOe :

‘keâeceeÙeveer' ceW øeke=âefle keâe meeQoÙe& efkeMes<e ™he mes
GuuessKeveerÙe nw~ øemeeo ves øeke=âefle kesâ efkeefkeOe ™heeW keâe
efÛe$eCe DelÙeble megbojlee Deewj met#celee mes efkeâÙee nw~
Gvekeâer keâefkeleeDeeW ceW øeke=âefle kesâkeue Skeâ he=…Yetefce veneR
nw, yeefukeâ Ùen ceveg<Ùe kesâ Deebleefjkeâ YeekeveeDeeW Deewj
efkeÛeejeW keâe øeefleefyebye Yeer nw~ peÙeMebkeâj øemeeo keâer
‘keâeceeÙeveer' ceW øeeke=âeflekeâ meeQoÙe&yeesOe keâe DelÙeble met#ce
Deewj efkemle=le efÛe$eCe efceuelee nw~ øemeeo ves øeke=âefle kesâ
efkeefYeVe ™heeW keâe keCe&ve keâjles ngS ve kesâkeue yee¢e
meeQoÙe& keâes øemlegle efkeâÙee nw, yeefukeâ Fmekesâ ceeOÙece mes

ceevekeerÙe YeekeveeDeeW Deewj mebkesoveeDeeW keâes Yeer DeefYekÙeòeâ
efkeâÙee nw~ ÙeneB kegâÚ GoenjCeeW kesâ meeLe ‘keâeceeÙeveer' ceW
øeeke=âeflekeâ meeQoÙe&yeesOe keâe efkeMuess<eCe øemlegle efkeâÙee ieÙee
nw ‘keâeceeÙeveer' ceW øeeke=âeflekeâ ÂMÙe keâe DelÙeble megboj
efÛe$eCe efceuelee nw~ øemeeo ves veefoÙeeW, heneÌ[eW, ke=#eeW,
Deewj DeekeâeMe kesâ efkeefYeVe ™heeW keâe efÛe$eCe efkeâÙee nw,
pees hee"keâeW kesâ ceve ceW Skeâ mepeerke efÛe$e Gkesâj osles nQ-

‘efnceefieefj kesâ Gllegbie efMeKej hej,
yew" efMeuee keâer Meerleue ÚeBn~

Skeâ heg®<e, Yeeries veÙeveeW mes,
osKe jne Lee øeueÙe øekeen~'1

Fme hebefòeâ ceW efnceeueÙe kesâ TbÛes efMeKej hej Skeâ
heg®<e keâe efÛe$eCe efkeâÙee ieÙee nw pees øeueÙe kesâ ÂMÙe keâes
osKe jne nw~ ÙeneB øeke=âefle keâe meeQoÙe& Deewj Gmekeâer
cenevelee keâes DelÙeble mebkesoveMeeruelee mes øemlegle efkeâÙee
ieÙee nw~ øemeeo ves øeeke=âeflekeâ meeQoÙe& kesâ ceeOÙece mes
ceevekeerÙe mebkesoveeDeeW keâes Yeer DeefYekÙeòeâ efkeâÙee nw~
øeke=âefle keâer megbojlee Deewj Gmekeâer yeoueleer ÚefkeÙeeB ceveg<Ùe
kesâ ceveesYeekeeW Deewj Deebleefjkeâ mebIe<e&eW keâes øeefleefyebefyele
keâjleer nQ~

‘DeefOekeâej efkeâÙee nw kemegOee keâe nefjleebÛeue ves
ef#eeflepe meceerhe~

meceleue keâj oer nw hegefueveeW ves uenj-uenj mes
efyeÚueer keerLe~'2

Fve hebefòeâÙeeW ceW øeke=âefle kesâ efkeefYeVe lelkeeW keâe ceevekeerÙe
mebkesoveeDeeW kesâ meeLe efceßeCe osKee pee mekeâlee nw~ kemegOee
keâe nefjleebÛeue Deewj uenjeW keâe meceleue keâjvee, ceveg<Ùe
kesâ ceveesYeekeeW Deewj mebIe<eeX keâe øeleerkeâ nw~ ‘keâeceeÙeveer'
ceW øeeke=âeflekeâ DeeheoeDeeW keâe Yeer meeQoÙe&elcekeâ efÛe$eCe
efceuelee nw~ øemeeo ves øeueÙe Deewj efkeveeMe kesâ ÂMÙeeW keâes
Yeer meeQoÙe&hetCe& {bie mes øemlegle efkeâÙee nw, pees hee"keâ keâes
ienjs Yeekeveelcekeâ mlej hej øeYeeefkele keâjles nQ-

‘DebOekeâej Lee, DeekeâeMe IeveIeesj,
 peerkeve ceW Lee keâwmeer efkeYeeref<ekeâe,
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efmebOeg kesâ peue mes G"er ngF&,
veYe ceW Úuekeâeleer DeßegOeej~'3

ÙeneB øeueÙe kesâ ÂMÙe keâes efÛeef$ele keâjles ngS,
DebOekeâej Deewj efkeYeeref<ekeâe keâes meeQoÙe&hetCe& {bie mes øemlegle
efkeâÙee ieÙee nw~ mecegõ keâe peue Deewj DeßegOeej, efkeveeMe
Deewj og:Ke kesâ meeQoÙe& keâes øekeâš keâjles nQ~ ‘keâeceeÙeveer'
ceW øeke=âefle Deewj ceeveke kesâ menDeefmlelke keâe Yeer efÛe$eCe
efceuelee nw~ øemeeo ves efoKeeÙee nw efkeâ ceeveke Deewj
øeke=âefle kesâ yeerÛe Skeâ ienje mebyebOe nw, pees peerkeve kesâ nj
henuet keâes øeYeeefkele keâjlee nw-

‘Ûeslevee kesâ ieYe& ceW heuee, pees ceveg, ken yeenj DeeÙee~
efkeMke-Ûeslevee keâe mebÛeejer, veke peerkeve, efHeâj ueeÙee~'4

Fve hebefòeâÙeeW ceW øemeeo ves øeke=âefle Deewj ceeveke kesâ
menDeefmlelke keâes øemlegle efkeâÙee nw~ ceveg keâe pevce Ûeslevee
kesâ ieYe& mes neslee nw Deewj ken veke peerkeve ueelee nw, pees
ceeveke Deewj øeke=âefle kesâ yeerÛe kesâ ienjs mebyebOe keâes oMe&elee
nw~ peÙeMebkeâj øemeeo keâer ‘keâeceeÙeveer' ceW øeeke=âeflekeâ
meeQoÙe&yeesOe keâe DelÙeble mebkesoveMeerue Deewj ienve efÛe$eCe
efceuelee nw~ GvneWves øeke=âefle kesâ efkeefYeVe ™heeW keâe keCe&ve
keâjles ngS ceevekeerÙe YeekeveeDeeW Deewj mebkesoveeDeeW keâes Yeer
DeefYekÙeòeâ efkeâÙee nw~ øemeeo ves øeke=âefle kesâ ceeOÙece mes
ceeveke peerkeve kesâ ienjs jnmÙeeW Deewj Gmekeâer peefšueleeDeeW
keâes øemlegle efkeâÙee nw, pees ‘keâeceeÙeveer' keâes Skeâ DeefÉleerÙe
keâekÙe jÛevee yeveelee nw~ Fme cenekeâekÙe ceW øeeke=âeflekeâ
meeQoÙe&yeesOe kesâ efkeefYeVe GoenjCeeW kesâ ceeOÙece mes øemeeo
keâer meeefneflÙekeâ Glke=â<šlee Deewj Gvekeâer ienjer mebkesoveMeeruelee
mhe<š nesleer nw~

ceevekeerÙe mebkesoveeDeeW keâe meeQoÙe&yeesOe :

peÙeMebkeâj øemeeo keâer ‘keâeceeÙeveer' ceW ceevekeerÙe
mebkesoveeDeeW keâe meeQoÙe&yeesOe DelÙeble ienve Deewj ceeefce&keâ
{bie mes GYejkeâj meeceves Deelee nw~ Ùen cenekeâekÙe
ceevekeerÙe YeekeveeDeeW Deewj mebkesoveeDeeW kesâ efkeefYeVe henuegDeeW
keâe DeefÉleerÙe efÛe$eCe keâjlee nw~ ÙeneB ‘keâeceeÙeveer' ceW
ceevekeerÙe mebkesoveeDeeW kesâ meeQoÙe&yeesOe keâe GoenjCe meefnle
efkeMuess<eCe øemlegle efkeâÙee ieÙee nw øemeeo ves ‘keâeceeÙeveer'

ceW ceevekeerÙe mebkesoveeDeeW keâe efÛe$eCe DelÙeble mebkesoveMeeruelee
Deewj ienjeF& mes efkeâÙee nw~ Gvekeâer keâefkeleeDeeW ceW øesce,
efkejn, keâ®Cee, DeeMee, efvejeMee Deewj mebIe<e& kesâ YeekeeW
keâe met#ce Deewj mebkesoveMeerue efÛe$eCe efceuelee nw~ Ùen
ceevekeerÙe mebkesoveeDeeW keâe meeQoÙe& ner nw pees hee"keâ keâes
ienjs Yeekeveelcekeâ mlej hej Útlee nw~ øesce Deewj keâ®Cee
‘keâeceeÙeveer' keâer øecegKe YeekeveeW nQ~ øemeeo ves ceveg Deewj
ßeæe kesâ øesce keâes DelÙeble mebkesoveMeeruelee Deewj ienjeF&
mes øemlegle efkeâÙee nw-

‘efkejn jne peye men ve mekesâ kes,
efceueve Útšves keâe YeÙe Lee~

leYeer ùoÙe keâer ÚeÙee ceW,
eføeÙe, legcemes efceueles kes DeeS~'5

Fve hebefòeâÙeeW ceW ceveg Deewj ßeæe kesâ efceueve Deewj
efkejn keâer YeekeveeDeeW keâe efÛe$eCe nw~ øesce Deewj keâ®Cee
keâe Ùen meeQoÙe& hee"keâ kesâ ceve keâes ienjeF& mes Útlee nw~
‘keâeceeÙeveer' ceW efkejn Deewj heerÌ[e keâe Yeer DelÙeble ceeefce&keâ
efÛe$eCe efceuelee nw~ ßeæe Deewj ceveg kesâ efyeÚÌ[ves keâer
kesovee keâes øemeeo ves yeÌ[er kegâMeuelee mes Gkesâje nw-

‘efkeÙeesieer nesiee henuee keâefke,
 Deen mes Ghepee nesiee ieeve~

  GceÌ[ keâj DeeBKeeW mes ÛegheÛeehe,
  yener nesieer keâefkelee Devepeeve~'6

Fve hebefòeâÙeeW ceW efkejn keâer heerÌ[e keâes oMe&eÙee ieÙee
nw~ efkeÙeesie Deewj Gmekeâer kesovee mes Ghepeer keâefkelee keâe
meeQoÙe& DeefÉleerÙe nw~ øemeeo ves ‘keâeceeÙeveer' ceW DeeMee
Deewj efvejeMee keâer YeekeveeDeeW keâes Yeer ienvelee mes øemlegle
efkeâÙee nw~ ceveg keâe peerkeve mebIe<e& Deewj Gvekeâer efvejeMee
kesâ #eCeeW keâe efÛe$eCe Fme cenekeâekÙe keâes Deewj Yeer
DeefOekeâ peerkeble yeveelee nw-

‘lece ves {keâ ueer Leer efoMeeW, peueo Ûeues PekeâPeesj~
leYeer DeÛeevekeâ efoKee otj mes, DeeMee keâe veke øekeâeMe~'7

Fve hebefòeâÙeeW ceW efvejeMee kesâ DebOekeâej ceW DeeMee kesâ
øekeâeMe keâe meeQoÙe& efÛeef$ele efkeâÙee ieÙee nw~ Ùen meeQoÙe&yeesOe
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ceeveke peerkeve keâer peefšueleeDeeW Deewj Gmekeâer mebIe<e&Meeruelee
keâes Gpeeiej keâjlee nw~ ‘keâeceeÙeveer' ceW DeelceefÛebleve Deewj
ceveve keâer YeekeveeDeeW keâe Yeer DeefÉleerÙe efÛe$eCe efceuelee
nw~ ceveg kesâ DeelcecebLeve Deewj Deelcemee#eelkeâej kesâ #eCeeW
keâes øemeeo ves DelÙeble met#celee mes øemlegle efkeâÙee nw-

‘ceveg keânlee, neB, ceQ ntB kener, pees me=ef<š kesâ
øeLece ÛejCe ceW~

Deelcee kesâ mke™he keâes henÛeeves, peerkeve kesâ nj
#eCe ceW~'8

Fve hebefòeâÙeeW ceW DeelceefÛebleve Deewj Deelcemee#eelkeâej
keâer Yeekevee keâe meeQoÙe& oMe&eÙee ieÙee nw~ ceveg keâe Deheves
Deefmlelke keâes henÛeevevee Deewj Deelcee kesâ mke™he keâes
mecePevee ceevekeerÙe mebkesoveeDeeW keâe GÛÛelece mlej nw~
Yeefòeâ Deewj mecehe&Ce Yeer ‘keâeceeÙeveer' ceW øecegKe YeekeveeW
nQ~ ßeæe keâe ceveg kesâ øeefle Deštš efkeMkeeme Deewj mecehe&Ce
keâe efÛe$eCe DelÙeble ceeefce&keâ nw-

‘legce mecehe&Ce ceW nes eføeÙelece,
ceQ meceefhe&le ntB legcnejs ÛejCe~

Yeefòeâ kesâ Fme ceeie& hej,
nce oesveeW yeveW nQ Skeâ~'9

Fve hebefòeâÙeeW ceW ßeæe keâer Yeefòeâ Deewj mecehe&Ce keâer
Yeekevee keâe meeQoÙe& GYejkeâj meeceves Deelee nw~ Ùen
YeekeveeW hee"keâ kesâ ceve keâes ienjs lekeâ øeYeeefkele keâjleer
nQ~ peÙeMebkeâj øemeeo keâer ‘keâeceeÙeveer' ceW ceevekeerÙe
mebkesoveeDeeW keâe meeQoÙe&yeesOe DelÙeble ienve Deewj kÙeehekeâ
nw~ øemeeo ves øesce, keâ®Cee, efkejn, heerÌ[e, DeeMee,
efvejeMee, DeelceefÛebleve, Yeefòeâ Deewj mecehe&Ce pewmeer YeekeveeDeeW
keâe DeefÉleerÙe efÛe$eCe efkeâÙee nw~ Fve YeekeveeDeeW keâe
meeQoÙe& ‘keâeceeÙeveer' keâes Skeâ keâeuepeÙeer Deewj DeefÉleerÙe
keâekÙe jÛevee yeveelee nw~ ‘keâeceeÙeveer' ceW ceevekeerÙe
mebkesoveeDeeW kesâ meeQoÙe&yeesOe keâe Ùen efkeMuess<eCe ve kesâkeue
øemeeo keâer meeefneflÙekeâ Glke=â<šlee keâes Gpeeiej keâjlee nw,
yeefukeâ Gvekesâ keâekÙe keâer ienjeF& Deewj Gmekeâer mebkesoveMeeruelee
keâes Yeer øemlegle keâjlee nw~

oeMe&efvekeâ meeQoÙe&yeesOe :

‘keâeceeÙeveer' ceW oeMe&efvekeâ meeQoÙe& Yeer ienjeF& mes
efveefnle nw~ øemeeo ves peerkeve, ce=lÙeg, Deelcee Deewj F&Mkej
kesâ yeejs ceW ienve oeMe&efvekeâ efkeÛeej øemlegle efkeâS nQ~
Gvekesâ keâekÙe ceW YeejleerÙe oMe&ve kesâ lelke mhe<š ™he mes
efoKeeF& osles nQ, pees Gvekesâ keâekÙe keâes Deewj Yeer DeefOekeâ
DeLe&hetCe& yeveeles nQ~ Ùen oeMe&efvekeâ meeQoÙe& hee"keâ keâes
DeelceefÛebleve Deewj ceveve keâer efoMee ceW øesefjle keâjlee nw~
peÙeMebkeâj øemeeo keâer ‘keâeceeÙeveer' ceW oeMe&efvekeâ meeQoÙe&
keâe Skeâ cenlkehetCe& Deewj ienve lelke nw~ Fme cenekeâekÙe
ceW øemeeo ves peerkeve, ce=lÙeg, Deelcee, Deewj yeÇÿee kesâ yeejs
ceW ienve oeMe&efvekeâ efkeÛeej øemlegle efkeâS nQ~ ‘keâeceeÙeveer'
ceW oeMe&efvekeâ meeQoÙe& keâes efvecveefueefKele efyebogDeeW kesâ ceeOÙece
mes mecePee pee mekeâlee nw øemeeo ves ‘keâeceeÙeveer' ceW
peerkeve Deewj ce=lÙeg kesâ yeerÛe kesâ peefšue efjMles keâes ienjeF&
mes efÛeef$ele efkeâÙee nw~ Ùen oeMe&efvekeâ øeMve efkeâ peerkeve
Deewj ce=lÙeg keâe keäÙee mebyebOe nw, øemeeo kesâ keâekÙe ceW Skeâ
kesâbõerÙe efke<eÙe nw-

‘meheves ceW osKee peerkeve keâe, efÛejkeâeue øekeen~
ce=lÙeg kesâ iele& ceW efÚhes, oMe&ve keâer meb%ee~'10

Fve hebefòeâÙeeW ceW peerkeve kesâ efvejblej øekeen Deewj
ce=lÙeg kesâ jnmÙeeW keâe oMe&ve efkeâÙee ieÙee nw~ øemeeo ves
peerkeve Deewj ce=lÙeg keâer ienjeF& Deewj Gvekesâ oeMe&efvekeâ
DeLe& keâes mhe<š efkeâÙee nw~ ‘keâeceeÙeveer' ceW Deelcee Deewj
yeÇÿee kesâ yeejs ceW oeMe&efvekeâ efkeÛeej øemlegle efkeâS ieS nQ~
øemeeo ves Deelcee keâer Decejlee Deewj yeÇÿee keâer me=ef<š keâer
Yetefcekeâe keâes cenlkehetCe& mLeeve efoÙee nw-

‘Deelcee kesâ mke™he ceW yemee, me=ef<š keâe cetue yeÇÿee~
mebie yemee, nw Deveble mke™he, efÛejkeâeue keâer Ghecee~'11

ÙeneB Deelcee keâer Decejlee Deewj yeÇÿee keâer me=ef<š kesâ
meeLe mebyebOe keâes oeMe&efvekeâ Âef<škeâesCe mes øemlegle efkeâÙee
ieÙee nw~ Deelcee keâe Deveble mke™he Deewj yeÇÿee keâer
Yetefcekeâe Fme cenekeâekÙe keâe Skeâ cenlkehetCe& oeMe&efvekeâ
lelke nw~ øemeeo ves ‘keâeceeÙeveer' ceW mebmeej keâer Glheeflle



79
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

Deewj Gmekesâ GösMÙe hej Yeer efkeÛeej efkeâÙee nw~ Ùen
oeMe&efvekeâ øeMve efkeâ me=ef<š keâe GösMÙe keäÙee nw, keâekÙe
kesâ ceeOÙece mes mhe<š efkeâÙee ieÙee nw-

‘me=ef<š keâer jÛevee keâe keâejCe, keäÙee nw Fmekeâe efkeOeeve~
GösMÙe keäÙee nw peerkeve keâe, peerkeve keâe MeeMkele %eeve~'12

Fve hebefòeâÙeeW ceW mebmeej keâer Glheeflle Deewj Gmekesâ
GösMÙe kesâ yeejs ceW oeMe&efvekeâ ØeMve G"eS ieS nQ~ øemeeo
ves peerkeve kesâ MeeMkele %eeve Deewj GösMÙe keâes mecePeves
keâer efoMee ceW øesefjle efkeâÙee nw~ ‘keâeceeÙeveer' ceW ceevekelee
Deewj Gmekesâ mebIe<eeX keâes Yeer oeMe&efvekeâ Âef<škeâesCe mes øemlegle
efkeâÙee ieÙee nw~ ceveg kesâ mebIe<e& Deewj Gvekeâer Deebleefjkeâ
Ùee$ee keâes oeMe&efvekeâ DeLe& øeoeve efkeâÙee ieÙee nw-

‘ceveg keâe mebIe<e& Deewj mebIe<e& keâer henÛeeve,
ceevekelee kesâ ienjs DeLe& keâer, De%eele henÛeeve~'13

ÙeneB ceveg kesâ mebIe<e& keâes oeMe&efvekeâ Âef<škeâesCe mes
øemlegle efkeâÙee ieÙee nw, pees ceevekelee Deewj Gmekesâ ienjs
DeLe& keâes mhe<š keâjlee nw~ øemeeo ves melÙe Deewj YeÇce kesâ
yeerÛe kesâ Deblej keâes Yeer ‘keâeceeÙeveer' ceW oeMe&efvekeâ {bie mes
øemlegle efkeâÙee nw~ melÙe keâer Keespe Deewj YeÇce keâer henÛeeve
keâe Ùen efke<eÙe keâekÙe ceW ienjeF& mes Gkesâje ieÙee nw :

‘melÙe keâer Keespe ceW Yeškeâles,
YeÇce kesâ efoiiepe ceW,

peerkeve kesâ nj keâoce hej,
melÙe keâer henÛeeve keâe meb%eeve~'14

Fve hebefòeâÙeeW ceW melÙe keâer Keespe Deewj YeÇce keâer
henÛeeve keâes oeMe&efvekeâ Âef<škeâesCe mes øemlegle efkeâÙee ieÙee
nw~ Ùen ceevekeerÙe peerkeve keâer peefšueleeDeeW Deewj Gmekeâer
ienjeF& keâes oMe&elee nw~

peÙeMebkeâj øemeeo keâer ‘keâeceeÙeveer' ceW oeMe&efvekeâ
meeQoÙe& keâe Skeâ cenlkehetCe& mLeeve nw~ øemeeo ves peerkeve,
ce=lÙeg, Deelcee, yeÇÿee, mebmeej keâer Glheefòe Deewj GösMÙe,
ceevekelee kesâ mebIe<e&, Deewj melÙe Deewj YeÇce kesâ efke<eÙeeW keâes
oeMe&efvekeâ Âef<škeâesCe mes øemlegle efkeâÙee nw~ Fve oeMe&efvekeâ
efkeÛeejeW kesâ ceeOÙece mes øemeeo ves hee"keâeW keâes DeelceefÛebleve,

ceveve Deewj peerkeve kesâ ienjs DeLe& keâer Keespe ceW øesefjle
efkeâÙee nw~ ‘keâeceeÙeveer' keâe oeMe&efvekeâ meeQoÙe& Gmes Skeâ
DeefÉleerÙe Deewj keâeuepeÙeer keâekÙe jÛevee yeveelee nw, pees
ve kesâkeue meeefneflÙekeâ Âef<š mes cenlkehetCe& nw, yeefukeâ
oeMe&efvekeâ Âef<š mes Yeer DelÙeble cetuÙekeeve nw~ ‘keâeceeÙeveer'
ceW peerkeve Deewj ce=lÙeg, megKe Deewj og:Ke, %eeve Deewj
De%eeve, øesce Deewj Yeefòeâ pewmes efkeefYeVe efke<eÙeeW keâe ienve
efkeMuess<eCe efkeâÙee ieÙee nw~ øemeeo ves ceveg kesâ ceeOÙece mes
ceevekeerÙe ceveesefke%eeve, Gmekeâer efpe%eemee, Gmekeâer Deekeâeb#eeDeeW
Deewj Gmekesâ mebIe<e&eW keâes øemlegle efkeâÙee nw~

efve<keâ<e& :

peÙeMebkeâj øemeeo keâer cenekeâekÙe ‘keâeceeÙeveer' ceW
meeQoÙe&yeesOe Skeâ DelÙeble cenlkehetCe& Deewj efkeefkeOeleehetCe&
lelke nw, pees keâekÙe keâer ienjeF& Deewj Gmekeâer efkeefMe<šlee
keâes Gpeeiej keâjlee nw~ Fme cenekeâekÙe ceW meeQoÙe&yeesOe kesâ
efkeefYeVe henuegDeeW keâe efkeMuess<eCe keâjles ngS efvece>efueefKele
efve<keâ<e& hej hengBÛee pee mekeâlee nw- ‘keâeceeÙeveer' ceW
øeke=âefle keâe efÛe$eCe DelÙeble met#ce Deewj mebkesoveMeerue nw~
øemeeo ves øeke=âefle kesâ efkeefYeVe ™heeW pewmes veefoÙeeB, heneÌ[,
keve, Deewj DeekeâeMe keâe keCe&ve keâjles ngS ve kesâkeue
yeenjer meeQoÙe& keâes øemlegle efkeâÙee nw, yeefukeâ Fvekeâer
yeoueleer ÚefkeÙeeW kesâ ceeOÙece mes ceevekeerÙe YeekeveeDeeW
Deewj mebkesoveeDeeW keâes Yeer DeefYekÙeòeâ efkeâÙee nw~ øeke=âefle
keâe meeQoÙe& ÙeneB Skeâ peerkeble Deewj ieefleMeerue lelke kesâ
™he ceW GYejlee nw, pees hee"keâ keâes Yeekeveelcekeâ Deewj
yeewefækeâ mlej hej øeYeeefkele keâjlee nw~ ‘keâeceeÙeveer' ceW
ceevekeerÙe mebkesoveeDeeW keâe meeQoÙe& DelÙeble ienve Deewj
ceeefce&keâ nw~ øesce, keâ®Cee, efkejn, DeeMee Deewj efvejeMee
pewmeer YeekeveeDeeW keâe efÛe$eCe øemeeo ves yeÌ[er kegâMeuelee
mes efkeâÙee nw~ Fve YeekeveeDeeW keâer keâesceuelee Deewj ienjeF&
hee"keâeW kesâ efoueeW keâes Útleer nw Deewj GvnW ienjs Yeekeveelcekeâ
pegÌ[eke keâe DevegYeke keâjeleer nw~ øemeeo ves ceevekeerÙe
mebkesoveeDeeW keâes ve kesâkeue kÙeefòeâiele Âef<škeâesCe mes,
yeefukeâ meceepe Deewj me=ef<š kesâ heefjøes#Ùe ceW Yeer øemlegle
efkeâÙee nw~
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Introduction :

Ancient Indian astronomy, or
Jyotisha, is one of the six Vedangas, the
auxiliary disciplines for studying the
Vedas. This tradition of astronomy, over
millennia, grew to include a deep under-
standing of the cosmos, celestial bodies,
and time measurement. It integrates
observational astronomy, astrology and
calendrical systems into one compre-
hensive body of knowledge. Ancient
Indian astronomers made significant
contributions to mathematics and science,
which continue to influence modern-day
astronomy and related sciences.

Vedic Astronomy :

The earliest reference to astronomical
concepts in India is found in the Vedas.
The Rigveda, composed around 1500
BCE, mentions several celestial bodies,
including the Sun (Surya), Moon
(Chandra) and various stars and planets
(Grahas). Vedic astronomy was primarily
concerned with the performance of rituals,
which required precise calculations of
time, determined by the positions of the
Sun and Moon. The Shatapatha Brahmana,

part of the Yajurveda, discusses cosmo-
logy and the annual movement of the Sun,
recognizing the importance of the solar
year for rituals and the agricultural calendar.
The Yajnavalkya cycle and the concept of
Nakshatras (lunar mansions) play a crucial
role in these texts, emphasizing a sidereal
system of timekeeping.

Vedanga Jyotisha :

The Vedanga Jyotisha, attributed to
sage Lagadha, is considered the oldest
extant text on Indian astronomy. Composed
around 1200 BCE, it focuses on the
application of astronomy in Vedic rituals,
providing methods for calculating
auspicious timings (Muhurta) for religious
ceremonies. The text highlights the
importance of lunar and solar movements,
using Nakshatras to calculate lunar months
and solar years. The Vedanga Jyotisha
marks the formal development of astro-
nomy as a discipline, with emphasis on
calendrical calculations and predictive
astrology. The use of Nakshatras for
determining lunar phases and the
coordination of solar and lunar cycles,
showcases the early sophistication of
Indian astronomers in timekeeping.
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Siddhantic Astronomy :

The next significant phase in ancient
Indian astronomy is the Siddhantic period,
which emerged around the beginning of
the Common Era. Siddhantic astronomy
is characterized by systematic and scientific
approaches to studying celestial objects,
moving away from ritualistic concerns
toward mathematical models. The most
famous of these texts is the “Surya
Siddhanta,” attributed to an unknown
author, although often linked to the
legendary figure Maya. The Surya
Siddhanta (c. 4th century CE) offers
detailed explanations of planetary
motions, eclipses, and time measurement,
including accurate calculations of the
length of the solar year and the Earth’s
axial tilt. Other significant Siddhantic texts
include the “Brahmasphutasiddhanta” by
Brahmagupta (598–668 CE) and the
“Aryabhatiya” by Aryabhata (476 CE).
These works introduce trigonometry,
spherical geometry, and algebra to astro-
nomy, offering new ways to calculate the
positions of celestial bodies. Aryabhata’s
heliocentric model, which posited that the
Earth rotates on its axis, was ground-
breaking for its time.

Aryabhata : The Father of Indian

Astronomy :

Aryabhata, the author of the
“Aryabhatiya,” made profound contribu-
tions to Indian astronomy and mathematics.
Born in 476 CE, Aryabhata was the first
Indian astronomer to propose that the
Earth rotates on its axis and that the
apparent westward motion of stars is due
to this rotation. His text, composed in 499
CE, covers various topics, including the
geometry of spheres, trigonometry, and the
calculation of planetary positions.

Aryabhata’s heliocentric theory,
though not fully developed, challenged the
prevailing geocentric models. His work on
the calculation of pi (�) and the value of
the Earth’s circumference showed remar-
kable precision, proving his mathematical
genius. Aryabhata’s influence spread
across India and the Islamic world, where
his works were translated into Arabic and
continued to be studied for centuries.

Brahmagupta and Indian Trigono-

metry :

Brahmagupta, a 7th-century Indian
astronomer and mathematician, expanded
on Aryabhata’s work in his treatise,
“Brahmasphutasiddhanta.” He introduced
the concept of zero as a number, revolu-
tionizing mathematics and enabling more
complex astronomical calculations. His
rules for arithmetic operations involving
zero and negative numbers were ground
breaking.

In addition to his contributions to
mathematics, Brahmagupta made signi-
ficant advances in trigonometry. He
developed methods for calculating the sine
and cosine of angles, which are essential
for determining the positions of celestial
bodies. His work on interpolation techni-
ques allowed for more precise calculations
of planetary positions and eclipses, which
were critical for astrological predictions
and timekeeping.

Varahamihira and the Pancha-

siddhantika :

Varahamihira (505–587 CE) was
another prominent Indian astronomer and
astrologer who synthesized earlier works
in his influential text, the “Pancha-
siddhantika.” This treatise discusses five
important astronomical schools, blending
Indian and Greek knowledge to create a
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comprehensive guide to planetary motions,
eclipses and time measurement.

Varahamihira’s contributions extend
beyond astronomy; he is also known for
his work on astrology and meteorology.
His encyclopedic knowledge helped
preserve and propagate ancient Indian
scientific traditions, making him one of
the most respected figures in Indian
astronomy.

Bhaskara II and Later Developments :

Bhaskara-II, also known as Bhaskara-
charya (1114-1185 CE), was one of the
last great astronomers of ancient India. His
seminal work, “Siddhanta Shiromani,”
builds on the achievements of earlier
astronomers, introducing new concepts in
algebra, geometry and trigonometry.
Bhaskara-II’s work on the calculation of
planetary positions and eclipses shows a
high degree of mathematical sophisti-
cation.

Bhaskara II is also known for his
contributions to differential calculus,
which he applied to problems in astro-
nomy. His work influenced later Islamic
and European mathematicians, show-
casing the global impact of Indian
astronomy.

Astronomical Instruments :

Ancient Indian astronomers developed
various instruments for observing and
measuring celestial objects. The “Gnomon”
(Shanku Yantra) was one of the earliest
devices used to measure the angle of the
Sun’s shadow, allowing for the calculation
of time and the determination of solstices
and equinoxes.

The “Chakra Yantra” and “Gol Yantra”
were spherical instruments used to model
the celestial sphere and calculate the

positions of celestial bodies. These instru-
ments were crucial for making accurate
astronomical observations and conducting
astrological predictions.The observatory
at Ujjain, established by King Jai Singh II
in the 18th century, is a testament to the
enduring legacy of ancient Indian
astronomy. Jai Singh II built large-scale
instruments based on traditional designs,
which allowed for precise measurements
of celestial objects.

Influence on the Islamic World and

Europe :

Ancient Indian astronomy had a
profound influence on the Islamic world,
especially after the translation of Sanskrit
texts into Arabic. The works of Aryabhata,
Brahmagupta and other Indian astrono-
mers were studied and expanded upon by
Islamic scholars, who then transmitted this
knowledge to Europe during the Middle
Ages. The introduction of Indian numerals
(including the concept of zero) and
mathematical techniques into the Islamic
world laid the groundwork for the later
development of modern astronomy and
mathematics in Europe.

Regional Developments and Schools of

Astronomy :

Ancient Indian astronomy was not a
monolithic tradition; rather, it evolved
through multiple regional schools of
thought. The interaction between these
schools led to a rich and diverse body of
knowledge that varied according to
local practices, cultural influences and
astronomical observations.

The School of Ujjain :

Ujjain, an ancient city in central India,
was a prominent center of learning in
astronomy and mathematics. It played a
significant role in the development of
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Indian astronomy during the Gupta period
(4th to 6th century CE) and later. This city
was home to several notable astronomers,
including Varahamihira and Brahmagupta.
Ujjain’s importance as an astronomical
hub was partly due to its geographical
location near the Tropic of Cancer, which
made it a suitable site for astronomical
observations. The observatory established
here served as a model for later observa-
tories built by King Jai Singh II in the 18th
century.

The School of Kashmir :

Kashmir, located in the northern part
of the Indian subcontinent, also emerged
as a center of astronomical learning.
Astronomers like Lalla (8th century CE),
the author of the Shishyadhivriddhi-

datantra, contributed significantly to the
field. Lalla’s work was a commentary on
earlier Siddhantic texts, and it included
corrections and new interpretations based
on his observations.The Kashmir school
is notable for its emphasis on observa-
tional accuracy and its integration of local
knowledge with broader Indian and Islamic
astronomical traditions. The region’s
mountainous terrain provided unique
opportunities for sky-watching and
studying celestial phenomena.

The Kerala School of Astronomy and

Mathematics :

The Kerala School of Astronomy and
Mathematics, which flourished between
the 14th and 16th centuries CE, represents
one of the most advanced phases of Indian
astronomy. This school, led by scholars
like Madhava of Sangamagrama, Nila-
kantha Somayaji, and Jyesthadeva, made
groundbreaking contributions to calculus
and the understanding of planetary
motions.

Madhava’s work on infinite series,
particularly his approximation of pi (�)
using a series expansion, predates similar
discoveries in Europe by centuries. Nilakantha
Somayaji’s Tantrasamgraha offered a
revised model of planetary motion that
included elliptical orbits and corrections
to Aryabhata’s heliocentric model. The
Kerala school’s methods for calculating
planetary positions were based on rigorous
mathematical techniques, reflecting a high
degree of abstraction and theoretical
understanding. This school represents the
culmination of the Siddhantic tradition,
blending indigenous knowledge with new
insights derived from practical observa-
tions and mathematical reasoning.

Cross-Cultural Exchanges in

Astronomy :

The development of ancient Indian
astronomy was not an isolated process.
Throughout history, Indian astronomers
engaged in cross-cultural exchanges with
scholars from other civilizations, particu-
larly those in the Middle East, Central
Asia, and Europe.

Influence on Islamic Astronomy :

One of the most significant periods
of cross-cultural exchange occurred
during the early medieval period when
Indian astronomical texts were translated
into Arabic. This interaction took place
during the height of the Abbasid
Caliphate, centered in Baghdad, where a
vibrant intellectual community thrived.
Indian works like the Brahmasphuta-

siddhanta and the Aryabhatiya were
translated into Arabic by scholars such as
Al-Fazari and Al-Khwarizmi. These trans-
lations introduced Indian mathematical
techniques, including the use of zero, to
the Islamic world. The concept of sine
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(jya) and cosine (kojya) was adopted by
Islamic astronomers and mathematicians,
who further developed these ideas in their
works. The knowledge exchange was
bidirectional. Indian astronomers also
absorbed elements of Greek astronomy,
particularly Ptolemaic models, which
entered India through translations of
Greek texts into Sanskrit and Persian. The
fusion of these diverse traditions created a
syncretic body of astronomical knowledge
that influenced both Indian and Islamic
science.

Contributions to Chinese Astronomy :

Indian astronomical knowledge also
reached China, where it was assimilated
into Chinese systems of astronomy and
calendrical science. During the Tang
dynasty (618-907 CE), Indian astronomers
were invited to the Chinese court, where
they contributed to the creation of more
accurate calendars and celestial charts.
The Kaiyuan Zhanjing, an important
Chinese astronomical text, includes
references to Indian astronomical methods.
The diffusion of Indian knowledge into
China is also evidenced by the presence
of Indian astronomical instruments and the
adoption of certain mathematical
techniques in Chinese astronomy.

The Integration of Astronomy with

Astrology :

Ancient Indian astronomy was closely
linked with astrology (Jyotisha), which
played a crucial role in Indian society.
Astrology was considered a science that
could predict future events based on the
positions of celestial bodies. Indian kings,
rulers, and common people alike relied on
astrologers to determine auspicious
timings for important activities, from
coronations to marriages.

The Role of Nakshatras in Astrology :

The Nakshatras, or lunar mansions,
were integral to both astronomy and
astrology in ancient India. There are 27
Nakshatras, each representing a segment
of the ecliptic through which the Moon
passes during its monthly cycle. Each
Nakshatra is associated with specific
deities and qualities, and they are used to
calculate the lunar months and determine
astrological predictions. In Vedic astrology,
the position of the Moon in a particular
Nakshatra at the time of birth is considered
crucial for determining a person’s
character and destiny. The Nakshatras also
play a role in determining auspicious times
(Muhurta) for religious rituals and other
significant events.

Planetary Deities and Astrological

Beliefs :

The nine planets (Navagrahas) in
Indian astrology include the Sun (Surya),
Moon (Chandra), Mars (Mangala),
Mercury (Budha), Jupiter (Brihaspati),
Venus (Shukra), Saturn (Shani), and the
shadow planets Rahu and Ketu. These
celestial bodies are believed to influence
human affairs and are worshipped as
deities in Indian culture.The movement of
the planets through the zodiac signs
(Rashis) forms the basis of horoscopes,
which are used to predict the future and
offer guidance on various aspects of life,
including health, wealth and relationships.
The alignment of the planets during
eclipses, solstices and other astronomical
events is also considered significant in
astrology.

Astronomy in Religious and

Philosophical Contexts :

In ancient India, astronomy was not
merely a scientific pursuit; it was deeply
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embedded in religious and philosophical
traditions. Indian cosmology, as described
in texts like the Puranas and the
Mahabharata, presents a worldview that
integrates astronomical knowledge with
spiritual beliefs.

The Concept of Time in Indian

Cosmology :

Indian cosmology introduces a
cyclical concept of time, which contrasts
with the linear progression of time in
Western thought. The Hindu concept of
time is divided into four Yugas (ages):
Satya Yuga, Treta Yuga, Dvapara Yuga,
and Kali Yuga. These Yugas repeat in a
cycle known as the Maha Yuga, which
lasts for 4.32 million years. Multiple Maha
Yugas make up a Kalpa (one day of
Brahma), and 360 Kalpas form a year of
Brahma. This vast timescale reflects the
astronomical knowledge of ancient Indian
scholars, who recognized the immense
durations involved in the movement of
celestial bodies. The concept of cyclic
time is also reflected in the recurring
patterns of planetary motions and eclipses,
which were meticulously recorded by
Indian astronomers.

Cosmological Models in the Puranas :

The Puranas, ancient Hindu texts
composed between 300 and 1500 CE,
contain detailed descriptions of cosmo-
logy and the structure of the universe.
They describe the Earth as part of a vast
cosmos that includes multiple realms or
Lokas, inhabited by gods, demons and
other beings. The Puranic model of the
universe includes a central mountain,
Mount Meru, around which the Sun, Moon,
and planets revolve. While these cosmolo-
gical models are symbolic and mythological,
they also reflect the astronomical know-

ledge of their time, with an understanding
of the regularity of celestial movements
and their impact on the Earth.

The Decline and Revival of Indian

Astronomy :

With the advent of colonial rule in
India during the 18th and 19th centuries,
traditional Indian astronomy began to
decline as Western scientific methods gained
prominence. British colonial administra-
tors introduced European astronomy and
mathematics into Indian educational
institutions, leading to a gradual shift away
from indigenous knowledge systems.
However, Indian astronomy experienced
a revival in the 20th century, thanks to the
efforts of scholars and institutions dedicated
to preserving and studying ancient Indian
texts. The establishment of institutions like
the Indian Institute of Astrophysics and
the Nehru Planetarium in New Delhi
helped renew interest in both historical
and contemporary astronomical studies.
Modern Indian astronomers continue to
draw inspiration from the rich tradition of
ancient Indian astronomy while contributing
to cutting-edge research in fields like astro-
physics, space exploration and cosmology.
The legacy of ancient Indian astronomy
lives on, as new generations of scholars
explore the intersections between science,
history and culture.

Conclusion :

Ancient Indian astronomy represents
one of the most sophisticated and enduring
scientific traditions in human history.
From its early roots in the Vedic period to
the mathematical advancements of the
Siddhantic era, Indian astronomers made
groundbreaking contributions to our
understanding of the cosmos. Their work
influenced not only Indian culture but also
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the broader scientific community in the
Islamic world and Europe.The integration
of astronomy with astrology, religion and
philosophy reflects the holistic nature of
Indian thought, where science and
spirituality are intertwined. Despite the
challenges posed by colonialism and the
rise of modern science, ancient Indian
astronomy continues to inspire scholars
and practitioners, offering a rich legacy
of knowledge and wisdom.
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Introduction :

A village that resides in the
picturesque foothills of Assam, at the
border of Kamrup and Morigaon, a place
where maya is so common word that the
village itself bears its name. Yes, I am
talking about the village of secrets and
occult practices, you might have figured
it out by now, if you haven’t already, let
me introduce the dark tapestry of Assam
i.e. Mayong a city of illusion and all the
tantricism. Its mysterious charm is well
reflected in the village’s name, which is
derived from the Sanskrit term “Maya,”
which meaning illusion. Mayong is
geographically isolated, which has
encouraged the preservation of its rich and
varied customs.

A view of Mayong Hill

Image source: https://

in.images.search.yahoo.com/search/images

It is located close to the Pobitora
Wildlife Sanctuary and the Brahmaputra
River. It is said that mayong is not some
regular hub, but its strings attached to the
era of Mahabharata. Legend has it that
Ghatokacha the son of Bhima gained his
magical powers from the forests of
mayong. Mayong is not merely a village
in the landscape of Assam but a hub of
mysteries. It has many secrets wrapped
under the rugs of time. As time passes many
of the pages are turned, and the untold are
coming into light. This enigmatic history
has always fascinated me, and interested
me in exploring the land of illusions. As
this script comes through from the role of
ghatokacha to the modern mayong, it has
caught me under its spell and it does
intrigue me to explore more in the realms
of the dark.

Let’s get on this voyage together to
explore the unexplored, to tell the untold,
to see the unseen, through the eyes of
literature. Many books have been written
on the village of mayong, and each scripts
hold a vivid and clear image of, why
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Mayong is said to be the ‘black magic
capital’ of India. These manuscripts, which
hold outmost adherence, are :

Mayong: Myth/Reality by Utpal

Borpujari :

This book provides a thorough and in-
depth analysis of Mayong, exploring
its esoteric past and association with
magic and occult activities. Borpujari
presents a fair assessment of the
village’s mysterious reputation by
fusing historical allusions, mythology,
and first-hand recollections.

Mayong : The Sanctuary of Black

Magic by Anil Mahanta :

The mystical past of the Mayong is
the subject of Anil Mahanta’s work,
which blends folklore from the past
with contemporary research. The
book explores Mayong’s role in
Assamese culture and delves further
into its relationship to tantra and black
magic.

The Mystical Land of Mayong: A

Historical Perspective by Hemanta

Kakati :

This literary work adopts a historical
perspective, delving into Mayong’s
historical connections to tantricism
and witchcraft. Mayong’s rites are
documented historically by Kakati,
who also establishes a connection
between them and the broader Indian
spiritual traditions.

Magical Mayong: A Glimpse of

Assam’s Occult Practices by

Madhurjya Goswami

This book, which is more modern,
provides an overview of the esoteric

activities related to Mayong. Goswami
utilizes a blend of interviews, historical
records and traditional stories to analyze
the beliefs and rituals surrounding the
town.

Mayong : Tales of Magic and

Mysticism by Parikshit Roy

In his book, Roy provides readers
with a more narrative-driven exami-
nation of Mayong by telling tales of
its mysterious past. It’s a fascinating
book for anybody interested in learn-
ing more about the village’s occult
customs since it skillfully combines
myth, magic, and history.

The Land of Magic : A Journey into

Mayong by Raju Narzary

The history of Mayong and its
ongoing association with magic are
examined in this travelogue-style
book. Narzary gives a fresh viewpoint
on the village’s live culture of
mysticism by sharing his personal
experiences of visiting.

These publications combine myth,
history and analysis of the village of
Mayong’s cultural significance and its
position within the realm of occult rituals
to present a variety of viewpoints on this
mysterious community.

History of the Occult Land :

The mysterious Assamese foothills
are home to the settlement of Mayong,
which has a fascinating history that incor-
porates a tapestry of occult activities, rituals
and antiquated beliefs. Known for its deep
affinity for magic and mysticism, Assam,
once known as Kamrupa, has long been a
haven for the potent cults of Shaivism and
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Shaktism, which continue to influence the
region’s spiritual environment. Devi, Durga,
Kamakhya, Kali, and Chamunda are among
the feminine goddesses worshipped by
Shaktism, whereas Shiva is the focal point
of Shaivism (Goswami, 2020). Renowned
for its tantric sacrifices and rituals, the
Kamakhya Temple is one of the most
important sanctuaries of Shaktism in
India, attracting occultists and seekers
from all over the world (Kakati, 2018).

Tantricism is a distinct religious practice
that originated from the confluence of
Shaivism and Shaktism. It is distinguished
by its ornate ceremonies and the public
performing of numerous occult spells
(Barman, 2019). Essential writings that
describe the core principles and practices
of Tantricism include the Yogini Tantra
and the Kalika Purana (Mahanta, 2021).
Apart from these native spiritual streams,
Kamrupa was traditionally the epicentre
of the Buddhist Vajrayana sect, which
included tantric aspects. From the 7th to
the 12th century CE, Assam was transfor-
med into a real region of mystery and
magic due to the interaction of numerous
beliefs creating a magical atmosphere
(Dutta, 2017).

Black magic in particular came to be
associated with Mayong, whose remote
settings provided the perfect setting for
ceremonies, attracting practitioners.
Mayong’s natural defences, including the
powerful Brahmaputra River to the north
and a number of rivers and hills to the
south and east, drew yogis and other
occultists who wanted to tap into the city’s
dormant powers (Gogoi, 2022).

Image source: https://

in.images.search.yahoo.com/search/images

According to Das (2020), the village’s
reputation as a center of black magic is
not only anecdotal; it is ingrained in
Assamese culture, where residents
frequently share accounts of paranormal
experiences and mysterious phenomena.

The fabled stories that surround
Mayong add to its allure. According to a
long-standing legend, the settlement on
the banks of the Brahmaputra River was
the preferred residence of the goddess
Kamakhya, who is said to have a holy shrine
tucked away among the surrounding hills
(Bora, 2021). The village’s ongoing
spiritual significance is further evidenced
by the yearly journey of Devi Kamakhya,
accompanied by a retinue of deities, to this
sacred spot on the sixth day of the month
of Bahag (April-May).

Furthermore, it is stated that after
being tricked by the goddess in an
unsuccessful marriage proposal, the
mythical monarch Narakasura forbade
tantric rituals at the Kamakhya Temple.
Mayong’s image as a hidden occult center
was cemented when Tantricism was prac-
ticed there as a result of this deportation
(Mitra, 2023). As a monument to the
complex history of magic and spirituality
in Assam, Mayong is a popular destination
for researchers, practitioners, and intrepid
travellers who want to learn the mysteries
that lurk in its dark corners.
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Another captivating legend of
mayong, still inked in the memories of
every Assamese is, when Emperor
Muhammad Shah sent an army of 100,000
soldiers, to invade the Ahom kingdom, but
the arm was galloped by the dark forest
of mayong, this terrorized even the
Mughals to the core. This incident is jotted
down in the Alamgir Nama. Hence when
Aurangzeb in the later years announced
the attack on the Ahom’s, General Raja
Ram Singh was fearful of the witchcraft
that resided in the enchanted forest.

Mayong is a place of great cultural
value even if these esoteric activities are
becoming less prevalent in modern times.
Nowadays, the town attracts a lot of
tourists interested in occult tourism, who
come to see the ruins of its magical history.
Rituals that were formerly customary in
the hamlet can be understood through the
relics and writings connected to old tantric
traditions that are housed in the Mayong
Central Museum and Emporium (Narzary,
2022).

Image source: https://

in.images.search.yahoo.com/search/images

An additional benefit of yearly
celebrations like the Mayong Tantra
Festival or Mayong Pabitora Festival is
that they aid in the resuscitation of ancient

knowledge systems that have been
eclipsed by contemporary skepticism
regarding mysticism and magic. Through
these events, academics and fans may
interact with Mayong’s living history and
its ongoing relationship to the mystical
(Kakati 2019).

Image source: https://in.images.

search.yahoo.com/search/images

Practitioners of Mayong :

The occultists of Mayong, referred to
as Bej and Kabiraz, have long been
respected for their proficiency with magic
and conventional medical methods. The
healing abilities of these native healers,
who specialize in a variety of occult
disciplines such as herbal medicine, tantra,
and sorcery, are essential to Mayong’s
mystical legacy (Borpujari, 2017). Bej and
Kabiraz still have a significant impact on
the community today, offering services
that combine magic and medical expertise.
For example, they are said to be able to
perform exorcisms, fight off bad spirits,
and treat physical maladies by reciting old
mantras (Mahanta, 2018). Women have an
important role in Mayong’s esoteric
legacy, which is one of its most fascinating
features. Many Mayong women are
proficient in a variety of mantras, having
inherited this knowledge from past
esoteric activities (Roy, 2021).
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Bezeni Jayani Devi While treating a patient to
cure Jaundice

Image  source: https://

in.images.search.yahoo.com/search/images

 This highlights the inclusion of
tantric rituals in Mayong, which transcend
gender, caste, and faith, challenging the
usual male-dominated narrative of
occultism. Due to its profound cultural
roots, tantricism is viewed as a way to achieve
spiritual enlightenment and salvation as well
as a way to do magical marvels (Goswami,
2020). The Kabiraz and Bej possess
several abilities, such as the capacity to call
forth creatures, make items “disappear”
and even manipulate the weather. Mayong’s
allure for individuals drawn to magic and
the paranormal has been sustained by their
standing as formidable occultists (Kakati,
2019).

Museum of the Mystical Land :

A multitude of objects, like as swords,
sharp weapons, and manuscripts indica-
ting that black magic was practiced widely
in the area, are kept in the Mayong Central
Museum and Emporium and highlight the
village’s occult legacy (Goswami, 2020).
Artifacts related to human sacrifice,
including the custom of narabali, which
comprised ceremonial offerings to placate
gods or spirits, are among the most important
discoveries made by archaeologists
(Borpujari, 2017). According to Mahanta
(2018), there is evidence that necromancy

and other dark rites were practiced in the
Mayong due to the discovery of items like
ceremonial swords close to old shrines.

Image source: https://

in.images.search.yahoo.com/search/images

The Mantraputhis, a compilation of
books with spells and incantations utilized
by practitioners, are essential to Mayong
occult rituals. These manuscripts, composed
in diverse scripts such as Kaithali, Bamunia
and contemporary Assamese, elucidate an
assortment of potent mantras. For example,
the Murarbikhar mantra is claimed to heal
diseases like headaches, while the Luki
mantra is said to allow a practitioner to
disappear from sight (Kakati, 2019).

Image source: https://

in.images.search.yahoo.com/search/images
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Furthermore, it is said that the Bhut
Bakhikaran Mantra gives one dominion
over evil spirits. Although many of these
spells have been passed down orally over
the years, a considerable number have
been saved in written form; now, the
museum is home to about fifty Mantra-
puthis, while additional spells are kept in
secret within the community (Narzary,
2022). As a result, Mayong practitioners
preserved a rich tradition of black magic
while also helping to preserve spiritual and
cultural information that still fascinates
academics and fans.

Image source: https://

in.images.search.yahoo.com/search/images

Unveiling the Mystical Hubs of Dark

Magic :

Often referred to as the “Cradle of
Black Magic,” the Assamese town of
Mayong is shrouded in enigmatic and
antiquated legend. This mysterious place
has captured people’s attention for ages
with its potent rituals, hushed spells, and
paranormal past. Mayong, a small town
in Assam, is home to a number of enigmatic
sites where black magic was formerly
conducted covertly and where the lingering
effects of these antiquated rituals may still
be felt. Every location in Mayong offers a
look into a world where magic and the holy

once intersected, from secret sacred sanc-
tuaries atop Mayong Hill to the haunting
site of human sacrifice at Kechaikhati
Than.

Mayong Hill: The Shrine of Kamakhya:

One of the most important sites in
Mayong’s history is Mayong Hill, the
biggest hill in the whole Nagaon district.
A shrine to the Hindu deity Kamakhya,
sometimes known as the Mother Goddess,
is located atop the hill. Despite having a
similarity to the more well-known Kamakhya
Temple on Nilachal Hill in Guwahati, this
temple should not be mistaken with it.
Devotees seeking the goddess’s graces
and magical abilities have long flocked to
the Mayong Kamakhya sanctuary, which
is a location of spiritual devotion and black
magic practices. The village’s long-standing
status as a hub for esoteric activities is
supported by the link of Kamakhya with
fertility, life, and death. The hill’s peaceful
yet unsettling surroundings never fail to
arouse intrigue since, according to
Choudhury (2020), it was formerly a
gathering place for black magic
practitioners who thought their abilities
were bestowed by the goddess.

Image source: https://

in.images.search.yahoo.com/search/images
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Kechaikhati Than: The Abode of

Sacrifice :

Kechaikhati Than, often spelled
Kesaikhaiti Than and notorious for its past
associations with human sacrifice, is
another noteworthy location in Mayong.
Offerings of both human and animal
sacrifices were once made at this temple,
which honors the goddess Kesaikhaiti.

Image source: https://

in.images.search.yahoo.com/search/images

Given that it was thought that the
goddess consumed her gifts uncooked, the
term “kesa,” which means raw in Assamese,
is whence the name “Kesaikhaiti”
originates. This temple, which is close to
Burha Mayong hamlet, serves as a
sobering reminder of the sinister customs
that were formerly practiced there. The
shrine is significant to the Mayong people,
who still honor the goddess and her temple
even after black magic and human sacrifice,
have stopped. With its little homes and
winding streets, the hamlet around the
shrine offers tourists a window into its
past, when ritual sacrifice and magic were
important aspects of the local way of life
(Barua, 2019).

Other Burha Mayong Historical Sites :

The settlement of Burha Mayong is
home to several historically significant
locations in addition to Kechaikhati Than
and Mayong Hill. Within the village lie
the shrine known as Yonipeeth, statues of
Ganesha, Shiva and Parvati. In Mayong,
where black magic was formerly thought

to coexist with Hindu ceremonies, these
sites highlight the area’s spiritual and
magical qualities even more.

Ganesh Temple at Mayong

Image source: https://

in.images.search.yahoo.com/search/images

In Mayong’s black magic traditions,
the worship of feminine power is central
to the Yonipeeth shrine in particular. In
unison, these locations present a compre-
hensive understanding of Mayong’s past
involvement with dark sorcery and its
profound ties to Hinduism and its deity
pantheon (Sarma, 2021).

Intertwining of Mayong Folklore and

Assamese Legends : A Cultural

Tapestry :

The mythology surrounding Burhi
Aai Hadhu is one of the many stories of
Assamese folklore that is intricately
intertwined with the folklore of Mayong,
a town known for its connections to occult
and black magic. An old grandmother who
shares knowledge and life lessons via
entrancing stories full of mystical aspects
and moral implications is the central
character in Burhi Aai Hadhu, a well-
loved story among the Assamese people
(Bordoloi/2019). Comparable to Burhi Aai
Hadhu’s storytelling customs, Mayong
folklore is full of paranormal activities,
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legendary creatures and moral parables
that act as cautionary stories and represent
the community’s values and beliefs. Burhi
Aai Hadhu’s moral lessons, for example,
are reflected in the mystical skill of the
Mayong practitioners. These lessons
frequently highlight the implications of
choosing well over evil and the need of
knowledge in overcoming obstacles in life
(Mahanta, 2018).

The magical and moral aspects of
Assamese folklore are echoed in Mayong
folklore, which is distinguished by stories
of Bej (sorcerers) and their magical prowess.
In Burhi Aai Hadhu, supernatural events
are frequently portrayed as a way to impart
life lessons, and the Bej are likewise port-
rayed as wielders of old wisdom, capable
of controlling the elements and calling out
spirits (Goswami, 2020). Stories of the
Bej, for example, highlight the negative
effects of avarice and hatred, which is
similar to the moral quandaries in Burhi
Aai Hadhu, where characters frequently
suffer consequences for their deeds. This
illustrates a common cultural ethos
emphasizing the need of moral integrity.
Furthermore, the stories of Burhi Aai
Hadhu and the traditions surrounding
Mayong’s magical activities are deeply
rooted in Assamese nature, with verdant
woods and placid rivers acting as settings
for the enactment of ethereal tales.
Given that both of these folktales use their
surroundings to set their stories in a
common cultural setting, their geographic
relationship emphasizes how entwined
they are (Kakati, 2019). The hills and trees
that around Mayong are more than just
backdrops; they are an essential part of
the mythology, representing the enchan-
tment and mystery that define the area’s

cultural legacy. Like the paranormal
activities attributed to the Bej of Mayong,
environment frequently plays the role of
a character in Burhi Aai Hadhu, affecting
the characters’ lives and the course of
events.

Oral tradition is another factor that
emphasizes the value of community and
shared experiences in both Assamese
storytelling and Mayong folklore. According
to Narzary (2022), Mayong stories serve
as a means of conserving traditional
customs and beliefs, just like Burhi Aai
Hadhu tales do through intergenerational
transmission of cultural values and
information. In addition to providing the
community with entertainment, these
stories teach them as well, preserving and
advancing historical knowledge. Narrating
stories together strengthens cultural identity
and continuity in the face of modernity’s
constant change, and it does so in both
situations. As the lines between folklore
and reality blur in both Mayong and
Assamese traditions, the prevalence of
similar motifs-such as magic, morality,
and the natural world-demonstrates a
fundamental cultural link. As examples of
the Assamese worldview, the Mayong and
Burhi Aai Hadhu stories coexist, high-
lighting the value of moral teachings and
the acceptance of the supernatural as a part
of daily existence. This blending streng-
thens the Assamese people’s cultural
identity and enhances the stories, leaving
a lively heritage that appeal to successive
generations (Bordoloi, 2019).

Assamese folklore particularly the
stories of Mayong and Burhi Aai Hadhu-
highlight the profound relationships that
exist between magical realism and moral
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narrative. By emphasizing the significance
of knowledge, community and the para-
normal, these traditions serve as essential
cultural narratives that capture the spirit
of Assamese identity and demonstrate the
persistent influence of storytelling in
forming beliefs and values across time.

Conclusion :

Let us conclude by saying that
Mayong folklore is an intriguing aspect
of Assamese cultural history because of
its long-standing connections to tantric
rituals, black magic and occult activities.
It has long been believed that Mayong
village is a mysterious location where the
lines separating the supernatural from the
material world are blurred. Oral traditions,
relics like the Mantraputhis, which record
old spells and incantations and archaeolo-
gical evidence have all contributed to the
preservation of this reputation. By applying
their expertise for both healing and secretive
ceremonies, Mayong practitioners, often
referred to as Bej, have been instrumental
in maintaining these traditions. Mayong’s
folklore is also closely linked to more
general Assamese traditions, such Burhi
Aai Hadhu, which weaves morality, magic
and mysticism together into a common
narrative. Assamese folktales and Mayong
folklore both highlight the value of wisdom,
the might of nature, and the harmony
between good and evil. The backdrop of
these stories is Assamese nature, signify-
ing the relationship between the material
and spiritual worlds. The region’s strong
sense of cultural identity is demonstrated
by the connections between Assamese
folklore and Mayong’s mystical past.
These tales serve as a bridge between the
ancient and the present, preserving the

customs, values, and beliefs of the past
that still have an impact on modern Assam.
Mayong is a location of attraction and a
witness to Assam’s ongoing spiritual and
cultural history because of the preser-
vation of these traditions, both in written
and oral forms. Mayong represents the rich
cultural legacy of the area and encourages
more investigation into its mysterious past
as interest in these customs rises.
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DeeOegefvekeâ meceepe ceW heeefjkeeefjkeâ Deewj meeceeefpekeâ
mebjÛeveeDeeW ceW }ieeleej yeo}eke Dee jne nw~ mebÙegòeâ
heefjkeejeW keâe efkeIešve Deewj veÙes heefjkeeefjkeâ {ebÛes keâe
GYejvee Skeâ cenlkehetCe& yeo}eke nw~ meeceeefpekeâ oyeeke
Deewj kÙeefòeâiele mkeleb$elee kesâ yeerÛe mebleg}ve yeveeS jKevee
Skeâ Ûegveewleer yeve ieÙee nw~ peneB kÙeefòeâiele mkeleb$elee keâes
cenlke efoÙee pee jne nw, keneR heejbheefjkeâ meeceeefpekeâ
ceevÙeleeDeeW Deewj oyeekeeW keâe meecevee Yeer keâjvee heÌ[lee
nw~ mebÙegòeâ heefjkeejeW kesâ efkeIešve mes heefjkeejeW ceW meceLe&ve
Deewj megj#ee keâer Yeekevee keâce nes ieF& nw~ hen}s Skeâ
yeÌ[s heefjkeej keâe meeceeefpekeâ vesškekeâ& kÙeefòeâ keâes peerkeve
keâer efkeefYeVe ÛegveewefleÙeeW keâe meecevee keâjves ceW ceoo keâjlee
Lee, peyeefkeâ Deye Ùes efpeccesoeefjÙeeB DeefOekeâ kÙeefòeâiele
Deewj Dekesâ}sheve keâer Deesj yeÌ{ jner nQ~ heeefjkeeefjkeâ
mecevkeÙe Deewj mebIe<e& keâer mecemÙeeW leye GlheVe nesleer nQ
peye heeefjkeeefjkeâ meomÙe Deheves kÙeefòeâiele }#ÙeeW Deewj
meceepe kesâ ceeveob[eW kesâ yeerÛe mebIe<e& keâjles nQ~ heeefjkeeefjkeâ
mebyebOeeW ceW ceOegjlee Deewj mej}lee kesâ mLeeve hej hejmhej
keâšglee, leveeke, Iegšve Deewj Dee›eâesMe keâer efmLeefle GlheVe
nesves }ieer~ jepesvõ Ùeeoke peer ves mebÙegòeâ heefjkeej keâer
efkeIešve keâer efmLeefle kesâ yeejs ceW ef}Kee- ‘‘mebÙegòeâ heefjkeej
keâer Ssefleneefmekeâ DeekeMÙekeâlee meceehle nes Ûegkeâer nw mkeÙeb
ØesceÛebo keâes Ùen mecePeves ceW keâce meceÙe veneR }iee Mejo
lees efpeboieer Yej heeefjkeeefjkeâ ie}leHeânefceÙeeW keâer oerkeejeW

keâes DeebmegDeeW keâer yeeÌ{ mes ner yeneves keâer keâesefMeMe keâjles
jns~’’1 heefjefmLeefleÙeeW keâer peefš}lee kesâ keâejCe heeefjkeeefjkeâ
efkeIešve keâer Ùen efmLeefle efvejblej iebYeerj nesleer jner Deewj
efnboer keâneefveÙeeW ceW cetuÙe yeesOe keâer Âef<š mes mkeeYeeefkekeâ
ÙeLeeLe& ™he ceW efÛeef$ele ngF& nw~

heefjkeej meeceeefpekeâ peerkeve keâe DeefvekeeÙe& Debie nw~
ØeeÛeerve meceepe ceW mebÙegòeâ heefjkeej keâe efkeMes<e cenlke jne
nw ~Deepe DeeOegefvekeâlee kesâ oewj ceW MenjerkeâjCe ves kÙeefòeâÙeeW
ceW Dekesâ}s jnves keâer Øeke=eflle yeÌ{e oer nw, efpememes mebÙegòeâ
heefjkeej keâe mke™he ieÌ[yeÌ[e mee jne nw~ ‘Debleje}’
keâneveer ceW Yeer keâneveerkeâej ves mebÙegòeâ heefjkeej kesâ mebyebOeeW
ceW leveeke Deewj ce=oglee keâes yejeyej cenlke efoÙee nw~
Gvekeâe ceevevee nw efkeâ heeefjkeeefjkeâ mebyebOeeW keâes yeveeS
jKeves ceW ceveg<Ùe ceW menveMeer}lee Deewj lÙeeie pewmes
Gvekeâe nesvee DeekeMÙekeâ nw pees štšs mebyebOeeW keâes Yeer leesÌ[
osles nQ~ Fme keâneveer ceW Ssmee ner Skeâ mebÙegòeâ heefjkeej
keâe efÛe$eCe ngDee nw~ heeke&leer keânleer nw– ‘‘meeme yent ceW
DeÛÚer yeveleer nw pes"eveer oskejeveer ceW Yeer }ielee ner veneR
efkeâ Iej ceW Ssmee kewmee Yeer kegâÚ nw yeme Deiej nw lees Skeâ
otmejs keâer Yeekevee keâer keâLee Fvekeâe iegmmee Yeer Ùeefo
Glejlee nw lees Ssmee keâer }ielee ner veneR efkeâÙee }Ì[ jns
nQ’’2 heeefjkeeefjkeâ efjMles hejmhej menÙeesie ke hÙeej keâer
yegefveÙeeo heešer& kesâ nesles nQ heeefjkeeefjkeâ mšesj keâe cenlke
leYeer nw peye oesveeW lejHeâ mes yejeyej keâer Dehes#eeW jKeer
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peeS Deewj GvnW meceÙe-meceÙe hej efveYeeÙee Yeer peeS~
‘cegMlejkeâe peceerve’ keâneveer ceW heeefjkeeefjkeâ efjMleeW kesâ Ébo
keâes GYeeje ieÙee nw~ peye YegkevesMkej keâer ÛeÛesjer yenve kesâ
heeefjkeeefjkeâ mebyebOeeW ceW leveeke Dee peelee nw Deewj oebhelÙe
peerkeve ceW efyeKejeke keâer efmLeefle Dee peeleer nw leye Gmekeâe
ÛeeÛee YegkevesMkej keâes he$e ef}Kekeâj efjMleeW keâer heefjYee<ee
mecePeves keâer kekeâe}le keâjlee nw }sefkeâve keâneveer keâe
veeÙekeâ Fme yeele mes ›eâgæ nw efkeâ Deepe Deheves Iej ceW
kegâÚ ngDee leye lees meYeer efjMles Ùeeo Deeves }ies }sefkeâve
peye ceeb yeerceej Leer leye ken meye efjMles keâneb jn ieS
Les~ veeÙekeâ kesâ MeyoeW ceW– ‘‘efjMles FkeâlejHeâe ner veneR
nesles~ ncemes lees efjMleeW keâer [esj vee KeeRÛeves kesâ ef}S
keâne pee jne nw Deewj mkeÙeb Deehe meye keäÙee keâj jns nQ?
DeYeer keâer ner yeele }es, ceeb keâer yeerceejer ceW keäÙee jece
DeeF&? Gmes keäÙee helee veneR Lee? Deehekeâes lees Lee ke=â<Ce
keâes Yeer Deewj jece YewÙee keâes Yeer ceQves mkeÙeb meyekeâes
yeleeÙee Lee~ Deehe meyekesâ meeceves }eÙes Les YewÙee ceeb keâes
ieebke mes~ efkeâlevee yeÌ[e Dee@hejsMeve ngDee Gvekeâe~ keâewve
DeeÙee hetÚves yees}ves efkeâ legce Deepe Deejece keâjes,
Demhelee} ceW nce ceW mes keâesF& jn peeSiee~’’3

keâneveer ‘ef""kesâ ngS he}’ ceW MenjerkeâjCe kesâ
yeÌ{les ØeYeeke kesâ keâejCe heeefjkeeefjkeâ Deewj meeceeefpekeâ
cetuÙeeW kesâ efyeKejeke keâe ceeefce&keâ efÛe$eCe efkeâÙee ieÙee nw~
keâneveer ceW Skeâ yetÌ{er Deewjle Dekesâ}er ieeBke ceW jnleer nw,
peyeefkeâ Gmekeâe yesše Menj ceW yeme ieÙee nw~ Fme efmLeefle
mes Ùen mhe<š neslee nw efkeâ MenjerkeâjCe Deewj DeeOegefvekeâ
peerkeveMew}er ves }esieeW kesâ peerkeve ceW ienjer hew" yevee }er
nw, efpememes heejbheefjkeâ heefjkeeefjkeâ mebjÛevee Deewj cetuÙeeW
ceW yeo}eke Dee jne nw~ yetÌ{er Deewjle kesâ mebkeeo- ‘‘kegâÚ
veer jw, kegâÚ veer~ Deepe keâer mkeeoer je keäÙee Yejesmee? ...
mÙeeCesDee vesÌ[w keâesF& veer DeeTBoe,’’4 Ùen mes helee
Ûe}lee nw efkeâ ken Deheveer mebleeve kesâ Øeefle efvejeMe Deewj
Demegjef#ele cenmetme keâj jner nw~ Gmes }ielee nw efkeâ
Deepekeâ} keâer heerÌ{er Deheves ceelee-efhelee keâer hejkeen veneR
keâjleer Deewj GvnW ÚesÌ[ osleer nw~ vebot keâer ceeB keâe Ùen
keânvee efkeâ- ‘‘Ssyes cnejs vebogS Fb osKe mes keâoer he=…ÚesDee

pes DecYee let peerTBoer keâer cejer oer’’5 Fme yeele keâe
metÛekeâ nw efkeâ mebleeve Deheves ceelee-efhelee keâer efmLeefle Deewj
Gvekesâ meeLe Yeekeveelcekeâ pegÌ[eke kesâ Øeefle DemebkesoveMeer}
nes ieF& nw~ Ùen keâneveer Ùen Yeer efoKeeleer nw efkeâ
MenjerkeâjCe Deewj DeeOegefvekeâ peerkeveMew}er ves heefjkeej kesâ
meomÙeeW kesâ yeerÛe keâer otjer keâes yeÌ{e efoÙee nw~

keâneveer ‘ef""kesâ ngS he}’ ceW meeceeefpekeâ cetuÙe
keâe efyeKejeke keâF& lejerkeâeW mes efÛeef$ele efkeâÙee ieÙee nw, pees
heeefjkeeefjkeâ mebyebOeeW ceW DeeF& Kešeme Deewj DeeOegefvekeâ
peerkeveMew}er kesâ keâejCe heejbheefjkeâ cetuÙeeW ceW DeeF& keâceer
keâes Gpeeiej keâjlee nw~ ‘‘yeÌ[s keâe efkekeen ngDee lees Iej
Úesše }iee~ DeYeer Fme yeele hej ceveve nes ner jne Lee
efkeâ yeÌ[s ves De}ie cekeâeve keâer Iees<eCee keâj oer~ ken oes
efove yeeo Ûe}e Yeer ieÙee~ken Ûeghe jne~ Gmeer lejn
cebPe}e Deewj Úesše Yeer De}ie nes ieÙes~ helePeÌ[ kesâ ke=#e
keâes lejn ken osKelee jne njs helleeW keâes De}ie nesles~’’6

meeceeefpekeâ cetuÙeeW kesâ efyeKejeke keâe efÛe$eCe heeefjkeeefjkeâ
efkeIešve, yegpegie&eW keâer Ghes#ee Deewj Yeekeveelcekeâ otjer kesâ
ceeOÙece mes efkeâÙee ieÙee nw~ ‘šs}erHeâesve’ ceW efvecve ceOÙekeieer&Ùe
heefjkeej kesâ efÛe$eCe kesâ ceeOÙece mes meeceeefpekeâ peerkeve
cetuÙeeW keâe efyeKejeke keâes efoKeeÙee ieÙee nw~ Ûebõe Deewj
Gmekesâ heefle keâer DeeefLe&keâ efmLeefle Ye}s ner efmLej nw,
}sefkeâve Gvekeâer TBÛeer Deekeâeb#eeDeeW Deewj DeeefLe&keâ efmLeefle
keâes cepeyetle keâjves keâer keâesefMeMe ves heejbheefjkeâ heeefjkeeefjkeâ
cetuÙe keâes ØeYeeefkele efkeâÙee nw~ Gvekeâe keânvee nw- ‘‘nce
efpeme keeleekejCe ceW he}s nQ, peneB nceW mebmkeâej heÌ[s nQ,
efHeâj nceejer DeeefLe&keâ efmLeefleÙeeB, Deehe peeveleer nQ ceOÙekeie&
kesâ ef}S veewkeâjer Deye DeefvekeeÙe& nes ieF& nw~ Gmekeâer
efmLeefle Ssmeer nw efkeâ ve Thej pegÌ[ hee jne ve veerÛes~ yeme
heermee pee jne nw~’’7 Ûebõe Deewj Gmekesâ heefle keâer DeeefLe&keâ
efmLeefle DeÛÚer nw, }sefkeâve Ûebõe keâer veewkeâjer keâer DeekeMÙekeâlee
Ùen oMe&eleer nw efkeâ DeeOegefvekeâ meceepe ceW kesâke} DeeefLe&keâ
efmLejlee ner heÙe&ehle veneR nw~ DeeefLe&keâ oyeeke kesâ keâejCe
veewkeâjer keâjvee Deye DeefvekeeÙe& nes ieÙee nw, pees heejbheefjkeâ
heeefjkeeefjkeâ cetuÙeeW Deewj YetefcekeâeDeeW keâes Ûegveewleer oslee
nw~
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keâneveer ‘meerjer cenemeerjer’ ceW Skeâ iejerye efhelee kesâ
Deheves yeÌ[s yesšs keâer efMe#ee ceW efvekesMe keâjves kesâ yeeo keâer
efmLeefle keâe efÛe$eCe efkeâÙee ieÙee nw, pees meceepe ceW
yeo}les cetuÙeeW Deewj heeefjkeeefjkeâ efjMleeW ceW DeeF& Kešeme
keâes oMe&elee nw~ efhelee Deheves yesšs keâer efMe#ee kesâ ef}S
Deheveer meYeer mebheeflle oebke hej }iee oslee nw, Ùen
Gcceero keâjles ngS efkeâ yesše yeÌ[e neskeâj Gvekeâer osKeYee}
keâjsiee ne}ebefkeâ, peye yesše yeÌ[e neskeâj Menj ceW veewkeâjer
keâjves }ielee nw, lees ken Menj keâe neskeâj ner jn peelee
nw Deewj Deheves heefjkeej mes otjer yevee }slee nw~ efhelee kesâ
yeej-yeej yeg}eves hej Yeer yesše Iej veneR Deelee Deewj peye
ken Iej Deelee nw, leye lekeâ Gmekesâ efhelee keâe osneble nes
Ûegkeâe neslee nw~ ceeB kesâ Meyo- ‘‘let Ssyes DeeÙee js! lesje
yeehet lesjer yeeš F&, osKeoe jF&iee, nesj Ûe}eriee.... keâLee
Skeâ efove hen}s yeer veneR DeeF& mekesâDee let.... keäÙee Ss
F& efove osKeCee Lee js Deemee? lesjs meejs mebmkeâej Úesšs
keâjves heÌ[s, nesj leg.... ef›eâÙee yeer Úesšs ner keâjveer
heÌ[er!’’8 Ùen mhe<š ™he mes oMe&elee nw, efkeâ yesše Deheves
efhelee keâer YeekeveeDeeW Deewj keâle&kÙeeW keâes veneR mecePe
heeÙee~ ken Deheves heefjkeej kesâ Øeefle Deheveer efpeccesoeefjÙeeW
mes efkecegKe jne, pees DeeOegefvekeâ meceepe ceW veweflekeâ Deewj
heeefjkeeefjkeâ cetuÙeeW kesâ #ejCe keâes oMe&elee nw~

‘Úesše heÌ[lee Deemeceeve’ keâneveer ceW meeceeefpekeâ
cetuÙe Deewj heeefjkeeefjkeâ mebyebOeeW keâe efyeKejeke mhe<š ™he
mes efÛeef$ele efkeâÙee ieÙee nw~ keâvnwÙee }e} keâe Ûeefj$e
Skeâ Ssmee ke=æ kÙeefòeâ nw efpemeves peerkeve Yej Deheves
heefjkeej Deewj meceepe keâer meskee keâer nw, }sefkeâve Deye
yegpegie&ekemLee ceW peye Gmes meneÙelee keâer DeekeMÙekeâlee nw,
lees ken Dekesâ}e Deewj Ghesef#ele nw~ Gmekeâer hele>er Yeer
Deheves heefle keâer yeerceejer keâer efmLeefle ceW Gmekeâer osKeYee}
veneR keâjleer, yeefukeâ Deheves kÙeefòeâiele keâeÙeeX ceW kÙemle
jnleer nw~ heefle-heeflve kesâ keòeâkÙe Devegmeej- ‘‘Deepekeâ}
YeQme neLe }ieer nw, otmejs kesâ heeme otOe veneR osleer~ Skeâ
efove Yeer veeiee keâjleer ntB lees YeQme metKe peeSieer~.... hej
Gmes lees Deheveer YeQme keâer efHeâ›eâ nw~ Deeoceer Deewj heMeg ceW
Yeer Devlej veneR cee}tce~... keâ} je@[ nes peeSieer lees

}esie hetÚWies Yeer veneR~ yetÌ{er je@[ lees Heâšs efÚlej-meer
nesleer nw~ Œeer keâe efmej lees leye lekeâ ner TBÛee nw peye
lekeâ heefle nw~ Ûeens ken keâwmee Yeer nw~’’9 heeefjkeeefjkeâ
yebOeveeW keâer peien kÙeefòeâiele mkeeLe& Deewj Yeeweflekeâ pe™jleeW
ves }s }er nw~ peneb heejbheefjkeâ cetuÙeeW, pewmes efkeâ heefle-
heeflve keâe Skeâ-otmejs keâer osKeYee} keâjvee, keâe cenlke
Iešlee pee jne nw~

‘cegMlejkeâe peceerve’ keâneveer ceW YegkevesMkej keâer ÛeÛesjer
yenve kesâ heeefjkeeefjkeâ mebyebOeeW ceW leveeke Deewj oebhelÙe
peerkeve ceW efyeKejeke keâes efoKeeÙee ieÙee nw~ peye efjMleeW ceW
Dehes#eeW hetjer veneR nesleeR Deewj oesveeW he#eeW keâer GcceeroW
efYeVe nesleer nQ, lees efkeIešve keâer efmLeefle GlheVe nesleer nw~
efjMleeW ceW yejeyejer Deewj mecePe keâer DeekeMÙekeâlee nesleer
nw~ YegkevesMkej kesâ ÛeeÛee Éeje ef}Kes ieS he$e kesâ ceeOÙece
mes efjMleeW keâer heefjYee<ee Deewj Dehes#eeDeeW keâes mecePeeves
keâer keâesefMeMe keâer ieF& nw~ YegkevesMkej he$e keâer Skeâ-Skeâ
Fyeejle keâes mecePeves keâer keâesefMeMe keâjlee nw Deewj meesÛelee
nw efkeâ Gmeves Ssmee keäÙee ef}Kee pees efjMleeW ceW leveeke
Deewj kegâC"e keâe keâejCe yevee~ Ùen DeelcecetuÙeebkeâve
oebhelÙe peerkeve kesâ efkeIešve keâer ienjeF& keâes oMe&elee nw~
‘‘jcee oeroer leveeke keâer efmLeefle ceW mes iegpej jner nw peerpee
peer, Gmemes }Ì[keâj Ûe}s ieÙes nQ }ieYeie ÚesÌ[ ner
efoÙee nw Gmes GvneWves otmejer Œeer jKe }er nw.... Ketye
PeieÌ[e ngDee GveceW.... hej legce jcee keâes Ssmee-kewmee
kegâÚ ve ef}Kevee.... ceQ peevelee ntB efkeâ oeroer Deewj peerpee
peer ceW hegveve&kee keâer efmLeefle veneR nw mecehe&Ce kesâ DeLe& lees
ken mecePeleer ner veneR~ Gmeves keneB efkeheêke KeÌ[e keâj
jKee nw jesÌpe yele&ve "vekeâles nQ, jmeesF& Deewj keâcejs keâer
oerkeejeW mes yegÌ[yegÌ[enš ietBpeleer nw~ yeÛÛes yesDeoye nes
ieÙes nQ efhelee mes hetÚles jnles nQ yees}s ieÙes MeyoeW kesâ
DeLe&~’’10 jcee oeroer Deewj Gvekesâ heefle kesâ oebhelÙe
peerkeve ceW DeMeebefle Deewj efkeIešve keâer efmLeefle nw~

efve<keâ<e& :

Fve keâneefveÙeeW kesâ ceeOÙece mes Ùen efve<keâ<e& efvekeâe}e
pee mekeâlee nw efkeâ DeeOegefvekeâ meceepe ceW heejbheefjkeâ
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heeefjkeeefjkeâ Deewj meeceeefpekeâ cetuÙeeW keâe efyeKejeke nes
jne nw~ DeeOegefvekeâ meceepe ceW heeefjkeeefjkeâ Deewj meeceeefpekeâ
mebjÛeveeDeeW ceW }ieeleej nes jns yeo}eke kesâ keâejCe
meeceeefpekeâ cetuÙe Deewj heeefjkeeefjkeâ mebyebOeeW keâe efyeKejeke
mhe<š ™he mes efoKeeF& os jne nw~ mebÙegòeâ heefjkeejeW keâe
efkeIešve Deewj veÙes heeefjkeeefjkeâ {ebÛeeW keâe GYejvee Fme
yeo}eke keâe Skeâ ØecegKe hen}t nw, pees heefjkeejeW ceW
meceLe&ve Deewj megj#ee keâer Yeekevee keâes keâce keâj jne nw~
MenjerkeâjCe, DeeefLe&keâ oyeeke, kÙeefòeâiele mkeleb$elee keâer
Ûeen Deewj heejbheefjkeâ YetefcekeâeDeeW keâe štšve, Fve meye ves
heeefjkeeefjkeâ Deewj meeceeefpekeâ mebyebOeeW keâes keâcepeesj keâj
efoÙee nw~ heeefjkeeefjkeâ mebyebOeeW ceW ceOegjlee Deewj mej}lee
keâer peien hejmhej keâšglee, leveeke, Iegšve Deewj Dee›eâesMe
ves }s }er nQ~ heeefjkeeefjkeâ efjMles Deye DeewheÛeeefjkeâleeDeeW
lekeâ meerefcele jn ieS nQ, Deewj Yeekeveelcekeâ Deewj meeceeefpekeâ
otjer yeÌ{ ieF& nw~ Ùen efmLeefle heeefjkeeefjkeâ Deewj meeceeefpekeâ
peerkeve ceW leveeke Deewj Demeblees<e keâes yeÌ{e jner nw, efpememes
meeceeefpekeâ cetuÙeeW keâe }ieeleej #ejCe nes jne nw~
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10. yeõer efmebn YeefšÙee, heebÛe mebieÇn Ûee}erme keâneefveÙeeb,
veerjpe yegkeâmes}j, efouueer, ØeLece mebmkeâjCe–2022,
he=Ê-109
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Pain Begins : V. S. Naipaul’s An Area of
Darkness

Dr Niraj Kumar Singh
Assistant Professor, Department of English

Jananayak Chandrashekhar University, Ballia

An Area of Darkness is an outcome
of Naipaul’s year long visit of India. The
initial impact was of bewilderment, as the
very first experiences faced by him in the
New Customs House related with his
liquor permit, seemed to push him in the
labyrinthine ways of government working.
The section ‘Traveller’s Prelude : A Little
Paperwork’ remains as a distinct statement
made by him on the system of working in
India. The resting - place for the imagina-
tion is nowhere to be found. Stench,
squalor and filth spill out everywhere not
only physically but in the world of socio-
cultural existence, stagnation of life in
superstition, rituals, and oppression of the
deprived section of the society as well. It
appears to him to be a world of various
types of stagnation and corruption. It leads
to the start of a terrible pain which this
India creates for him during the first visit.
This India, the area of darkness, he has
never known earlier.

The various Indias of his childhood
and a big portion of associated experiences
which had gradually sunk deep in his mind
remained to be contextualized. Until now
little Vido (childhood name of V.S. Naipaul)
had learnt to live with an India which was
around him in a given manner. It was not

possible to penetrate this India which
revealed itself in the ways of mythology,
class, caste, and rituals. It was queer. Only
that portion of India which was present in
front of him in the gentle character of his
father, a rationalist and reformist, became
for his positive presence, his inspiration
to become a writer in his later life. In one
of his letters dated October 14, 1953 to
his mother from Oxford, the loving son
Vido, wrote referring to his recently departed
father, ‘‘Everything that I am is directly
due to him’’ (LFS 377). He did not
question much about this India. He found
himself surrounded by an area of immense
ignorance when he wanted to uncover the
past and the larger history of his family. It
was his personal India hidden in his
memory. It was different from the overt
and much discussed political India.
Naipaul writes in the book, Literary

Occasions:

The two Indias were separate. The
political India, of the freedom movement,
had its great names. The other, more
personal India was quite hidden; it
vanished when memories faded. It
wasn’t an India we could read about.
It wasn’t Kipling’s India, or E.M.
Forster’s or Somerset Maugham’s; and
it was far from the somewhat stylish
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India of Nehru and Tagore. (There was
an Indian writer, Premchand [1880-
1936], whose stories in Hindi and Urdu
would have made our Indian village
past real to us. But we didn’t know
about him; we were not reading people
in that way. (LO 21)

 He was driven by an intense desire
to solve the two ideas of history. In fact
this penetration into the ‘history’ whether
of his family tree or of the larger life which
had the context of the entire world was
caused by Naipaul’s anxiety to find out
his own identity and his position in the
surrounding life. He says:

I grew up with two ideas of history,
almost two ideas of time. There was
history with dates. That kind of history
affected people and places abroad, and
my range was wide: ancient Rome (the
study of which, during my last two
years at Queen’s Royal College in Port
of Spain, was the most awakening part
of my formal education); nineteenth-
century England; the nationalist
movement in India (LO 88-89).

In the Preface of An Area of Darkness

after some lines, he refers to one infor-
mation, which he got from a newspaper,
told him that, ‘‘India was inexhaustible’’
(AAD ix). Naipaul’s intense comment
follows, ‘‘India was inexhaustible
perhaps, but my India was not like an
English or British India. My India was full
of pain’’ (AAD ix). This point of pain
controls Naipaul’s line of investigation.
He enters the sprawling physique of India
to find out the areas of maladies which
have laid the country to an impasse of
degeneration. The pain was there with
which he had grown up in Trinidad when
he heard about the very long journey of
his ancestors to the Caribbean from India.
The disconnect of his ancestors from their
ancestral land had cast its shadow, and for

that reason, the nature of this disconnect
he was not able to understand. The sad,
simple and repetitive India had lingered
with Naipaul.

 Very prudently Naipaul uses the
meaningful lines from Charles Darwin’s
travel account Voyage of the Beagle. The
naturalist in 1831 undertook a journey to
map the coast of South America. During
that extensive journey, Darwin kept on
exploring and knowing life and nature to
such a detail that a huge body of imagi-
nation faded and dissolved giving place
to scientific reality. In the chapter eighteen
of the Voyage of the Beagle, he writes:

These Antipodes call to one’s mind old
recollections of childish doubt and
wonder. Only the other day I looked
forward to this airy barrier as a definite
point in our journey homewards; but
now I find it, and all such resting places
for the imagination, are like shadows,
which a man moving onwards cannot
catch. (711)

Naipaul draws a concealed parallel
between two journeys undertaken by Indian
immigrants to India in 1931, their ancestral
land and the other undertaken by Naipaul
in 1962. One comes to know from Naipaul’s
account that the Indian immigrants at the
end of their contracts were entitled to a small
grant of land or to a free trip back to India
with their families. However, this sort of
a contract and promise was not always
fulfilled. There is one exclusive reference
to such a return journey to India which
happened in 1931. Naipaul writes in
Literary Occasions:

Then in 1931 the Ganges had come and
taken away more than a thousand ....
The news in 1932, that the Ganges was
going to come again created frenzy in
those who had been left behind the
previous year. They saw this second



104
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

coming of the Ganges as their last
chance to go home, to be released from
Trinidad (LO 90-91).

It was a troublesome journey to reach
Calcutta. The Ganges was stormed by
hundreds of derelicts previously
repatriated; they wanted now to be taken
back to the other place. Naipaul’s poignant
words are :

India for these people had been a dream
of home, a dream of continuity after
the illusion of Trinidad. All the India
they had found was the area around the
Calcutta docks (LO 91).

The book An Area of Darkness is a
documentation of Naipaul’s direct
experiences which he underwent in India
for the first time. The experiences unfolded
to him the character of a country from
various angles, the socio-political, economic,
religious, cultural to identify the most
important ones. The chapters like ‘Degree’,
‘The Colonial’ and ‘Romancers’ bring
forward flabbergasted image of a person
whose house of imagination and faith lie
in debris. The more India opens up in front
of him, the more Naipaul becomes
hysterical. The reason is obvious as the
traditional critic of Naipaul holds, Naipaul
is disparaging India from a colonial point
of view, that he has a Western way of
observing the things. The uproar is
deafening. The message is circulated as if
Naipaul is the only person who has
practiced this kind of a deviation. One
understands the reason of this uproar:
Naipaul is not an insider. For this reason
he does not have any right to expose the
inertia which eats up Indian dynamism.
Here two excerpts can be quoted, one from
Tagore’s writings and the other created by
Swami Vivekananda, expressing their
views on Indian society and attitude in the

early years of twentieth century. Tagore
writes:

In the ancient times in India, Brahmins
alone had the right to knowledge and
learning. That high ideal of Brahmanism
gradually became lackluster and distorted
for that reason alone. Gradually Karma

(Action) became meaningless, Dharma

became bookish and the scriptures too got
transformed in the art of mugging up. The
reason is the gravitational pull of the low is
very overwhelming. Where the surroun-
dings are undeveloped there it is impossible
to sustain a narrow sense of development
for a long time. At present, a Brahmin is a
Brahmin in connotation alone; his three-day
upanayan (thread ceremony) is a mockery
of Brahmacharya, his way of life/training/
education bereft of the knowledge of the
mantras is barbarism. Its reason is the
uneducated, hugely overwhelming Shudra
community has become triumphant by
exerting the heavy weight of its far reaching
and huge ignorance slowly. (714)

Vivekananda says :

Feel, therefore, my would-be refor-
mers, my would be patriots! Do you
feel? Dou you feel that millions and
millions of the descendents of God and
Sages have become next-door
neighbours to brutes? Do you feel that
millions are starving today, and
millions have been starving for ages?
Do you feel that the ignorance has
come over the land as a dark cloud?
Does it make you restless? Does it
make you sleepless? Has it gone into
your blood coursing through your
veins, becoming consonant with your
heartbeats? Has it made you almost
mad? Are you seized with that one idea
of the misery of ruin and have you
forgotten all about your name, your
fame, your wives, your children, your
property, even your own bodies? . . .
That is the first step to become a
patriot. I did not go to America as most
of you know, for the Parliament of
Religions, but this demon of a feeling
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was in me and within my soul. I
travelled twelve years all over India,
finding no way to work for my country
men, and that is why I went to America.
(225-226)

An analysis of these two outstanding
quotes enlightens one with an extent of
rare knowledge. These two thinkers and
activists with their depth of perception and
understanding have here exposed India’s
greatest enemy, proliferating in the form
of inertia, sloth, indifference, and a great
aversion to change. These things alone
have created an uncannily cruel and
indifferent social system which rejoices
in degrading its majority into the squalor
of ignorance and suffering. Since this
majority has always been marginalized
and ill-treated by the people enjoying
supremacy in the society, the strength of
India has gradually diminished. It has been
perceived so intently by Tagore. Similarly,
Swami Vivekanada’s cry in his thirties
resounds to inspire people with the power
of empathy, without which no country can
progress forward. The marginalization of
the masses, because they are outcastes and
untouchables and poor, there is no concern
shown for their betterment. India has for
this reason lagged behind and fractured.
The roots of Hinduism have weakened for
this reason only.

Naipaul’s outbursts also get generated
to see India’s crippling poverty which
continues in a perennial manner. He says:

It is an Indian story, in its arrangement
of figure and properties, its melodrama,
its pathos. It is Indian above all in its
attitude to poverty as something which,
thought about from time to time in the
midst of other preoccupations, releases
the sweetest of emotions. This is
poverty, our especial poverty and how
sad it is! Poverty not as an urge to anger

or improving action, but poverty as an
inexhaustible source of tears, an
exercise of the purest sensibility
(AAD 41).

Naipaul feels stunned to see the
perpetuation of poverty in these lines :

But wait. Stay six months. The winter
will bring fresh visitors. Their talk will
also be of poverty; they too will show
their anger. You will agree; but deep
down there will be annoyance; it will
seem to you then, too, that they are
seeing only the obvious; and it will not
please you to find your sensibility so

accurately parodied. (AAD 42)

Along with this poverty there is a
connected angle of defecation in the open.
Looking back at Naipaul in 2016, one is
astonished to realize his relevance when
the Father of the Nation’s glasses are
reminding us of a clean India. Poverty,
slime, sloth go together to enhance the
areas of ignorance and mental darkness.
The great book like the Gita fails to
communicate its message. The meaning
gets twisted according to convenience.
The three quotes from the Gita by Naipaul,
the first:

And do thy duty, even if it be humble,
rather than another’s even if it be great.
To die in one’s duty is life: to live in
another’s is death. (AAD 45)

The second :

When unrighteous disorder prevails,
the women sin and are impure; and
when women are not pure, Krishna,
there is disorder of castes, social
confusion (AAD 54).

The third :

I am rich and well born, who else is

equal to me? (AAD 62)

Naipaul with a great sense of honesty
tries to analyse the impact of Gandhi on
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India and its people. He has a very harsh
comment to offer, ‘‘India undid him. He
became a mahatma. He was to be reveren-
ced for what he was; his message was
irrelevant’’ (AAD 82). Naipaul refers to
Gandhi’s latrine cleaning and the spinning
wheel which became finally symbolical
and ritualistic. India celebrates until today
on 2nd October every year a huge show of
garbage cleaning and the media reporting
of the decimated use of the spinning
wheel. Things remained as they were.
Gandhi’s fight against the exploitation of
the Harijans and untouchability cried
hoarse at the face of a caste-ridden society.
Naipaul says:

Sanitation was linked to caste, caste to
callousness, inefficiency and a
hopelessly divided country, division to
weakness, weakness to foreign rule.
(AAD 75)

It must be iterated at least here; Naipaul
has put his finger on the sore where the
shoe pinches. This huge country receives
dynamism, direction but most of the
energy gets diluted. The pace of change
remains slow. Naipaul’s evaluation of
Gandhi to some extent is an ironical
exposure and evaluation of the Indian
mind set.

Naipaul had always been after India
just to catch it unawares. He had sharpened
his nails and knives to ambush an entity
which is a failure on every score. All its
activities are mere gimmicks. It is a
pretentious being which made its men and
women undergo the unwanted diaspora.
He had never imagined India to be a great
country. India was never glorified as

documentations show but the irony for
him was more shattering because he found
India in pain. Like the younger of the twins
his pain also begins. Naipaul’s use of the
title ‘Flight’ at the end of An Area of

Darkness reveals his acute dejection when
he meets India geographically and
empirically for the first time in 1962. The
experiences goad him finally to run away
from the country of his ancestors as he
says, “It was a journey that ought not to
have been made…” (AAD 289)

Though the sub-title of this paper is
Pain Begins and Naipaul is found
projecting his acute dismay at the failed
India of the early sixties which once upon
a time embodied huge promises. The
author like a pathologist does not leave a
chance to go through an analysis of the
Indian system and identify the various
reasons which have brought the pain and
dereliction.
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Hinduism, one of the world’s oldest
religions, is a complex and multifaceted
tradition that has profoundly influenced
Indian society and culture for millennia.
Rooted in ancient Vedic texts, Hinduism
is characterized by its diverse beliefs,
practices, and philosophical systems.
While often associated with spirituality
and mysticism, Hindu culture has also
made significant contributions to the
fields of science and technology. Puru-
shartha, a central concept in Hinduism,
outlines the four primary goals of human
life. These goals or aims, are considered
essential for achieving a fulfilling and
spiritually meaningful existence.

These four aims are : Dharma, Artha,
Kama and Moksha. (Ahuja, 1999)
Dharma refers to righteousness, duty or
moral conduct. It encompasses one’s
obligations to family, society and the
divine. Dharma is seen as the foundation
for a virtuous life and is closely linked to
fulfilling one’s role in the cosmic order.
Artha represents wealth, material prosperity
and economic success. While material
wealth is not considered the ultimate goal,
it is recognized as a necessary means to
support other purusharthas, such as

fulfilling one’s duties and providing for
one’s family. Kama signifies pleasure,
desire, or enjoyment. It encompasses the
pursuit of sensual pleasures, love and
fulfillment of one’s desires. However,
Kama is expected to be pursued within
the bounds of Dharma, avoiding excess
and indulgence. Moksha is the ultimate
goal of Hinduism, representing liberation
from the cycle of birth, death, and rebirth.
It is the attainment of spiritual enlighten-
ment and union with the divine. Moksha
is considered the highest human aspiration
and is the culmination of a life lived in
accordance with Dharma. Hinduism is a
polytheistic religion with a vast pantheon
of deities representing various aspects of
the universe and human experience. The
concept of Brahman, the ultimate reality
underlying all existence, is central to
Hindu philosophy. Hinduism emphasizes
the importance of spiritual liberation
(moksha) through the realization of one’s
true nature and connection to the divine.

The social structure of Hindu society
is traditionally based on the caste system,
which divides people into hierarchical
groups based on their birth and occu-
pation. While the caste system has faced
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criticism for its discriminatory practices, it
has also played a role in preserving cultural
traditions and promoting social cohesion.
(Goghari and Kusi, 2003; Claveyrolas,
2024)

Hinduism places great importance on
the Vedas, a collection of sacred texts
believed to be the source of all knowledge.
The Rig Veda, one of the four Vedas,
contains hymns and prayers that offer
insights into the early history of Hinduism
and its cosmological beliefs. Other impor-
tant Hindu texts include the Upanishads,
which explore philosophical and spiritual
concepts, and the Sutras, which provide
concise guidelines for various aspects of
Hindu life. The sacred texts such as the
Vedas, Upanishads, Bhagavad Gita and
the epics Mahabharata and Ramayana
form the core of Hindu teachings. (Menon,
2009).

Ancient Indian texts, such as the
Ayurveda, a system of medicine and the
Arthashastra, a treatise on governance,
demonstrate the scientific and intellectual
achievements of Hindu culture. These texts
contain valuable insights into a wide range
of subjects, including medicine, astronomy,
mathematics and economics. The scientific
footprint left by Hindu culture is evident
in various fields of knowledge. The Hindu
culture, examining how its philosophical
and religious ideas have shaped human
knowledge and understanding of the
world. (Singh, 2008).

Indian mathematicians made signifi-
cant contributions to the development of
algebra, geometry and trigonometry.
Ancient Indian astronomers observed the
celestial bodies and developed accurate
calendars and timekeeping systems. The
Ayurvedic system of medicine, which

emphasizes holistic health and wellness,
has influenced medical practices world-
wide. (Rao, 2005)

The relevance of understanding the
scientific footprint in Hindu culture for
societal awakening is multifaceted. By
studying the intellectual and cultural
heritage of Hinduism, we can gain a deeper
appreciation for the diversity of human
thought and experience. Moreover, the
scientific insights and innovations deve-
loped within Hindu culture can inspire
contemporary research and development.
By recognizing the interconnectedness
between culture, religion, and science, we
can foster a more inclusive and enligh-
tened society. (Sharma, 2012)

Beyond its well-known spiritual

and philosophical dimensions, Hinduism

has also made significant contributions

to the development of scientific know-

ledge. Indian mathematicians made
groundbreaking discoveries in algebra,
geometry, and trigonometry. Their work
included the concept of zero and the
decimal system, both of which revolutio-
nized mathematics. Ancient Indian
astronomers meticulously observed the
celestial bodies, leading them to develop
accurate calendars and timekeeping systems.
Additionally, the Sushruta Samhita, an
ancient Sanskrit text, stands as one of the
earliest known works on medicine and
surgery. (Menon, 2009)

This rich scientific heritage is further
highlighted by the integration of spiri-
tuality and science evident in holistic
approaches to health and well-being found
in Ayurveda and Yoga. The Ayurvedic
system of medicine, which emphasizes
holistic health and wellness, continues to
influence medical practices worldwide.
(Cimino et al., 2017).
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Population of Hindus in India and

Worldwide :

Region
Population
(in millions)

Percentage
of Total

Population

India 1,100 79.8%

Nepal 23 81.3%

Bangladesh 13 8.5%

Indonesia 4 1.7%

Pakistan 3.5 1.85%

Worldwide 1,200 15%

This table highlights the distribution
and proportion of Hindus in various
regions, showing that while India and
Nepal have the largest Hindu populations
both in absolute numbers and percentages,
Hindu communities are also present in
other countries, albeit in smaller propor-
tions. 1,200 million Hindus globally.
Hindus make up 15per cent of the world’s
total population. The worldwide figure
gives a sense of the global Hindu popula-
tion relative to the total world population.

In contemporary times, there is a
perception that many Hindus have drifted
away from their rich religious heritage.
Factors such as globalization, moderni-
zation, and the influence of Western
culture have contributed to this shift. The
younger generation, in particular, may find
it challenging to connect with traditional
practices and values. (Hussain, 2017;
Singh R. & Winter T., 2023) This dis-
connection has led to a diminished
appreciation of the historical and cultural
significance of Hinduism.

The future of Hinduism lies in its
ability to adapt and remain relevant in a
rapidly changing world. Efforts to revive
and promote traditional practices, along
with the integration of modern values, can
help sustain its cultural and spiritual heritage.
Educational initiatives and digital platforms
are playing a crucial role in reconnecting
the younger generation with their roots.
(Menski, 2019; Bakker TH, 2019) The
resilience and adaptability of Hinduism
suggest a promising future where it
continues to thrive and evolve.

In conclusion, Hinduism’s rich
intellectual and cultural heritage has left a
lasting imprint on the history of science
and technology. By examining the
scientific contributions of Hindu thinkers
and practitioners, we can gain a deeper
appreciation for the interconnectedness of
knowledge and culture. The scientific
footprint of Hinduism serves as a
testament to the enduring power of human
curiosity and the pursuit of understanding.

Research Methodology Research Aims:

The primary aim of this research is
to explore the scientific footprint of Hindu
culture from a sociological perspective.
Specific objectives include :

1. To examine the core features of
Hinduism and their relationship to
scientific inquiry.

2. To analyze the contributions of
Hinduism to various scientific fields,
such as mathematics, astronomy,
medicine, metallurgy, and physics.

3. To identify the factors that contributed
to the decline of Hindu scientific
glory.
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4. To assess the potential for the
resurgence of Hindu scientific
traditions in the contemporary world.

The research primarily relied on
secondary data sources, including
academic journals, books and online
resources. Articles from scholarly journals
specializing in Hinduism, sociology,
history, philosophy, and science were
consulted to gather information on the
topic. This research primarily relies on
academic publications and online resources
as secondary data sources in which some
renowned books are Ahuja, R. (1999).
Indian Social System, Basham,

A. L. (1954). The Wonder That Was
India, Flood, Gavin. (2003). An
Introduction to Hinduism, Joseph, G. G.
(2000) through to that Hinduism, Indian
history, and the history of science were
used to provide a broader context and in-
depth analysis. Online databases, websites,
and digital archives were utilized to access
relevant research papers, articles, and
historical documents.

The research adhered to ethical guide-
lines by ensuring the accuracy and reliability
of the sources used, respecting intellectual
property rights and maintaining confiden-
tiality of any sensitive information.

Hindu Mythology and Science :

Hindu mythology, a vibrant tapestry
of tales, beliefs, and philosophical ideas,
has frequently been interwoven with
scientific endeavours. Mathematics and
astronomy, in particular, have held a signi-
ficant position within this intersection,
mutually influencing each other and
shaping the mythological narratives.
(Mukherjee, 2015).

Mathematical Concepts in Hindu

Mythology :

1. The Concept of Infinity :

Infinity is a recurring theme in Hindu
mythology, often represented by the
concept of ananta, which means
“endless” or “limitless”. This can be
seen in the imagery of the serpent
Ananta, who supports the cosmic
tortoise Kurma, symbolizing the
infinite nature of time and space
(Nagarajan, 2018). In contemporary
mathematics, infinity is a concept that
extends beyond the finite realm of
numbers. Represented by the symbol
“ it is used to describe quantities that
are unbounded or immeasurable.
(Kline, 1990).

2. The Golden Ratio :

The Golden Ratio, also known as the
Divine Proportion, is believed to have
been recognized and employed in
ancient Indian architecture and art.
The renowned Taj Mahal, for instance,
is frequently cited as a structure that
incorporates the Golden Ratio in its
design. (Kumar, 2016). The Golden
Ratio is a mathematical constant
denoted by the Greek letter phi (ö). It
is approximately equal to 1.618 and
is observed in various natural
occurrences, such as the arrangement
of leaves on a plant or the proportions
of the human body. (Livio, 2002).

3. The Concept of Zero :

While the concept of zero is often
credited to ancient Indian mathema-
ticians, it is not explicitly mentioned
in Hindu mythology. Nevertheless,
the development of the decimal system,
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which incorporates zero as a place-
holder, is a substantial contribution to
mathematics that can be traced back
to ancient India. (Bag, 2017). In
contemporary mathematics, zero is a
fundamental number that signifies the
absence of quantity. It is an
indispensable component in various
mathematical operations, including
addition, subtraction, multiplication,
and division. (Durell, 1999).

4. The Concept of Cyclic Time :

Hindu mythology often portrays time
as a cyclical concept, symbolized by
the endless rotation of the cosmic
wheel of time (kala chakra). This notion
suggests that the universe experiences
a series of creation, preservation, and
destruction phases. (Reddy, 2018).
While not a mathematical concept in
itself, the idea of cyclic time can be
connected to certain mathematical
models, such as periodic functions or
the concept of modular arithmetic,
which involve recurring patterns or
cycles. (Stewart, 2013).

Astronomical Knowledge in Hindu

Mythology :

Hindu mythology is deeply intertwined
with astronomical knowledge. The Vedas
and Puranas, sacred texts of Hinduism,
offer detailed descriptions of celestial
bodies, their movements, and their impact
on human life. The concept of the cosmic
cycle, known as “kalpa,” is pivotal to Hindu
cosmology. The Puranas describe the
creation and destruction of the universe
in cyclical patterns, aligning with astrono-
mical observations.

The Hindu calendar, based on the
lunar and solar cycles, is one of the oldest
calendars globally. The festivals of Hinduism,
such as Diwali, Holi, and Navratri, are tied
to specific astronomical events. The
concept of the zodiac, with its twelve
constellations, is also present in Hindu
mythology.

1. The Solar System :

The Hindu concept of the solar system
is depicted in the Puranas, which
describe the seven planetary spheres
(lokas) that revolve around the Sun
(Surya). These spheres are believed
to be inhabited by different deities and
beings. (Dhar, 2016). Modern astro-
nomy recognizes the Sun as the centre
of our solar system, with eight planets,
numerous dwarf planets, asteroids,
and comets orbiting it. While the
Hindu concept of the solar system is
simplified compared to modern astro-
nomical understanding, it reflects a
basic comprehension of the celestial
bodies and their arrangement. (Katz,
2012).

2. The Lunar Cycle :

The lunar cycle is a prominent theme
in Hindu mythology, with the moon
(Chandra) being associated with
various deities and celestial events.
The festival of Kartik Purnima, for
instance, celebrates the full moon in
the month of Kartik. (Sharma, 2019).
Modern astronomy understands the
lunar cycle as the periodic change in
the moon’s appearance as observed
from Earth. This is caused by the
moon’s orbit around the Earth and its
relative position to the Sun. (Harrison,
2000).
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3. The Nakshatras :

The Nakshatras, or lunar mansions,
are 27 constellations along the ecliptic
used in Hindu astrology to predict
events and characteristics of indivi-
duals. Each Nakshatra is associated
with a specific deity and has a unique
influence on human life. (Mishra,
2018). While the Nakshatras do not
have a direct equivalent in modern
astronomy, they can be related to the
concept of constellations, which are
groups of stars that appear to form
patterns in the night sky. (Blaauw,
1991).

4. The Concept of Time :

Hindu mythology often portrays time
as a cyclical concept, symbolized by
the endless rotation of the cosmic
wheel of time (kala chakra). This notion
suggests that the universe experiences
a series of creation, preservation, and
destruction phases. (Mitra, 2017).
While not strictly astronomical, the
idea of cyclical time can be connected
to astronomical phenomena such as
the precession of the equinoxes, which
is a gradual shift in Earth’s axis over
thousands of years. (Oberlander,
2003).

The Symbiotic Relationship :

The relationship between mathematics
and astronomy in Hindu mythology is
symbiotic. Mathematical concepts were
employed to comprehend and predict astro-
nomical phenomena, while astronomical
observations informed mathematical
theories. For instance, the development of
the Hindu calendar necessitated a pro-
found understanding of the movements of
the sun, moon, and planets.

The Rig Veda contains hymns that
describe the movements of the sun and
moon, and the Puranas provide detailed
descriptions of planetary configurations.
These astronomical observations were
utilized to develop mathematical models
to predict celestial events and calculate
auspicious times for rituals and ceremonies.
(Rao, 2005; Tiwari, 2019).

1. The Creation of the Universe :

The Purānas, ancient Hindu texts,
describe the creation of the universe
from a cosmic egg. This concept
involves intricate calculations and
measurements to determine the
dimensions and proportions of the
universe. The cosmic egg is often
depicted as a sphere, a geometric
shape with significant mathematical
implications. (Rao, 2018).

2. The Celestial Bodies and Their

Movements :

Hindu mythology is replete with
references to celestial bodies, such as
the Sun, Moon, planets, and stars. The
movements of these bodies were
carefully observed and recorded by
ancient Indian astronomers, leading
to the development of sophisticated
mathematical models to predict their
positions and eclipses. Ex. The
concept of nakshatras or lunar mansions,
is a prime example of the interplay
between mathematics and astronomy
in Hindu mythology. The Nakshatras
are 27 constellations along the ecliptic
that are used in Hindu astrology to
predict events and characteristics of
individuals. The precise positioning
of the moon in relation to these



113
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

constellations requires careful mathe-
matical calculations (Menon, 2016;
Sharma & Kumar, 2021).

3. The Concept of Time :

Hindu mythology often portrays time
as a cyclical concept, symbolized by
the endless rotation of the cosmic
wheel of time (kala chakra). This
concept involves understanding the
periodic nature of celestial movements
and their influence on human affairs.
For example, the Hindu festival of
Holi is celebrated on the full moon day
of the Hindu month of Phalguna. The
precise timing of this festival requires
accurate calculations of the lunar
cycle. (Singh, 2020).

4. The Role of Mathematics in Rituals

and Practices :

Mathematics plays a pivotal role in
various Hindu rituals and practices.
The construction of temples, the
performance of Vedic rituals and the
calculation of auspicious dates for
ceremonies all involve mathematical
calculations. For example, the
construction of Hindu temples often
incorporates geometric patterns and
proportions that are believed to have
spiritual significance. These patterns,
such as the mandalas, involve
complex mathematical calculations.
(Kumar, 2017).

Mathematical concepts are utilized to
comprehend and interpret astronomical
phenomena, while astronomical observa-
tions and calculations inform the develop-
ment of mathematical models. This inter-
connectedness reflects the ancient Indians’
profound understanding of the universe
and their capacity to apply mathematical

principles to various aspects of life.
(Singh, 2019).

It also contributes to social order by
providing a shared framework for under-
standing and interpreting social interac-
tions, regulating behavior and maintaining
social cohesion. The sacred canopy offers
individuals a sense of existential security
by providing a stable and predictable
worldview. It helps to protect individuals
from the anxiety and uncertainty that can
arise from the unknown. For example,
cultural traditions, such as rituals, ceremo-
nies and holidays, can reinforce the sacred
canopy. These traditions help to maintain
a sense of continuity and belonging.

Medicine and Ayurveda :

Hindu mythology is rich in stories and
concepts related to health, healing, and the
human body. Ayurveda, the ancient Indian
system of medicine, has made substantial
contributions to the understanding of
human anatomy, physiology, and disease.
Its holistic approach and emphasis on
preventive care align with contemporary
medical principles.

1. The Divine Healers

While not strictly Hindu, the Greek
god Asclepius, the god of healing and
medicine, is often venerated in Hindu
mythology. His temples were popular
pilgrimage sites for those seeking
cures. (Ferguson, 2003). Sushruta and
Charaka are the ancient Indian
physicians considered the fathers of
Ayurveda. Their treatises, the
Sushruta Samhita and the Charaka
Samhita, respectively, are foundational
texts in Ayurvedic medicine. (Nagar,
2015; Sharma, 2018).
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2. The Concept of Balance and

Harmony :

Ayurveda emphasizes the importance
of maintaining balance and harmony
in the body and mind. This concept is
often illustrated through the metaphor
of the tridoshas, the three fundamental
energies that govern the body:

Vata : Associated with air and ether,
Vata governs movement and thought.

Pitta : Associated with fire and water,
Pitta governs metabolism and
digestion.

Kapha : Associated with earth and
water, Kapha governs structure and
lubrication.

When these doshas are in balance, the
body is healthy. Imbalances can lead
to disease. (Kumar, 2016; Patel,
2018).

3. The Role of Deities in Healing :

Many Hindu deities are associated
with healing and health. For example:

Shiva : Often depicted as a yogi and
ascetic, Shiva is associated with
healing and rejuvenation (Mishra,
2021).

Vishnu : As the preserver of the
universe, Vishnu is believed to have
the power to heal and restore balance
(Kumar, 2019).

Hanuman : The monkey god Hanuman
is known for his healing abilities and
is often invoked for protection and
recovery (Singh, 2020).

Yoga, a physical, mental, and spiritual
practice, emphasizes the connection
between the mind and body. This
concept has been validated by modern

neuroscience, which has demonstrated
the significant impact of mental states
on physical health. Meditation techni-
ques, such as mindfulness meditation,
have been shown to reduce stress,
improve focus and enhance emotional
well-being. These practices have been
incorporated into contemporary
psychological therapies.

4. The Medicinal Properties of Plants

and Herbs :

Ayurveda places great importance on
the medicinal properties of plants and
herbs. Many mythological stories
involve the discovery and use of these
plants for healing. For example, the
story of the sage Dhanvantari, who is
considered the divine physician, often
involves his discovery of medicinal
herbs and plants. (Patel, 2017).

5. The Concept of Karma and Health:

The Hindu concept of karma, the law
of cause and effect, is also relevant to
health and healing. It is believed that
one’s health is influenced by past
actions and karmic debts. For
example, a person who has committed
harmful actions in a past life may
experience ill health in their current
life as a consequence of their karma.
(Gupta, 2018).

The mythological beliefs and practi-
ces related to healing have influenced
the development of Ayurvedic medicine
and remain relevant in contemporary
healthcare. (Sharma, 2020).

Metallurgy and Chemistry :

1. Tvastar (Vishvakarma) : Tvastar,
also known as Vishvakarma, is the
divine architect and blacksmith in
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Hindu mythology. He is credited with
crafting the universe and creating
powerful weapons for the gods. For
instance, he forged the thunderbolt
(Vajra) for Indra, the king of gods,
using the bones of the sage Dadhichi.
(Bhattacharya, 2012).

2. The Iron Pillar of Delhi : Although
not directly a mythological story, the
Iron Pillar of Delhi is often associated
with ancient Indian metallurgical
skills. This 7-meter tall pillar, dating
back to the 4th century CE, has not
rusted despite being exposed to the
elements for over 1600 years. This
remarkable feat is attributed to the
advanced knowledge of metallurgy in
ancient India. (Kumar, 2016).

3. Pipilika Gold : The Mahabharata
mentions “pipilika gold” or “ants’
gold,” which was presented to King
Yudhishthira during his Rajasuya
Yagna. This gold was believed to be
collected by ants from the earth,
symbolizing the intricate and mystical
processes of nature. (Sharma, 2013)

Chemistry in Hindu Mythology :

1. Rasa and Rasaśāstra : Rasaśāstra is
the ancient Indian science of alchemy
and chemistry, focusing on the
preparation of medicines and elixirs.
The term “Rasa” refers to mercury,
which was central to alchemical
practices. Texts like the Rasārnava
from the 12th century detail methods
for transmuting base metals into gold
and creating elixirs for immortality.
(Patel, 2017).

2. Pancha Bhuta (Five Elements) :

Hindu cosmology is based on the
concept of Pancha Bhuta, the five

elements: Earth (Prithvi), Water (Apas),
Fire (Agni), Air (Vayu), and Ether
(Akasha). These elements are
believed to be the building blocks of
the universe and are fundamental to
understanding ancient Indian
chemistry. (Joshi, 2014).

3. Mercury in Alchemy :  The
Arthaśāstra, dating back to the 4th
century BCE, mentions the use of
mercury in various processes. Mercury
was considered a vital substance in
alchemy, believed to have properties
that could grant longevity and even
immortality. (Mukherjee, 2015).

Philosophy and Logic :

Philosophy in Hindu Mythology :

1. The Bhagavad Gita : The Bhagavad
Gita, part of the Mahabharata, is a
dialogue between Prince Arjuna and
the god Krishna. It addresses
profound philosophical questions
about duty, righteousness, and the
nature of reality. Krishna explains the
concepts of Dharma (duty) and Karma
(action) and introduces the idea of
selfless action (Nishkama Karma) as
a path to spiritual liberation.
(Radhakrish-nan, 1948).

2. The Upanishads : The Upanishads
are ancient texts that explore the
nature of reality and the self. They
introduce the concept of Brahman
(the ultimate reality) and Atman (the
individual soul), emphasizing that
realizing the unity of Atman and
Brahman leads to Moksha (liberation).
The story of Svetaketu in the
Chandogya Upanishad illustrates this
philosophy. Svetaketu’s father teaches
him that the essence of all beings is
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the same, using the analogy of salt
dissolved in water. (Hume, 1931).

Logic in Hindu Mythology :

1. Nyaya Sutras : The Nyaya Sutras,
attributed to the sage Gautama, form
the basis of the Nyaya school of logic.
This text outlines methods of logical
reasoning and debate, emphasizing
the importance of valid knowledge
(Pramana) through perception,
inference, comparison, and testimony.
The Nyaya system is renowned for its
rigorous approach to epistemology
and logic. (Sharma, 2005).

2. The Story of Nachiketa : In the
Katha Upanishad, the young boy
Nachiketa meets Yama, the god of
death, and asks profound questions
about life, death, and the nature of the
soul. Yama’s responses delve into
philosophical and logical discussions
about the eternal nature of the soul and
the path to self-realization. This story
highlights the use of logical reasoning
to explore metaphysical concepts.
(Rao, 2010).

3. Debates in the Mahabharata : The
Mahabharata contains numerous
instances of philosophical debates.
One notable example is the debate
between Yudhishthira and Yaksha,
where Yudhishthira answers a series
of philosophical questions posed by
a mystical being. His answers reflect
deep logical reasoning and understan-
ding of Dharma. (Khan, 2012).

While Hindu culture has frequently
been associated with spiritual and philoso-
phical pursuits, it is evident that it has also
made substantial contributions to the
fields of science and technology. The

scientific footprints left by ancient Indian
thinkers continue to inspire and inform
contemporary research.

Conclusion :

1. Explanation of first aim of the

research “To examine the core

features of Hinduism and their

relationship to scientific inquiry”

Building upon the previous analysis,
let’s delve further into the core features
of Hinduism and their specific relationship
to scientific inquiry.

Dharma, as a guiding principle empha-
sizing duty, righteousness and ethical
conduct, encourages scientists to approach
their work with integrity and objectivity,
ensuring that their research is conducted
in a responsible and ethical manner. The
belief in karma can motivate scientists
to persevere in their research, even in
the face of setbacks or challenges. The
understanding that their actions have
consequences can drive them to strive for
excellence and make significant contri-
butions to their field. The principle of
ahimsa or non-violence, can promote a
sense of environmental consciousness
among scientists. This can lead to research
that focuses on sustainable practices and
minimizes harm to the planet. Yoga can
help scientists to manage stress, improve
their ability to think critically and approach
their work with a clear and focused mind.

The development of mathematics and
astronomy in ancient India, as evidenced
in texts like the Vedas and the Siddhanta
Shiromani, can be attributed in part to the
intellectual curiosity and discipline
fostered by Hindu culture. The concept of
“Vasudhaiva Kutumbakam” meaning
“The world is one family” is a core
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principle in Hinduism that promotes
environmental stewardship.

2. Description of second aim of the

research “to analyze the contribu-

tions of Hinduism to various scientific

fields, such as mathematics, astro-

nomy, medicine, metallurgy, and

physics”

Hinduism, with its rich intellectual
and cultural heritage, has made significant
contributions to various scientific fields.
The Indian mathematician Brahmagupta
is credited with introducing the concept of
zero and its operations in his work
“Brahma Sphuta Siddhanta.” The decimal
system, which we use today, also has its
roots in ancient India. Indian mathema-
ticians made significant advancements in
methods for solving equations, calculating
areas and volumes, and understanding
geometric relationships. Hindu astronomers
developed trigonometric concepts and
formulas to calculate celestial positions
and distances. Hindu astronomers also
developed accurate calendars and time-
keeping systems based on their astrono-
mical observations. The understanding of
planetary positions and their influence on
human life was used to predict future
events and make astrological charts.
Ayurveda emphasizes holistic health and
wellness, incorporating concepts of diet,
lifestyle, and herbal remedies. Ancient
Indian surgical texts, such as the Sushruta
Samhita, describe a variety of surgical
procedures, including plastic surgery,
cataract removal, and bone setting.

Hindu texts contain references to
metallurgical processes and the properties
of various metals. The Vedas and Upanishads
discuss the atomic nature of the universe

and the concept of the ultimate particle.

3. Description of Third aim of the

research “To identify the factors

that contributed to the decline of

Hindu scientific glory”.

Repeated invasions by foreign
powers, such as the Islamic conquests and
later British colonization, disrupted the
socio-political fabric and educational
institutions. For instance, the destruction
of universities like Nalanda and Taxila by
invaders led to a significant loss of
knowledge and scholarly activity. Indian
scholars were often relegated to inferior
positions and paid less than their British
counterparts. The rise of orthodox
religious practices and the decline of
patronage for scientific endeavors also
played a role. The focus shifted more
towards spiritual and religious pursuits
rather than scientific inquiry. The
economic exploitation during colonial rule
drained resources that could have been
used to support scientific research and
education.

These factors collectively contributed
to the decline of Hindu scientific glory,
leading to a period where scientific advance-
ments were significantly hindered. Efforts
to align ancient Hindu philosophies with
modern scientific principles are ongoing.
For instance, the work of Swami Viveka-
nanda in the 19th century to harmonize
Advaita Vedanta with scientific rationality
continues to inspire contemporary scholars.

There is a growing interest in tradi-
tional Indian sciences such as Ayurveda
and Yoga. These practices are being
scientifically validated and integrated into
modern healthcare systems globally.
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Initiatives to incorporate ancient Indian
scientific texts and methodologies into
modern education are gaining traction.
Institutions like the Indian Institute of
Science and IITs are exploring ancient
Indian contributions to fields like mathe-
matics and astronomy. Increased funding
and support from both government and
private sectors for research in traditional
sciences are fostering innovation. For
example, the Ministry of AYUSH in India
promotes research and education in
Ayurveda, Yoga and other traditional
systems.

These efforts collectively indicate a
strong potential for the resurgence of Hindu
scientific traditions, blending ancient
wisdom with contemporary scientific
advancements.

4. Description of Fourth aim of the

research, “To assess the potential

for the resurgence of Hindu

scientific traditions in the

contemporary world”.

Government encouragement of colla-
boration between scholars from various
fields, including science, humanities and
religion, can help to bridge the gaps
between traditional Hindu knowledge and
contemporary scientific methodologies.
Interdisciplinary collaboration can lead to
the cross-fertilization of ideas and the
development of innovative approaches to
scientific inquiry. Efforts to document and
preserve ancient Hindu texts, manuscripts,
and practices can help to safeguard tradi-
tional knowledge and make it accessible
to future generations. Digitizing traditional
knowledge can facilitate its dissemination
and preservation.

Addressing stereotypes and misconcep-
tions about Hindu science can help to
promote a more accurate and nuanced
understanding of its contributions. Exploring
ways to integrate traditional Hindu know-
ledge with modern scientific methodolo-
gies can help to revitalize these traditions
and make them relevant to contemporary
challenges.

While there are challenges to over-
come, the factors mentioned above suggest
that there is a growing momentum for the
resurgence of Hindu scientific traditions.
By addressing these challenges and
seizing these opportunities, Hinduism can
play a significant role in shaping the future
of scientific inquiry and human under-
standing.

In conclusion, the scientific footprint
in Hindu culture is a testament to its rich
intellectual heritage. By examining its core
features, achievements, and challenges,
we can gain a deeper understanding of its
contributions to human knowledge and
explore its potential for future development.
The intertwining of religion, philosophy,
and science in Hinduism offers a unique
perspective on the human quest for
knowledge and understanding. Hindu
mythology provides a rich context for
understanding the development of
mathematics and astronomy in ancient
India. The symbiotic relationship between
these two fields is evident in the sacred
texts, philosophical concepts, and cultural
practices of Hinduism. By exploring the
intersection of mythology and science, we
can gain a deeper appreciation for the
intellectual and cultural achievements of
ancient India.
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nes jne DeeÛÚVe Ùen DeekeâeMe
[e@Ê DeefYe<eskeâ efceße

meneÙekeâ DeeÛeeÙe&, efnvoer efkeYeeie
peveveeÙekeâ ÛebõMesKej efkeMkeefkeÅeeueÙe, yeefueÙee G.øe.

DeekeâeMe ceW yeeoue efIej ieÙes Les~ nkeeSW lespe Ûeue
jner LeeR~ ÚleeW hej ueies Okepe Deewj yeÌ[s-Úesšs cekeâeveeW
kesâ yeerÛe Deheves Deefmlelke keâes yeveeÙes jKeves keeues ke=#e
Fve nkeeDeeW keâer cemle yeÙeej ceW Petceles ngS efoKeeF& heÌ[
jns Les~ yeeefjMe nesves keâer DeeMebkeâe ceW ceefnueeSW-ueÌ[efkeâÙeeb,
HeâwueeÙes ieÙes keâheÌ[s, DeÛeej, kegâÚskeâ kÙebpeveeW keâes mecesšves
ceW ueieer ngF& efoKeueeF& heÌ[ jner LeeR~ keâheÌ[s mecesšles ngS
ceeB keâer megjceF& Okeefve Yeer ietbpeves ueieer, ‘‘ÛeÌ{le Dee<eeÌ{
Ievee Ieve yejmes~ efjceefPece yejmes mekevekee ve~ Yeeoew jwve
YeÙeekeve ueeiew/kegâDeej ceeme keve šsmetj Heâtuele nw~ keâeefle&keâ
ceW peues efoÙekevekee ve~’’ ueeskeâceleer ueeskeâ keâe DevegYeke
keâjves keeueer ceeB kesâ cegKe mes DeveeÙeeme efvekeâueves keeuee
ieerle, $e+leg heefjkele&ve kesâ meeLe-meeLe yeoueves ueielee nw~
ieÇece mebmke=âefle kesâ met#ce jme iebOeeW keâer henÛeeve kele&ceeve
ceW efkeke=âle nesleer ieÇeceerCe ueeskeâ mebmke=âefle keâes megjef#ele Skeb
mebjef#ele jKeves keâe keâeÙe& keâneR ve keâneR Fve ceefnueeDeeW
ves efkeâÙee nw~ kele&ceeve meceÙe keâer ogOe&<e& melÙeeveeMeer
DeejesheeW mes meveer jepeveerefle, DeMueeruelee kesâ mejeskej ceW
[gyeefkeâÙee ueieeleer he$ekeâeefjlee, meesMeue ceeref[Ùee ves ueieYeie
Fve meyekeâes ve<š ner keâj efoÙee nw~ Ùen efkeefole nw efkeâ
meeefneflÙekeâ keâefkeÙeeW ves keâneR ve keâneR Fve $e+legDeeW keâes
meeefnlÙe keâe Debie yeveeÙee, meeLe ner ceveg<Ùe kesâ
peerkeveevegYetefleÙeeW kesâ meeLe mebueive efkeâÙee~ efke<eÙeeblej ve
nesles ngS Dee<eeÌ{ keâer Gve yetboeW Deewj DeeÛÚeefole cesIeeW
keâer Deesj OÙeeve Deeke=â<š keâjvee Ûeenlee ntB~ efnbot hebÛeebie
kesâ Devegmeej Ûew$e ceen mes øeejbYe nesves keeues ke<e& keâe

ÛeewLee cenervee, pees F&mkeer keâwueW[j kesâ petve-pegueeF& ceen
ceW heÌ[lee nw, Fmes ke<e&e $e+leg keâe cenervee Yeer keâne peelee
nw~ Ùen ceen leheleer ieceer& mes jenle efoueelee nw~ Fme
ceeme ceW efnbot oskeer-oskeleeDeeW kesâ efueS efkeßeece keâe meceÙe
neslee nw~ Fme ceeme ceW Oejleer ieYe& OeejCe keâjleer nw Deewj
Gmekesâ ieYe& mes keâF& vekeebkegâj Heâtšles nQ~ ieÇer<ce $e+leg mes
YemceerYetle kevemheefleÙeeb hegve: njer nes G"leer nQ~ FmeefueS
yemeble keâes $e+legjepe keânles nQ, lees heekeme keâes $e+legDeeW keâer
jeveer~ Ùen ceeme peve-peve kesâ Yeerlej Glmeen Deewj mebosMe
keâe mebÛeej keâjlee nw~ nj Yee<eeDeeW kesâ meeefnlÙe ceW Fve
keâeues yeeoueeW keâer ietbpe megveeF& heÌ[leer nw~ Deeefokeâefke
keeuceerefkeâ ves Deheves DeeefokeâekÙe jeceeÙeCe kesâ efkeâef<keâbOeekeâeb[
ceW ÛeÌ{les Dee<eeÌ{ keâer metÛevee ceÙe&eoe heg®<eesllece ßeer jece
kesâ Éeje oer nw~ jece Deheves YeeF& ue#ceCe mes keânles nQ-

DeÙeb me keâeue: mecøeehle: meceÙeesÓOe peueeiece:~
mecheMÙe lkeb veYees cesIew: mebke=leb efieefjmebefveYew:~~1

ns megefce$eevebove! peue øeoeve keâjves keeuee ken
øeefmeæ ke<e&ekeâeue Dee ieÙee~ osKees heke&le kesâ meceeve
øeleerle nesves keeues cesIeeW mes DeekeâeMe ceb[ue DeeÛÚeefole
nes ieÙee nw~ hegve: keânles nQ efkeâ ‘‘S<ee Oece&heefjefkeäue<šeb
vekekeeefjheefjhueglee/meerleske Meeskeâ meblehlee ceneR kee<heb
efkecegÛeefle~’’2 DeLe&eled pees ieÇer<ce $e+leg keâer ieceer& mes Ieeme
lehe ieF& Leer ken he=Lkeer ke<e&ekeâeue ceW vetleve peue keâer yetboeW
mes Yeeriekeâj Meeskeâ meblehle meerlee keâer Yeebefle kee<he efkeceesÛeve
(G<Celee keâe lÙeeie DeLekee Deßegheele) keâj jner nw~ jece
keâneR ve keâneR meerlee kesâ efkejn keâer leguevee ieÇer<ce $e+leg mes
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keâjles nQ Deewj cesIeeW mes yejmeves keeues peue keâer yetboeW mes
meerlee keâer G<Celee keâe lÙeeie neslee ngDee efoKeueeF&
heÌ[lee nw~

‘‘cesIeke=â<CeeefpeveOeejeOeejeÙe%eeshekeerefleve:~
cee®leehetefjleiegne: øeeOeerlee Fke heke&lee:~~3

cesIe™heer keâeues ce=ieÛece& leLee ke<e&e keâer Oeeje™heer
Ùe%eeshekeerle OeejCe efkeâÙes ngS keeÙeg mes hetefjle iegHeâe keeues
Ùes heke&le, yeÇÿeÛeeefjÙeeW keâer Yeebefle ceevees kesoeOÙeÙeve DeejbYe
keâj jns nQ~ ke<e&e keâeue kesâ ceeOÙece mes keeuceerefkeâ keâneR
ve keâneR DeeÙe&ekele& keâer mebmke=âefle keâes øeoefMe&le keâjles nQ~
Fme kesoYetefce keâe henuee Oece& yeÇÿeÛeeefjÙeeW keâer Yeebefle
efkeÅee DeOÙeÙeve keâjvee nw ve efkeâ Yeesie, efuehmee, ueeueÛe
Deeefo ceW Deheves keâes mebueive keâj osvee nw~

mebmke=âle kesâ heÙe&eÙekeeÛeer keâns peeves keeues cenekeâefke
keâeefueoeme ves Deheveer øeefmeæ Deewj cenlkehetCe& ke=âefle
‘cesIeotle’ ceW Dee<eeÌ{ ceeme kesâ øeLece efokeme keâe efÛe$e
Debefkeâle efkeâÙee nw- ‘leefmceve>õeW keâefleefÛeoyeueeefkeøeÙegòeâ:
me keâeceer / veerlkeeceemeebvkeâvekeâkeueÙe YeÇMeefjòeâ øekeâes…:
Dee<ee{mÙe øeLece efokemes cesIeceeefMue<š meeveg / keøe›eâerÌ[e-
heefjCelebiepeøes#eCeerÙeb oboMe&~~’’4 DeLe&ele Deheveer eføeÙee
mes efkejòeâ Ùe#e, Deheves mkeeceer kesâ ßeehe kesâ keâejCe
jeceefieefj kesâ heke&leeW ceW efvekeeme keâjlee nw~ Œeer kesâ efkeÚesn
ceW keâeceer Ùe#e ves Gme heke&le hej keâF& ceeme efyelee efoS~
Gmekeâer keâueeF& mes megvenues keâbieve kesâ efKemekeâ peeves mes
ken megveer efoKeves ueieer nw~ Dee<eeÌ{ ceeme kesâ henues efove
heneÌ[ keâer Ûeesšer hej Pegkesâ ngS cesIeeW keâes Ùe#e ves osKee
lees Ssmee peeve heÌ[lee nw pewmes ken keøe-›eâerÌ[e keâjlee
ngDee keâesF& neLeer nes~ ÙeneB efkejn keâer hejekeâe…e efoKeeF&
heÌ[leer nw~ efkejner Ùe#e Gve cesIeeW keâe mkeeiele ‘øeerle:
øeerefleøecegKekeÛeveced mkeeieleb kÙeepenej~’’5 kesâ Éeje keâjlee
nw~ ‘‘me: øelÙeieÇw: kegâšpekegâmegcew: keâefuheleeIe&eÙe lemecew’’6

ÙeneB nce osKe mekeâles nQ efkeâ efkeâme lejn mes Ùe#e Dee<eeÌ{
kesâ Gve cesIeeW keâe mkeeiele keâefuhele efieefj-ceefueêkeâe kesâ
heg<heeW mes keâjlee nw~

Yeefòeâ keâeue kesâ Meer<e& jece-Yeòeâ keâefke leguemeeroeme
peer keâer ke=âefle ‘jeceÛeefjleceeveme’ kesâ efkeâef<keâbOeekeâeb[ ceW
jece Deheves YeeF& ue#ceCe mes keânles nQ efkeâ- ‘‘yejmee
keâeue cesIe veYe ÚeS~ iejpele ueeiele hejce megneS~’’7

Fmeer ›eâce ceW øeYeg jece keânles nQ- ‘‘Ieve Ieceb[ veYe
iejpele Ieesje, eføeÙee nerve [jhele ceve ceesje / oeefceveer
ocekeâ jn ve efLej Ieve ceener / Keue keâw øeerefle peLee efLej
veener~’’8 mhe<š nw efkeâ efkeâme lejn mes leguemeeroeme peer
ves ceveg<Ùe kesâ peerkeve ceW Ieš jner IešveeDeeW, heefjefmLeefleÙeeW
keâe mebyebOe øeke=âefle mes peesÌ[e nw~ Ùener Ieve keâYeer megKeo
#eCeeW keâer me=ef<š keâjles nQ lees keâYeer og:Ke keâer heerÌ[e keâes
yeÌ{eles nQ~ ke<e&e $e+leg keâneR Yetefce Deewj peerkeeW keâer megKeo
DevegYetefle keâe ceeOÙece nesleer nw, lees keâYeer Ùee$ee keâjves
keeues ueesieeW kesâ efueS keâ<škeâejer nesleer nw~ FmeefueS jece
megieÇerke mes keânles nQ- ‘‘iele ieÇer<ce $e+leg DeeF&~ jefnnngB
efvekeâš mewue hej ÚeF&~’’9 DeLe&ele ieÇer<ce $e+leg yeerlekeâj
ke<e&e $e+leg Dee ieF& nw, ceQ (jece) keneB heeme ner heke&le hej
efškeâe jntBiee~

metHeâer keâekÙe Oeeje kesâ cenlkehetCe& keâefke ceefuekeâ
cegncceo peeÙemeer ves ‘he©eekele’ ceW veeieceleer efkeÙeesie Keb[
ceW keânles nQ efkeâ- ‘‘ÛeÌ{e DemeeÌ{ ieieve, Ieve ieepee~
meepee efkejn ogbo oue yeepee~~ Oetce mÙeece Oeewjs Oeve
OeeS~ mesle Oepee yeie-heeBefle osKeeS~’’10 pewmee efkeefole
nw efkeâ Dee<eeÌ{ keâe cenervee DeeÙee lees DeekeâeMe ceW
yeeoueeW keâer iepe&vee nesves ueieer leye veeieceleer keâes Ssmee
øeleerle ngDee efkeâ efkejn ves Ùegæ keâer lewÙeejer keâer nw Deewj
Gmekeâer mesvee ves keâtÛe keâe veieeÌ[e yepeeÙee nw~ Oegcewues,
keâeues Deewj Yetjs jbie kesâ yeeoue DeekeâeMe ceW oewÌ[ves ueies
Deewj GveceW GÌ[leer ngF& yeiegueeW keâer hebefòeâÙeeb Oekeue Okepe
kesâ meceeve efoKe jner nQ~ DeLe&eled veeieceleer Fme Dee<eeÌ{
ceeme kesâ iepe&vee keâjves keeues cesIeeW keâes osKekeâj efÛebeflele
nesleer nw efkeâ Fme keeleekejCe ceW cesjs eføeÙe keâer DevegheefmLeefle
ceW cegPes keâewve Deeoj osiee? Fme Gvceeokeâ keeleekejCe ceW
pees keâece kesâ efueS GefÛele nw, Fme efkejn mes Deekeâj Deehe
cesjer j#ee keâerefpeS~ cenueeW keâer jnves keeueer veejer Dehevee
jeveerheve Yetuekeâj meeceevÙe veejer keâer lejn efke<eeoceie> nes
G"leer nw~
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mesveeheefle ke=âle keâefkelle jlveekeâj ceW $e+leg keCe&ve ceW
keâefke keân G"lee nw- ‘‘iejpele Ieve, lejpele nw ceove
uej/pele leve ceve veerj vewvebefve yenefle nw~’’11 mebmke=âle
meeefnlÙe mes ueskeâj efnboer kesâ jereflekeâeueerve keâefkeÙeeW ves
Dee<eeÌ{ ceeme keâes Flevee cenlkehetCe& yevee efoÙee efkeâ
keâekÙe keâe meeQoÙe& DelÙeefOekeâ ceveesjce nes ieÙee~ peerkeve
kesâ megKe-og:Ke keâer DevegYetefle keâjelee Ùen ceeme keâneR ve
keâneR mebhetCe& meeefnlÙe kesâ keâekÙe peiele keâes øeYeeefkele
keâjlee jne nw~

DeeOegefvekeâ keâeue Deewj YeejleWog ceb[ue kesâ jÛeveekeâejeW
kesâ Ùeneb Yeer mkeeYeeefkekeâ ™he mes Dee<ee{, Gvekeâer keâefkeleeDeeW
keâe efke<eÙe yeve ner peelee nw~ yeeuecegkegâbo ieghle ves Deheveer
keâefkelee ‘ke<e&e’ ceW keâne nw- ‘‘ÚeÙes Ieesj ÛengB Deesj cesIe,
heekeme keâer hejer Heâgnej/Ieve iejpele Ûeheuee Deefle Ûecekeâle
HeâjHeâj GÌ[le Heâgnej/Deye veneR Úšhešele veejer vej
peueeefkenerve pÙeeW ceerve~’’12

ieÇer<ce $e+leg keâer ieceer& mes leheles ueesie heekeme $e+leg ceW
keâeues cesIeeW kesâ yejmeves mes le=hle nes ieÙes, Deye Gvekeâer
efmLeefle peueefkenerve ceÚueer keâer lejn veneR nw~ ke<ee& ve
nesves mes meceevÙe peve keâer efmLeefle efkeâleveer oÙeveerÙe nes
peeleer nw~ Dekeâeue, YegKecejer, iejeryeer, meb$eeme ve peeves
efkeâleves oeveke GlheVe nes peeles nQ~ efyeÇefšMe keâeueerve
Yeejleke<e& ceW efveuens, ieesjebie-øeYeg, uee[&-iekeve&j, yevekeâj
uetšves keeues DebieÇspeeW ves lees Yeejle keâer pevelee keâes ce=lÙeg
kesâ Ieeš Gleeje ner meeLe ner øeke=âefle ves Yeer keâYeer-keâYeer
Deheveer YeÙeekenlee mes Deelebefkeâle efkeâÙee nw efpemekeâe
GoenjCemke™he Yeeke ieghle peer øemlegle keâjles nQ~

øeieeflekeeoer kÙebiÙe Deewj øeke=âefle kesâ cenlkehetCe& keâefke
yeeyee veeieepe&gve ceevemejeskej keâer Ùee$ee kesâ oewjeve Gmeer
yeeoue keâes osKeles nQ Deewj Gvekesâ keâb" mes DeveeÙeeme ner
Heâtš heÌ[lee nw- ‘‘yeeoue keâes efIejles osKee nw/Deceue
Oekeue efieefj kesâ efMeKejeW hej/yeeoue keâes efIejles osKee nw/
Úesšs-Úesšs ceesleer pewmes/Gmekesâ Meerleue legnerve keâCeeW keâes~
/ceevemejeskej kesâ Gve mkeefCe&ce keâceueeW hej efiejles osKee
nw~’’13 meeLe ner ‘$e+leg mebefOe’ keâefkelee ceW hegve: Gme

ÂMÙe keâes DeefYekÙebefpele keâjles nQ- ‘‘Deepe nw Dee<eeÌ{
Ùeefo <e…er/G"e Lee peesj keâe letHeâeve/Gmekesâ yeeo/meIeve
keâeueer Ieve Ieše mes/nes jne DeeÛÚeVe Ùen DeekeâeMe~’’14

Fmekesâ Deueekee ‘cesIe yepes’ (1964), ‘keâeues-keâeues’
(1981), ‘yeeoue efYeiees ieS jeleeW jele’ (1984)
Deeefo keâefkeleeW nQ~

ef$eueesÛeve ceevekeerÙe mebIe<e& kesâ keâefke lees nQ ner meeLe
ner meeLe øeke=âefle kesâ vewmeefie&keâ meeQoÙe& keâes Gkesâjves keeues
keâefke nQ~ kesâoejveeLe efmebn ves keâne efkeâ ‘‘efvejeuee keâer
lejn ef$eueesÛeve ves Yeer heekeme kesâ Deveskeâ efÛe$e Debefkeâle
efkeâS nQ Deewj yeeoueeW kesâ keâ"esj mebieerle keâes Deheveer
Deveskeâ keâefkeleeDeeW ceW hekeâÌ[ves keâer keâesefMeMe keâer nw~
hejbleg Ssmee keâjles ngS kes efkeâmeer efkeue#eCe meeQoÙe& ueeskeâ
keâe efvece&eCe veneR keâjles yeefukeâ Deheveer Ûeslevee kesâ efkeâmeer
keâesves ceW oyes ngS efkeâmeeve keâe ceevees Dee£eve keâjles nQ-
‘‘G" efkeâmeeve Dees, G" efkeâmeeve Dees, yeeoue efIej
DeeÙes~’’15

Fmeer hejbheje keâes Deeies yeÌ{eles ngS ÚeÙeekeeo kesâ
metÙe& ‘efvejeuee’ yeeoue jeie (1922) keâefkelee ceW keân
G"les nQ- ‘‘legPes yegueelee ke=â<ekeâ DeOeerj Ss efkeh}ke kesâ
keerj/Ûetme efueÙee nw Gmekeâe meej/neÌ[ cee$e ner nw DeeOeej/
Ss peerkeve kesâ heejekeej~’’16 efvejeuee keâer ‘DeeS Ieve
heekeme kesâ’ pewmeer keâefkelee ves keâneR ve keâneR heekeme kesâ
meeQoÙe& Deewj Ûeslevee keâes mkeeYeeefkekeâ ™he mes øeoefMe&le
efkeâÙee nw~ ef$eueesÛeve Yeer Gme njs-Yejs meeQoÙe& keâes osKekeâj
ßece keâjves keeues Skeâ efkeâmeeve keâer lejn jesceebefÛele nes
G"les nQ~ ‘Peeheme’, ‘yeeoueeW ceW ueie ieF& nw Deeie efove
keâer’, ‘mebOÙee ves cesIeeW kesâ efkeâleves efÛe$e yeveeS’, ‘ÛeejeW
Deesj Ieesj yeeÌ{ DeeF&’ FlÙeeefo keâefkeleeW Fvekeâe GoenjCe
nQ~ ‘Gpeues yeeoue DeekeâeMe ceW’ keâefkelee keâneR ve keâneR
mkeleb$elee kesâ cenlke keâes oMe&eleer nQ hejeOeerve ceveg<Ùe keâwmes
Iegšve Yejs peerkeve ceW peerefkele jnves kesâ efueS mebIe<e& keâjlee
nw~ ‘‘mkeleb$elee keâe efkeâlevee ceeve nw/cegPekeâes Deye Fmekeâe
Devegceeve nw/meeceves ken efhebpejs ceW leeslee nw/Gmes osKe oo&
Deepe neslee nw~’’17
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øemeeo, heble, kece&e Deeefo keâefkeÙeeW ves Deheveer DevegYetefle
mes Deueie Deueie {bie mes Dee<eeÌ{ keâes keâefkelee keâe
efke<eÙe yeveeÙee nw~ De%esÙe ves Deheves keâekÙe mebieÇn ‘FlÙeuece’
ceW Yeer Dee<eeÌ{ keâes efkejn ceeme kesâ ™he ceW osKee nw~
ieÇer<ce $e+leg mes leheleer efkejefnCeer efkeâme lejn ke<e&e keâer yetboeW
kesâ heÌ[ves hej efkejn keâer G<Celee keâe heefjlÙeeie keâjleer nw~
‘‘Dees efheÙee heeveer yejme/Dees efheÙee heeveer yejmee/Dee<eeÌ{
keâer efveMeeveer/Dees efheÙee heeveer~’’18

hetje meeefnlÙe peiele $e+legDeeW mes Deueie veneR jne
nw~ øeeÙe: meYeer keâefkeÙeeW ves $e+leg kesâ ceveeskew%eeefvekeâ yeesOe
mes peesÌ[ves keâer keâesefMeMe keâer nw, keneR heekeme $e+leg kesâ
cenlke keâes øeefleheeefole keâjves ceW keâesF& keâmej veneR ÚesÌ[er~
peye heekeme keâe øemebie Deelee nw lees Dee<eeÌ{ Deewj Dee<eeÌ{
kesâ øeLece efokeme keâer DeefYekÙebpevee Deewj Yeer ceeefce&keâ nes
peeleer nw~ keâejCe efkeâ ieÇer<ce keâeue keâer leheve kesâ yeeo keâe
Meerleue DevegYeke øeLece efove pÙeeoe øeYeekekeâejer nes peelee
nw~ Meerleuelee keâe Deeieceve nes peelee nw Oejleer keâer
Gke&jlee yeÌ{ peeleer nw~ ceveg<Ùe cee$e keâe ceve Dee¥eefole
nes peelee nw~ keeuceerefkeâ kesâ MeyoeW ceW Deble efkeâÙee peeÙes
lees keânvee nesiee efkeâ -

‘‘jpe: øeMeevleb meefnceesOe keeÙegefve&oeIeoespeøemeje:
øeMeevlee: ue

 efmLelee efn Ùee$ee kemegOeeefOeheeveeb øekeeefmevees
Ùeeefvle veje: mkeosMeev~~’’19
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Pablo Neruda, a world famous poet
belongs to the pedigree of Spanish
American Literature. He was one of the
greatest gems in the Chilean literature who
wrote in Spanish language. Later all his
literary works were translated into English
language and made the place in the heart
of the readers from every corner of the
world. Gabriel Garcia Marquez considers
him, “the greatest poet of the 20th century
and in India, he is one of the most read
and translated poets of any foreign
language”. (Maurya 1)

 The most important quality of the
Neruda’s poetry is that here the poetry and
the lives of the people are twisted together.
As Tapscott once said in Twentieth-

Century Latin American Poety: A Bilingual

Anthology:

“From introspect to protest, spirituality
to eroticism, the poet first illuminates
culture, colonialism, tyranny, war,
liberation and love over the course of
the cataclysmic twentieth century,
praising the beauty of the land and
lamenting the elusiveness of justice”.
(Stephan,Tapscott. Twentieth- Century
Latin American Poetry: A Bilingual

Anthology)

Pablo Neruda is mainly known as the
poet of love which is the breath of his poetry.
He discovered a new way to present love
in the literature. He did not present love
in distorted form rather presented it in
naked form with its real attributes. Pablo
Neruda wrote his poetry by breaking and
violating all societal rules and regulations.
This violation filled a new spirit in his
poetry. In his Memoirs, he once said :

“If my poetry has any meaning at all,
it is this tendency to stretch out in
space, without restrictions, and not be
happy to stay in a room. I had to break
out of my limited world by myself, not
having traced it out within the
framework of a distant culture”. (262)

Twenty Love Poems and A Song of

Despair is one of the most famous poetic
collections of Pablo Neruda and it besto-
wed world- wide fame upon him. He wrote
this collection of vibrant poetic verses at
a very tender age. When he was only 20
years old, the fame of this sensational
work was added to his name. This poetic
work created a sensation not only in the
Chile rather in every corner of the world.
In these twenty untitled poems, the
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speaker expresses his passionate feelings
of love. The speaker was living in Chile
and working on an administrative post so,
it was impossible for him to express the
feelings of love in direct manner. There-
fore, he took the help of nature to express
his love feelings for his beloved. In nature
and its natural elements, he sees the image
of his beloved and beautifies it as taking
it the body of her beloved. In this way,
through the help of nature, he presents his
physical love with spiritual love. The way
in which he presents his physical love is
not coarse rather it has a spiritual and
platonic touch. The blending of physical
love with spiritual love can be seen in the
very first poem of this collection:

Body of a woman, white hills,
white thighs
You appear as if a world lying in
surrender. (1- 2)

In this poem, the speaker uses ‘white’
word to describe the beauty of his beloved.
As Divine beings and angels are often
portrayed with white glow, or white auras
surrounding them. In the same way, he
sees the aura of white radiant light around
his beloved which symbolizes chastity,
innocence, spiritual awakening and
cleanliness. The word ‘white hills’ is used
as a metaphor to describe the surroun-
dings. White color is also associated with
healing and protection. Therefore, the
presence of his beloved amid the natural
elements under the white radiant light
helps the speaker to remove his pain and
suffering and provides him strength.
Through this spiritual presence, he
accumulates the courage to live in this
mundane world even in the absence of his
beloved. He takes his beloved as a ‘world’
that means his world begins from his

beloved and ends on her. It ultimately
shows that the love of the speaker is not
physical rather it is spiritual because the
presence of the body of his beloved doesn’t
matter to him. He loves the soul of his
beloved not her body. Once Rene de Costa
stated:

“Traditionally, love poetry has equated
women with nature. Neruda took this
established mode of comparison and
raised it to a cosmic level, making
woman into a veritable force of the
universe.” (The Poetry of Pablo

Neruda)

Further, the speaker addresses his
beloved as Mother Earth. He takes the help
of natural elements to give spiritual touch
to his love for his beloved. He draws the
similarity between nature and female and
says that both are equal in the matter of
fertility. As nature bestows her gifts upon
human beings without selfish motive, in
the same way mother serves her children
with selfless love or without any expectations.
This comparison also shows that the love
of speaker is not physical rather having
the touch of cosmic level. He says:

My body, savage and pleasant,
undermines you

And makes a son leap in the bottom of

the earth. (3- 4)

In the comparison of his beloved’s
white, soft, tender and attractive body, he
considers his body as ugly, savage and
unattractive. The speaker takes the help
of nature to give the expression of his
intimacy with his beloved. He does not
use intimacy and the word sexual inter-
course anywhere directly. Rather on the
place of these he uses the word ‘dig’ in the
reference of nature which indirectly gives
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the sense of intimate moments. He says
as the earth is dug to sow the seeds and
later these seeds come out in the form of
crop, in the same way he unites with his
beloved and sows the seeds in the womb
of his beloved during these beautiful
moments which take place between both
of them. Later these memorable moments
come out after nine months in the form of
a sweet child. The moulding of language
and the indirect use of words shows that
the speaker is creating an environment to
give ethereal representation to his love for
his beloved. Once Pablo Neruda said
about this collection in his Memoirs:

“When I wrote my first lonely book, it
never entered my mind that with the
passing years I would find myself in
squares, streets, factories, lecture halls,
theatres, and gardens reading my
poems. I have gone into practically
every corner of Chile, scattering my
poetry like seeds among the people of
my own country.” (72)

In the next verse of this collection Ah

Vastness of Pines, the speaker addresses
his beloved Albertina, who remained the
muse of many poems of Pablo Neruda.
This was the another point that his love
for Albertina remained unfulfilled. The
speaker begins the poem with these lines:

Twilight falling in your eyes, toy doll,

Earth shell, in whom the earth sings!
(1- 4)

The speaker makes the use of the
word ‘twilight’ recurrently in the Twenty
Love Poems. The meaning of this twilight
word can be taken in two ways. At first, it
may be that it is indicating towards the
end of the day and second meaning may
be that by using this word, the speaker is
indicating towards the end of his relation-

ship with his beloved. The eyes of his
beloved play a great role because by
peeping inside the eyes of his beloved, the
speaker comes to know that there is no
sign of love. All the signs of love have
fallen and in order to support this
observation, he also uses the metaphor of
“waves breaking”. Most of the places to
show his love for his beloved, he takes
the help of natural elements and compares
his beloved with nature. Mother nature is
the symbol of purity and chastity and
whenever the speaker is drawing the
comparison between nature and his
beloved, he is raising his love for his
beloved up to a cosmic and spiritual level.
Even to show their physical and intimate
moments in a sober way, he juxtaposes
amatory elements with telluric forces and
gives ethereal representation to his poetry.
As he says :

Thus in deep hours I have seen, over
the fields,

the ears of wheat tolling in the mouth
of wind. (15- 16)

The next verse of this vibrant poetic
collection is The Morning is Full, and the
word morning refers to his beloved. This
verse is considered as one of the most
erotic verses of this collection but in the
very first reading no one will be able to
see this eroticism. The language of the
poem is used in such an artistic way that
it seems completely a pure poem of nature,
where the beauty of nature is adorned on
a grand level. In two or three readings,
the hidden meaning begins to appear on
the surface level and readers come to
know that through the beauty of nature,
the beauty of his beloved’s limbs is
expressed. And the purpose of speaker
behind this disguised meaning is to give
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spiritual touch to his love and with it he
wants to show that his love for his beloved
is not like ordinary lover rather has a touch
of spirituality. He begins the poem with
these lines:

The morning is full of storm
In the heat of summer. (1- 2)

Here this natural storm refers to the
physical storm, where the speaker is with
his beloved and they both are passionately
involved in lovemaking. The love of his
beloved is the source of speaker’s strength
and through it, he gets the motive to live
in this mundane world even in the absence
of his lover. His beloved is not present
physically in this world but in spite of it
there is no diminishment in his passion.
And this proves that his love is spiritual
not physical. He is connected with the soul
of his beloved, so the presence of body
does not matter to him. He feels her in
every object of nature. When the wind
blows and touches the body of the speaker,
he feels the soft and gentle touch of his
beloved in the blowing wind. It seems to
him as if his beloved is caressing his hair
with love and passion. It all gives way to
arouse his desires and after it he dreams
of a beautiful world where he is enjoying
the company of his beloved and says:

Love me, companion. Don’t forsake
me. Follow me.

Follow me, companion on this wave
of anguish. (22- 23)

In the verse entitled “I Remember You
as You Were”, the speaker talks about the
season of autumn. He says that the season
of autumn has its own beauty and charm
because it brings a number of vast and
tremendous changes in the nature. As one
side it makes the nature ugly because in
the season of fall, most of the deciduous

trees shed their leaves but on another side
it gives way to the ripening of crops and
fruits. Through the change of season, he
wants to show the change of his beloved’s
body which took place in her limbs after
his love. ‘Dry autumn leaves’ indicate the
past which will remain fresh forever in his
memories because his beloved resides in
his every breath. He uses the metaphor of
‘climbing plants’ to express those
moments when his beloved embraced him.
Their bodies met each other and the
breathing sounds increased. This meeting
took place in the season of autumn. The
season of autumn is the season of fall
when all leaves fall from the trees and
scatter on ground. When the wind is
touching these falling leaves, it is making
cursory sound. This natural cursory sound
has lowered the voice of the breath of both
the lovers or it may be said that the wind
is also trying to make the pace with the
breathings of the lovers that is released
during the love cherished moments.

The next verse entitled “Leaning into
The Afternoons” also mixes erotic feelings
with natural forces and then represents
them. He mixes unstoppable passion with
the force of nature. The beauty of nature
has infatuated Pablo Neruda since his
childhood. When he was a child he used
to love to live amid the lush green beauty
of nature. He was impacted by the
beautiful elements of nature as rain, sea,
ocean and green trees. He used to hear the
mellifluous songs in the blowing sounds
of breeze, in the chirping sounds of the
birds and in rising and falling sounds of
the waves. The sounds of waves always
derives Neruda towards itself and reminded
him the love moments when his beloved
rose like the waves of the sea at the time
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of embracing him. He mixes unstoppable
passion of his beloved with the force of
nature. He begins the poem with these
lines:

Leaning into the afternoons I cast my
sad nets

Towards your oceanic eyes. (1- 2)

He again blends the physical love
with natural elements to give spiritual
touch to his love with his beloved. He
begins the poem with the time of afternoon
which indicates the last gasp of his love
relationship and very soon the darkness
will devour it. He compares the eyes of
his beloved with ocean and through it
wants to say that her eyes are as deep as
ocean. As the fathom of the sea cannot be
measured, in the same way nobody can
tell how many mysteries are hidden in the
eyes of his beloved. He wants to love his
beloved and refers it through a metaphor
“casting the net”.

Thus to conclude, it can be said that
Pablo Neruda, the greatest poet of love,
longing, passion, despair and nature has
blended the elements of physical love with
spiritual love in a very beautiful manner.
He has used nature as a medium to
juxtapose physical love with spiritual love
to create ethereal representation. By
blending of love, he has attained the peak
of spirituality in the poems of his collection
Twenty Love Poems. He has described the
beauty of his beloved but not in a coarse
way rather in a very descent and genuine

manner. He has beautified his beloved’s
limbs with an implied meaning of natural
elements and it’s all giving the spiritual
touch to his love for his beloved. The way
used by Neruda to express adolescent love
in his poetry is matchless in the history of
Latin American Literature. When Pablo
Neruda reached Stockholm to receive the
honor of the Nobel Prize, it was asked to
him that what is prettiest word him then
he replied after making a pause:

“I am going to reply in a fairly vulgar
way, like in a radio song, with an
extremely hackneyed word: the word
‘love’. The more you use it, the
stronger it gets. And there is no harm

abusing the word either”. (Prasad)
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Introduction :

Podcasting in recent times have
emerged as a major cultural phenomenon.
The kind of popularity that podcasts have
gained makes it one of the most important
socio-cultural tropes. Various podcasts are
getting traction among the youth due to
its personalized appeal. While attempting
a definition of podcasting, Brown (2020)
writes, “The word podcast is a noun and
verb; it signifies both the production of a
discrete audio text and the produced text
itself. While the noun podcast often
signifies an audio file, the object is a
combination of an audio MP3 file, an
XML (Extensible Mark-up Language)
metadata file and an RSS (Real simple
syndication) feed that makes distribution
and listening possible. Colloquially the
term podcast generally refers to an episode
or series of audio-content downloaded or
streamed from the internet on demand or
via a subscription service.” Commenting
on the proliferation of podcasts in recent
times and its effect on communication,
Kavya & Viswanath (2024) say, “Podcas-
ting has fostered a more effective form of

listening, allowing for longer and more in-
depth discussions on various topics,
thereby increasing listener engagement.
Furthermore, it has provided a platform
for previously underrepresented voices,
thereby diversifying the media landscape
and offering a broader range of perspectives
to the audience. The blurring of traditional
communication boundaries has also been
observed, as podcasting allows for more
direct and interactive communication between
content creators and their audience, directing
to a more participatory media environment”.
Describing more about podcasts, McGregor
(2022) comments, “Podcasts are sites of
new artistic creation-including documen-
taries, fiction and scripted or improvisational
comedyas well as sites of critical conver-
sation organized around fandoms, media
properties, reading communities and
more. The range of production values is
just as wide as the range of genres and
styles, from amateur producers recording
unedited conversations on a smartphone
to radio producers with decades of
industry experience creating finely crafted
audio documentaries and everything in
between.”
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Rationale of the study :

Podcasts are essentially carriers of
information. Podcasts deviate a lot from
traditional interviews in the sense that the
stringent barriers imposed by the media
and communication channels are diluted
to a great extent in podcasts. Podcasts
allows the interviewers to discuss about
varied issues- ranging from politics,
sports, business to spirituality and theology.
While analysing podcasts from a cultural
perspective, it is imperative to understand
the modus operandi of podcasts. Podcasts
are seen as democratising tools that allow
people from marginalized sections to
engage with the mainstream through
explicit and implicit methods. The paper
intends to understand the role of podcasts
as a technological creative form and how
it facilitates the art of story-telling in the
present times thus converting itself into a
significant socio-cultural tool.

Podcasting as a socio-cultural tool :

Interviews in the bygone era were
mainly an elite affair. A coterie of jour-
nalists and media- personnel were allowed
to take interviews of politicians, sports-
persons, businessmen and other celebrities.
The questions were censored according to
the demands of the interviewee rather than
the interviewer. In the present times,
individual podcasts have allowed greater
liberty for the interviewer. As it is mostly
an individual platform in most of the
cases, the interviewer is not constrained
by limitations of propriety. As seen in most
of the cases, the interviewers are young
entrepreneurs who symbolize self-reliance
in the modern times. As such, podcasts can
be seen as the signifier of the changing

times. The interviewers often take the
questions of the common viewers and
present it before to the interviewees. A
common man is automatically granted an
agency in this mediated conversation. This
agency is instrumental in transforming this
podcasts as a socio-cultural phenomenon
rather than a mere communication practice.
Any cultural tool is able to create cultural
consciousness among the masses. It is one
of the important tools for opinion forma-
tion. Podcasts bring multiple interpreta-
tions to the fore. It allows people to express
their feelings and emotions in an uninhi-
bited manner. Podcasts allow for a greater
transmission of thoughts from a source to
the world. Just like movies, they can be
considered as audio-visual texts which
pluralize thoughts and opinion. Podcasts
allow for greater flexibility and freedom
in communication channels.

Podcasts allow for contrasting opinions
to find space in the mainstream. It
facilitates people in the opposite sides of
the spectrum to voice their concerns,
aspirations and opinions. For example, in
the 2024 Lok Sabha elections, podcasts
played a great role in the mobilization of
opinion and consolidation of support. In
the upcoming American Presidential
elections, podcasts are playing a significant
role in informing the electorate about
different facets of the election and enabl-
ing them to choose the best possible
candidate. Podcasts allow for greater
flexibility in thought-experimentation
also. In the recent times, scientists and
researchers have been on podcasts also.
They have shared valuable information on
projects like Chandrayaan and have made
the conversations an immersive experience
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for the audience. Cultural tropes assimilate
the facets of ancient culture and the
modern technological gizmo. Podcasts do
the same: they add a dash of congruence
to both the past and the present by
communicating with the testifiers of the
past as well as the witnesses of the present.
Podcasting as a form of communication
is also a means of decentralising technolo-
gical effect through the use of technology
itself. Podcasting revives the intra-
personal and inter-personal communi-
cation culture that is being constantly
challenged by the technology induced
individuation in the present times.
Podcasting promotes democratisation of
thoughts allowing the marginalized voices
to speak. Podcasting allows intersectional
analyses of various societal distinctions
including caste, creed, gender, language
etc. The medium of podcasting allows the
individuals to enact their personal roles
in a way that they desire- a quiet contrast
to the restricted paradigm of personal and
social conduct institutionalized by the
society. Podcasts can be termed as modern
day equivalents of radio broadcasts in
many ways. Certain popular podcasts
create a collective feeling: of nostalgia and
a belonging to ‘home’. The advantage
with podcasts is that people can listen to
it and soak in the experience without
hampering their daily routine. Podcasting
facilitates detailed explanation of events
and memories. Memory-making is one of
the most important functions of a cultural
trope. Podcasts helps us relive memories-
either good or bad. Thus, the perpetuation
of memories is aided by the podcasting
practice.

Podcasting is a straight-forward process
of content creation. Just like any other
form of digital media, it is instantaneous
and can be recorded for future purposes.
It would not be an exaggeration to say that
podcasting has the ability to curate new
age history. Even in covering incidents of
national importance, podcasts have played
a concurrent role along with traditional
media. Podcasts have emerged as a form
of parallel media which facilitates the
negation of fake news and agenda –driven
narratives. In an age where the credibility
of media houses is under perennial scrutiny,
podcasts allows diverse viewpoints to
stake its claim in the milieu of discourse
making thus respecting the plurality of
news-making. Podcasting, as a cultural
tool, is also important as it helps to make
and unmake new age histories of a certain
locality, city or region. Defining a city,
region or locality has always been the
victim of spatial politics. The ‘center’
always defines the peripheral regions
according to its own liking. Podcasts not
only go a long way in reconstructing and
reconfiguring the idea of an individual or
community at an individual level or a
region at a macro level. Cultural and
tourist podcasts helps us to assess the
diversity of different places.

According to Sharon (2023, p. 327),
“Podcasting can be defined as a cultural
practice. Since the relationship between
technology and society is never
unidirectional, another way of theorizing
podcasting as a field is to focus on the
human agents who create, consume, and
communicate through podcasts, which in
effect constructs what podcasting means.
The author further argues, “In short,
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looking at podcasting through socio-
cultural glasses means considering it the
collection of practices, interactions, and
power relations that dictate the meaning
of the technology. In many respects, this
tradition is more outreaching than the
technological one in terms of the varied
mani-festations its research endeavor can
take. It engages with the creators, the
audiences, the industry, and even the
phenomenological implications of our
‘doing-being’ with podcasts” (Sharon,
2023, p. 327). Crouch (2024) comments,
“When a technology is adopted into
sociocultural systems it takes on a degree of
cultural relevance, which can then have
meaningful impact on society, good or bad.
He further says, “Story telling is a
fundamental survival mechanism within
human cultures. We told stories not just for
entertainment, but to share our realities with
one another. Sharing our realities enables
us to understand one another and, most
importantly for human survival, to form
social systems, to be able to work together.
Culture itself is humanity’s primary survival
mechanism because biological evolution
alone moves too slow for us.” This story
telling approach of podcasts builds a
common consensus which is essentially
for the perpetuation of societal norms. In
Podcast Inc’s (2024) statement on “How

Podcasts are redefining pop culture in

today’s world” it has been stated, “In an
age where social media dominates
headlines, podcasts have quietly become
cultural catalysts, sparking conversations
that resonate far beyond the confines of
earphones. Shows like “Crime Junkie”
have turned listeners into amateur sleuths,
while conversational podcasts like “The

Daily” have become essential listening,
shaping public discourse on pressing
issues. Podcasts, it seems, have found a
way to infiltrate our daily lives with an
intimacy that other mediums struggle to
achieve.” In another blog titled, “The
Great Comeback of Podcast culture” by
Irfan (2024) it is stated that “The intimate
nature of podcasts  c reates deeper
connections between hosts and listeners
compared to social media. Listeners
report feeling a strong bond with their
favourite podcasters, who can delve
deeply into trending cultural topics and
create their own cultural moments. In an
interview with Miller (n.d.), Soren
Brunsgaard says, “Another interesting
aspect about the podcast as a medium, is
that it allows the listener to come behind
the facade of whoever is the sender of the
podcast. A possible explanation for why
podcasts are a good way to communicate
with the audience on a deeper level could
be that audio storytelling is seen as a more
intimate way of communicating. This way
of communicating on a deeper level allows
learning more about the behind-the-scenes
of a brand, such as its production and
employees, which ultimately can create a
stronger relationship between sender and
receiver.” Bonini (2022) commenting on
the interplay of the technological and the
non-technological component associated
with podcasting says, “Podcasting then is
a complex hybrid cultural form constantly
reproduced by an evolving network of
different, and dynamic, clusters of human
(audio producers, editorial curators,
software developers, graphic designers,
listeners) and non-human actors (plat-
forms, recommender algorithms, mobile
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media devices, distribution technologies
and internet infrastructures.” Vrikki &
Malik (2019) while commenting on the
intrinsic relationship between podcasting
and its effect on augmenting the voices of
the marginalized say, “Described as an
open platform for communication,
podcasting is seen as an extension of the
everyday discussions between the hosts of
each podcast and as a space where, along-
side guests, they can explore issues that
interest or concern them. The presence of
the audience oûers new opportunities for
public, personal and political articulations
that often go unheard. In today’s highly
racialized political climate, podcasts serve
as a public sphere for anti-racist
consciousness and create a framework for
progressive political activity.”

Conclusion :

Podcasting is an episodic form of
communication which has entrenched its
presence in the educational sector also.
Modern day teaching allows the podcas-
ting mode of transmitting information in
order to align with the receptiveness of
students who live in a world dominated
by visual imagery. The paper looks at the
different aspects of podcasting as a socio-
cultural tool. In an age where unhindered
use of Artificial Intelligence is blurring the
lines between human and machine, it is
imperative that a conversational mode of
communication like podcasts retains
human essence. Discussions on podcasts
can range from quotidian issues to issues
of global concerns. The advantage with
podcasts is that it has the ability to deliver
messages in an entertaining manner. Thus,
serious issues like climate change, future
investments, health and lifestyle can be

deliberated upon without much didacti-
cism. Podcasts in the recent times have
looked upon issues like wars and conflicts.
Infact, it has emerged as a method for
disagreeing parties to communicate their
concerns and find feasible solutions.
Podcasts have touched upon sensitive
issues like racism, linguistic bias, religious
intolerance, spatial distinction and much
more with panache and has been able to
nurture social awareness about these
topics. We can conclude by saying that
podcasts have emerged as a novel form of
socio- cultural practice which forges a
sense of unity among different demogra-
phics and cultures.
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mecekeâe}erve efnvoer keâefkelee : pe}, pebie} Deewj Ìpeceerve keâe
ØeeflejesOe

[e@. efvecceer SÊ SÊ
men DeeÛeeÙe&, efnvoer efkeYeeie

keâesefÛÛeve efke%eeve ke ØeewÅeesefiekeâer efkeMJeefkeÅee}Ùe, keâesefÛÛe, kesâj}

jefnceve heeveer jeefKeS~ efyeve heeveer meye metve~
heeveer ieS ve Gyejs~ ceesleer ceevegme Ûetve~

efnvoer meeefnlÙe ceW MeeÙeo hen}er yeej keâefkekej
jnerce ves heeveer keâer cenòee hej ye} efoÙee nw~ ceeveke
peerkeve kesâ ef}S Dehesef#ele heeveer kesâ DeYeeke ceW leceece
peerkeve keâe metKevee GheÙe&gòeâ oesns ceW mebkesâle efkeâÙee ieÙee
nw~ efheâ}ne} heeveer keâer mecemÙee efkekeâje} nesleer pee
jner nw~ heeveer efove-Øeefleefove otef<ele nes jns nw~ cegKÙe
pe} œeesleeW keâes nce Keesles pee jns nQ~ Ssmeer DeeMebkeâe nw
efkeâ Deie}e efkeÕe Ùegæ heeveer keâes }skeâj nesiee~

Skeâ pece&ve keânekele nw efkeâ peye pebie} cejlee nw
leye Gmekesâ meeLe Fbmeeve Yeer cejlee nw~ ojDeme} pebie}
ceeveke kesâ Deefmlelke, efkekeâeme, Øeieefle leLee Gòece kÙekemLee
kesâ ef}S DeheefjneÙe& nw~ }sefkeâve efheâ}ne} efkekeâeme kesâ
veece hej Ùee keâefnS DeewÅeesieerkeâjCe, heä}eš ke cee}
mebmke=âefle kesâ lenle pebie}eW keâer DebOeeOegbOe keâšeF& nes jner
nw~ Fmekesâ heâ}mke™he Skeâ Deesj yeeÌ{, metKee, YetmKe}ve
pewmeer DeeheoeSB GYejer nQ lees otmejer Deesj pe}keeÙeg
Demebleg}ve, heÙee&kejCe Øeot<eCe, ceewmece ceW DeefveÙebef$ele
yeo}eke Deeefo efoKeeF& heÌ[leer nQ~ ‘efkekeâeme kesâ veece hej
pebie} Deewj Yetefce keâer }tš kesâ meeLe Øeeke=âeflekeâ mebmeeOeveeW
kesâ Dekew%eeefvekeâ oesnve ves Fme Oejleer keâer nefjÙee}er efceše
oer~ Deeefokeemeer mecegoeÙe pees meefoÙeeW mes kebefÛele, Meesef<ele

Deewj efkekeâuhe nerve jns nQ, Gvekeâer ne}le yengle ner
yeoòej Deewj efÛebleepevekeâ nw’~1

yenjne} meceÙe kesâ lesÌpe jheäleej ceW cegKÙeOeeje kesâ
efkekeâeme keâer heefjefOe efove-Øeefleefove efkemle=le nesleer pee jner
nw~ Ùen meye kegâÚ Øeehle keâjves nsleg leceece ÛeerÌpeeW keâes
efveie}ves kesâ efueS ceewpeto nw~ Gvekesâ mece#e pe}, pebie},
Ìpeceerve (Øeke=âefle-heÙee&kejCe) meye veieCÙe nw, Ùener veneR
kes efmejceewj yeve peeves keâer keâesefMeMe keâj jns nQ~ Ssmes ceW
keâefkelee Øeke=âefle Deewj mebmke=âefle keâer megj#ee kesâ efueS }Ì[
jner nw~ Ûetbefkeâ mecekeâe}erve keâefkelee keâe mkej ØeeflejesOe
nw~ pe} Deewj Ìpeceerve mes pegÌ[er mebkesovee mecekeâe}erve
Deeefokeemeer keâefkelee keâe kesâbõ mkej nw~ Ûetbefkeâ Gvekeâe
peerkeve Oejleer mes ÌpÙeeoelej mebhe=òeâ nw~ Gvekeâer yeÌ[er
Deeyeeoer pebie}eW ceW ner yemes nw~ Fmeef}S ner pe} Deewj
Ìpeceerve mes efKe}keeÌ[ keâjves kee}s meYÙe meceepe kesâ
efvece&ce keâjletleeW mes kes Ye}er-Yeebefle Dekeiele nw~ ‘Deepelekeâ
Deeefokeemeer meceepe keâes Keemekeâj Yeejle ceW, leLeekeâefLele
Oeeefce&keâ efnvot keâójkeeefoÙeeW, cewoeveer ceOÙecekeieer&Ùe
ceeveefmekeâlee kee}s mecegoeÙe ves pees peeleerÙe obYe mes }wme
Yeer jne, Ùeeefve peerkevle ceveg<Ùe Skeâ pebie}er ceveg<Ùe kesâ
›eâce ceW ceÌ{ efoÙee ieÙee, pees Gvemes DeefOekeâ mebkesoveMeer},
DeefOekeâ keâ}elcekeâ, Goej, Goeòe, menveMeer}, mej}
nw, lee}-}Ùe, mkej ceW heejbiele nw Deewj ken peerkeve keâe
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kÙeeheej veneR keâjlee, yeme, peerves kesâ efveÙece peevelee nw~
nj efkehejerle efmLeefle ceW peerlee nw- Øeke=âefle keâer Deeheoe keâes
menlee nw hej Øeke=âefle keâes ve<š veneR keâjlee, Gmekeâes
hee}lee-heesmelee nw peyeefkeâ cewoeveer ceveg<Ùe Øeke=âefle keâes
ve<š keâjlee DeeÙee nw’~2

Øeeke=âeflekeâ OejesnjeW keâes yeÛeeves keâer Keeeflej Deeefokeemeer
keâefkelee heÙee&kejCe efkeceMe& keâes Yeer Deheves ceW meceeefnle
keâjleer nw~ efkekeâeme yeveece efkeveeMe ner ÙeneB keâeÙece nw~
efkekeâeme kesâ veece hej Ìpeceerve keâe mekee&efOekeâ Mees<eCe
efkeâÙee pee jne nw~ heke&le he=Lkeer keâe ceeheob[ neslee nw~
Yetefce keâe mebleg}ve yeveeS jKeves ceW heke&leeW keâer efveleeble
DeekeMÙekeâlee nw~ Deepekeâ} pees Øeeke=âeflekeâ efkeveeMe nes
jns nw efpemekesâ efueS meYÙe meceepe ner keâejCe nw~ Ùeeefve
efkeâ ceveg<Ùe efveefce&le efkeveeMe ner ÙeneB keâeÙece nw~

helLe}ie Ì[e r Dee boes}ve PeejKe b[ kesâ ceg b[e
DeeefokeeefmeÙeeW Éeje mebØeYeg #es$e kesâ DeefOekeâej meefnle
Deheves DeefOekeâejeW keâe oekee keâjves kesâ ef}S Skeâ ØeeflejesOe
DeefYeÙeeve kesâ ™he ceW Meg™ efkeâÙee ieÙee Lee~ ‘helLe}ieÌ[er’
keâe Meeefyokeâ DeLe& nw helLej keâes lejeMekeâj KeÌ[e keâjvee~
helLej efmehe&â Deeefokeemeer efÌpeboieer ke mebmke=âefle kesâ iekeen
veneR nw, yeefukeâ Gvekesâ ØeeflejesOe, menpeerefkelee Deewj
mkeeÙeòelee kesâ Øeleerkeâ yeve ieÙes nw~ keâefke Devegpe }giegCe
kesâ }heäpeeW ceW, ‘DeewheefvekesefMekeâ meceÙe ceW peye Meemeve ves
DeeefokeeefmeÙeeW mes Gvekeâer Ìpeceerve keâe ceeef}keâevee meyetle
ceeBiee lees keâÛenjer ceW DeeefokeeefmeÙeeW kesâ meeLe helLej Yeer
KeÌ[s ngS~ Deb«esÌpeeW keâer Deoe}le ves DeeefokeeefmeÙeeW kesâ
he#e ceW helLejeW keâer iekeener keâes mkeerkeâej veneR efkeâÙee~
Gvekeâer Ìpeceerve hej meWOe }ieeves kesâ ef}S Deb«esÌpeeW ves
Gvekesâ ‘helLejeW' kesâ ØeÙeesie hej efve<esOe }ieeÙee~ Gmekesâ
yeeo peye-peye DeeefokeeefmeÙeeW ves Deheveer Ìpeceerve keâe oekee
efkeâÙee, leye-leye Meemeve ves Gvekeâer ‘helLe}ieÌ[er' hej
efve<esOe }ieeÙee~ og:Keo nw efkeâ Deepe Yeer keâF& Deeefokeemeer
ieeBke ‘helLe}ieÌ[er' keâjves kesâ Deejeshe ceW osMeõesner ceeves
ieÙes nQ~ Deepe peye efheâj mes DeeefokeeefmeÙeeW mes Gvekeâer Ìpeceerve
keâe heóe ceeBiee pee jne nw lees kes efheâj mes Gvekesâ he#e ceW

iekeener kesâ ef}S KeÌ[s ngS nQ~ Fme yeej DeeefokeeefmeÙeeW
kesâ meeLe kesâke} helLej ner veneR KeÌ[s nQ yeefukeâ Gvekesâ
meeLe keâefkelee Yeer KeÌ[er nes ieÙeer nw’~3 pewmes,

Yee<ee keâe Ùen heâsj hegjevee nw

mejkeâej DeeefokeeefmeÙeeW keâer Yee<ee veneR mecePeleer nw

ken Gve hej Deheveer Yee<ee Leesheleer nw

Deeefokeemeer helLe}ieÌ[er keâjles nQ

Deewj mejkeâej keâes }ielee nw efkeâ kes yeieekele keâj
jns nQ4~

Deeefokeemeer peve-peerkeve hej ceB[jeles meYÙelee-Øesef<ele
KelejeW keâes peevevee Deewj henÛeevevee Deewj veeieefjkeâ meYÙelee
kesâ yeÌ{les meceÙe ceW pebie}eW-heneÌ[eW keâer lejHeâ yeÌ{les
efkekeâeme keâer hewMeeefÛekeâ cegõeDeeW kesâ yejkeäme keâejiej Øeeflekeeo
ope& keâjvee Decetceve peefmeblee kesâjkesâóe keâer keâefkeleeDeeW
keâer KeeefmeÙele jner nQ~ Gvekeâer menpe Deewj mebkeeoelcekeâ
Mew}er ceW ef}Keer meheešyeÙeeveer keâefkeleeSB Deeefokeemeer
meceepe kesâ og:Ke-oo& keâes mece«elee kesâ meeLe Ìpeeefnj keâjleer
nQ~ ‘F&Õej Deewj yeeÌpeej' meb«en ceW mebkeâef}le keâF& keâefkeleeSB
Ssmeer nQ pees Mees<eCe ke oceve kesâ Ûee}ekeâ meeefÌpeMeeW ceW
F&Õej keâer DekeOeejCee Deewj DemeneÙe peve-ceeveme ceW
Gmekesâ YeÙe keâer Yetefcekeâe keâe yeÙeeve keâjleer nQ -

Deeoceer kesâ ef}S

F&Õej lekeâ hengbÛeves keâe jemlee

yeepeej mes neskeâj keäÙeeW peelee nw?

heke&leeW keâes efceševes keâer ceeveefmekeâlee kesâ Øeefle «esme
kegâpetj keâer keâefkelee ‘ns meceÙe kesâ henjsoejes!’ keâe yeÙeeve
osefKeÙes -

heke&leeW kesâ helLej

leesÌ[ jns nes

yee™oer iebOe mes

Deewj kegâbkeejer nkeeDeeW keâes

nj yeej ÚsÌ[e nw~6
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Ùen yeele Ìpeeefnj nw efkeâ Deeefokeemeer keâefkelee keâe
mejeskeâej hesÌ[-heu}ke, veoer, heke&le, ieerle-mebieerle Deeefo
mes nw~ Ssmeer ner mebkesovee keâer Skeâ keâefkelee «esme kegâpetj
keâer ‘Skeâ Deewj peveer-efMekeâej' nw~

Deye keâneB nw ken DeKeje?

efkeâmeves GieeÙes nw keneB

efke<ew}s veeieheâveer~

yeleewj Fmekesâ, megMeer} kegâceej ves ‘yeebme}esÙe ceW
yenòej' ceWme Lee} hejievee keâer Skeâ heneÌ[er veoer keâer
kÙeLee keâes Øemlegle efkeâÙee nw~ veefoÙeeW kesâ Øeefle Yeer Gvekeâe
ienje }ieeke nw~ pebie} keâe keâešvee veoer kesâ efueS
neefvekeâejkeâ nw~ Øeke=âefle keâer vewmeefie&keâlee keâes yejkeâjej
jKeves nsleg Devegpe }giegve keâer keâefkelee ‘nceejer DeLeer&
Meener veneR nes mekeâleer' DeekeeÌpe yeg}bo keâjleer nw-

hesÌ[ keâer peien hesÌ[ ner osKeW

veoer efkeâ peien veoer

mecegõ keâer peien mecegõ

Deewj heneÌ[ keâer peien heneÌ[~

ceewpetoe oewj osMe kesâ cepeotjeW, efkeâmeeveeW Deewj
mecemle cesnvelekeâMe pevelee kesâ ef}S Skeâ yengle ner
ÛegveewleerhetCe& oewj nw~ YeejleerÙe jepemeòee yengle ner cegKej
™he mes leceece hetbpeerkeeoer keâe@hee&sjsš IejeveeW kesâ meeLe
efce}keâj cesnvelekeâMe pevelee keâe Mees<eCe-GlheerÌ[ve keâj
jner nw~ osMe kesâ efkeefYeVe YeeieeW ceW Øeeke=âeflekeâ mebmeeOeveeW
keâer }tš kesâ ef}S osMeer-efkeosMeer yengje<š^erÙe keâbheefveÙeeb
yengle ner lespeer mes Deheves hewj heâw}e jner nQ~ ken osMe kesâ
keâesves-keâesves ceW peekeâj keneb efveefnle Øeeke=âeflekeâ mebmeeOeveeW,
keâesÙe}e, ÙetjsefveÙece FlÙeeefo, hej Dehevee keâypee pecee
jner nQ~ ÌpÙeeoelej Keveve kesâ #es$e Deeefokeemeer yeng}
F}ekeâeW ceW heÌ[les nQ~ efheâj ken Ûeens PeejKeC[ nes,
ÚòeermeieÌ{ nes, ceOÙe ØeosMe nes Deesef[Mee nes jepemLeeve
nes Ùee kesâj}~ Fve DeeefokeeefmeÙeeW keâe Deheves pebie}

Deewj Ìpeceerve hej meeke&Yeewefcekeâ DeOeefkeâej nw~ Ùen pebie}
Deewj Ìpeceerve ner Fvekeâer henÛeeve nQ, Fvekeâe kepeto nQ~
Skeâ lejn mes keâne peeS lees Ùen pebie} ner Fvekeâer
peerkeve jsKee nQ~ }sefkeâve GvnW Deheveer efkejemele mes kebefÛele
keâj Deye yengje<š^erÙe keâbheefveÙeeb Deheves cegveeheâs keâes yeÌ{eves
kesâ ef}S pe}, pebie}, Ìpeceerve hej Dehevee keâypee peceevee
Ûeenles nQ Deewj kesâbõ leLee jepÙe mejkeâejW Fve ceece}eW ceW
keâbheefveÙeeW keâe ner meeLe os jner nQ~ ‘DeeefokeeefmeÙeeW keâe
he}eÙeve Deewj efkemLeeheve meefoÙeeW mes neslee jne nw Deewj
Ùes Deepe Yeer peejer nw~ DeeefokeeefmeÙeeW kesâ pebie}eW, ÌpeceerveeW,
ieebkeeW, mebmeeOeveeW hej keâypee keâj GvnW oj-oj Yeškeâves
kesâ efueS cepeyetj keâjves kesâ heerÚs cegKÙe keâejCe nceejer
jner nw~ kes kesâke} Deheves pebie}eW, mebmeeOeveeW Ùee ieebkeeW
mes ner yesoKe} veneR ngS yeefukeâ cetuÙeeW, veweflekeâ
DekeOeejCeeDeeW, peerkeve-Mewef}ÙeeW, Yee<eeDeeW Skeb mebmke=âefle
mes Yeer kes yesoKe} keâj efoÙes nw’~9

jece oÙee} cegb[e keâer keâefkelee ‘keâLeve Mee}keve kesâ
Debeflece Mee} keâe’ ceW Yeer efkekeâeme kesâ oo& keâes ner
jsKeebefkeâle efkeâÙee ieÙee nw~

Ìpe™jer nw MeeÙeo

meYÙelee keâe heleve

Ìpe™jer nw MeeÙeo~10

Deeefokeemeer keâefke Devegpe }giegve ‘DeIeesef<ele G}ieg}eve'
veecekeâ keâefkelee ceW keânles nQ efkeâ GvneWves yeme keâesefMeMe
keâer nw efkeâ yeeÌpeej Deewj hetbpeerheefleÙeeW kesâ Mees<eCe mes
petPeles }esieeW keâer yeele jKeves keâer~ kees keânles nQ efkeâ
Deeefokeemeer ÉbÉ mes iegÌpej jne nw efkeâ kees pe} pebie}
Ìpeceerve kesâ yeiewj efkekeâeme keâe jemlee }s Ùee efheâj keâesF&
Deewj jemlee Ûegves -

yeÌ{ jns nQ keâb›eâeršeW kesâ pebie}

oeb[t peeS lees keâneb peeS

keâšles pebie} ceW

Ùee yeÌ{les pebie} ceW~11
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G}ieg}eve Ùeeveer Deeboes}ve~ Deeefokeemeer DebÛe}
ceW G}ieg}eve keâes efyejmee cegb[e mes peesÌ[keâj osKee peelee
nw Deewj Devegpe ves Fmeer Meyo keâes }skeâj Skeâ hetje leevee-
yeevee yegvee nw DeeefokeeefmeÙeeW keâer mecemÙeeDeeW keâe~ oeb[t
Skeâ Øeleerkeâ nw efpemekesâ ÌpeefjS pe} pebie} Deewj Ìpeceerve
Keesles DeeefokeeefmeÙeeW keâer kÙeLee meeceves DeeF& nw~

nefj jece ceerCee ves Yeer ‘megyen kesâ FbleÌpeej ceW’
veecekeâ keâefkelee ceW Fmeer yeele keâe mebkesâle efkeâÙee nw~ peve
veeÙekeâ efyejmee cegb[e keâer Ùeeo ceW ef}Keer ieF& keâefkelee ceW
pebie}eW keâer megj#ee kesâ efueS DeeefokeeefmeÙeeW keâer cej
efcešves keâer mebkeâuheyeælee keâes DeefYekÙeòeâ efkeâÙee nw-

ceQ kesâke} osn veneR

ceQ pebie} keâe hegMlewveer oekesoej ntb

hegmeles Deewj Gvekesâ oekes cejles veneR

ceQ Yeer cej veneR mekeâlee12

cegPes keâesF& Yeer pebie}eW mes yesoKe} veneR keâj mekeâlee~

Deepe kesâ Fme hetbpeerkeeoer oewj ceW DeeefokeeefmeÙeeW keâe
kepeto ÌKelejs ceW heÌ[ ieÙee nw~ Ùen kÙekemLee kesâke}
efkekeâeme kesâ veece hej DeeefokeeefmeÙeeW keâe Mees<eCe keâj jner
nw~ ne}ebefkeâ Deeefokeemeer pevepeeefleÙeeW ves heÙee&kejCe kesâ
mebleg}ve keâes meke&Lee yeveeÙee jKee Ûetbefkeâ kes peeveles nQ efkeâ
Øeke=âefle ner peerkeve nw, keneR Gvekeâe yemesje nw~ ‘ojDeme}
Deeefokeemeer Deheves ßece kesâ ye} hej meowke DeelceefveYe&j
Deewj mkeeke}byeer jne nw~ Deheves mecetn Deewj meceepe mes
pegÌ[keâj, Øeke=âefle keâe meeLeer yevekeâj peervee Gmekeâer Mew}er
Deewj mkeYeeke jne nw’~13 pebie} kesâ ceešer ceW jsÛes-yemes
DeeefokeeefmeÙeeW keâe meyemes yeÌ[e ogKe Ùen nw efkeâ GvnW
Deheveer Ìpeceerve mes yesoÌKe} efkeâÙee pee jne nw~ jceefCekeâe
ieghlee keâer efo}ekeve-efo}ekeve’ veecekeâ keâefkelee Ùen yeele
Ìpeeefnj ngF& nw -

henÛeeve lesjer

efoveeW efove efcešekeâj

legPes yeme yeleeles

}ies keâwmes ieewÌ[?

efo}ekeve-efo}ekeve DeeÙeg-yeeyeenesÌ[~14

ÙeneB ceeveke meYÙelee kesâ Deeefo heg®<eeW keâer mebleeve
DeeefokeeefmeÙeeW keâes Deheveer hewle=keâ efÌpeoieer peerves mes ojefkeâveej
keâj osves keâer hen} peejer nw~

efheâ}ne} Deeefokeemeer efkemLeeheve keâer mecemÙee mes
petPe jns nw~ Ûetbefkeâ Deye Gmekesâ heeme hesš Yejves kesâ efueS
keâceeves keâe meeOeve veneR yeÛee nw~ Ssmes ceW Fve DeeefokeeefmeÙeeW
keâes neLe ceW yebotkeâ Leceekeâj, vekeäme}yeeÌ[er Ieesef<ele keâj,
Gvekeâes Kelce keâjves keâe Skeâ yenevee efce} peelee nw~
DeLee&le DeeefokeeefmeÙeeW keâes mejkeâej cegpeefjce Ieesef<ele keâjleer
nw Deewj Gvekeâes pebie} mes nševes kesâ efueS ‘«eerve nbš’
DeefYeÙeeve Ûe}eleer nw~ 2009 keâes js[ keâe@jer[esj ceW
yemes DeeefokeeefmeÙeeW kesâ meeLe Ssmee ner me}tkeâ efkeâÙee ieÙee
Lee~ peyeefkeâ DeeefokeeefmeÙeeW keâer mebmke=âefle ceW ‘Øeke=âefle
Øesce, kevÙe-peerkeeW kesâ mlej hej men Deefmlelke, efveKeej
}eveskee}er peÌ[er-yetefšÙeeW keâe hejbhejeiele ke DevegYetle %eeve,
meecetefnkeâlee, ßece keâe mecceeve efkeâmeer Yeer Øekeâej kesâ
keÛe&mke kesâ vekeâej Skeb Deveskeâ lelke ceewpeto nw’~15  yenjne}
DeeefokeeefmeÙeeW keâes peyejve he}eÙeve keâjves keâer keâtšveerefle
mejkeâej keâer nes Ùee ceeref[Ùee keâer Mejceveekeâ nw~ kele&ceeve
kewefÕekeâ heefjÂMÙe ceW yeeÌpeejleb$e leceece ogefveÙee hej nekeer
nes Ûegkeâe nw~

nefjjece ceerCee ves ‘meYÙelee keâe efkemleej: Skeâ
neomee’ ceW heÙee&kejCe keâes efke<ew}s yeveeves kee}s Ùee meYÙelee
keâe efkemleej keâjves kee}s meYÙe meceepe kesâ efKe}eheâle
DeeefokeeefmeÙeeW keâes meÛesle keâjves keâer keâesefMeMe peejer nw -

osKees! legcnejs hesÌ[ efiej jns nQ

mecegõ cew}e nes jne nw

Deewj legce Ûeghe nes?

DeeefKej keäÙetb?

DeeefokeeefmeÙele, veefoÙeeW keâer efvece&}lee Deewj heneÌ[eW
keâe ceewve Ùeeefve heneÌ[eW keâer mebmke=âefle leYeer yeÛe jn
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mekeâleer nw peye keneB DeewÅeesieerkeâjCe ve nes~ DeeefokeeefmeÙeeW
kesâ ieerleeW keâer Oegve Yeer leYeer yeÛe mekeâleer nw peye meYÙe
keân}eveskee}s Yeer Fve ieerleeW keâes iegveiegveeves keâer hen}
keâjW efpemeceW Deeefokeemeer mebmke=âefle efkeÅeceeve nw~ Dele:
DeeefokeeefmeÙeeW keâer mebmke=âefle keâes yeÛeeves nsleg efvece&}e
hegleg} kesâ Meyo veieeÌ[s keâer lejn yepeles nw -

Deheveer yeefmleÙeeW keâes

vebieer nesves mes

Menj keâer Deeyeesnkee mes yeÛeeSb Gmes

Deheves Ûesnjs hej mebLee} hejievee keâer ceešer keâe
jbie~17

Ùegie-ÙegieeW mes Øeeke=âeflekeâ Oejesnj keâe peleve keâjveskee}s
Fve DeeefokeeefmeÙeeW keâes Gpe[veskee}s keâesF& Deewj veneR,
yeefukeâ Gvekeâer ner vem} kee}s Fbmeeve nw - pees lejkeäkeâer
kesâ veece hej Gvekeâer Deefmcelee keâes efceševes keâe <ešŸeÙeb$e
jÛe jns nw~

Mebkeâj }e} ceerCee keâer ‘hejosmeer meewoeiej - Ûeej’
veecekeâ keâefkelee ceW efheâ}ne} yeÌ{ jns yeÌpeejerkeâjCe,
meewoeiejerkeâjve Deewj GheYeesòeâekeeo keâes Yeer mecePeves keâer
metPe õ<škÙe nw-

yenjne} keâeheâer kegâÚ Dee jne nw

meewoeiej kesâ Ùeneb mes

lebyeekeât kesâ meeLe

lehesefokeâ keâer šsye}sšdme

keeref[Ùees ieWcme kesâ meeLe18

DeeefokeeefmeÙeeW kesâ efKe}eheâ nes jner leceece meeefpeMeeW
keâes efnboer keâefkelee Dehevee efke<eÙe ner veneR yeveeleer yeefukeâ
Gvekesâ efKe}eheâ Øeeflehe#e keâer megÂÌ{ Ìpeceerve Yeer lewÙeej
keâjleer nw~ ceneoske šeshhees ves ‘pebie} keâe keâefke’ ceW
pebie} keâes yeÛeeves keâer Keeeflej efkeõesn hen} keâer nw -

pebie} kesâ njsheve keâes

yeÛeeves keâer Keeeflej

pebie} keâe keâefke

ceeBoj yepeeSiee

yeebmegjer yepeeSiee

ÛeÌ{e keâj ØelÙebÛee hej keâ}ce~19

Ssmes ceW keâefkelee Deheves meceepe kesâ }esieeW keâes meÛesle
jnves keâer meerKe osves kesâ meeLe ner meeLe Gmekesâ efKe}eheâ
ØeefleMeesOe Yeer keâjleer nw~ ef}neÌpee Deheves pe}, pebie}
Deewj Ìpeceerve keâes yeÛeeves keâer Keeeflej Deeefokeemeer keâefkelee
keâe pees ØeeflejesOe mecekeâe}erve oewj ceW DeefOekeâeefOekeâ lesÌpe
nesleer Dee jner nw~ Ùen ØeeflejesOe mecekeâe}erve keâefkelee kesâ
DeemLeekeeoer mkej keâes cegKeefjle keâjles nw~ [e@ yeer.meer.
Yeejleer kesâ }ÌHeäÌpeeW ceW -

IeyejeDees veneR

meceÙe Dee ieÙee nw

nkee keâe ®Ke

henÛeevees

henÛeevees

henÛeevees~20
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From Oppression to Empowerment : A
Feminist Approach in The Sea of Poppies

Dr Nisha Baliyan
Assistant Professor, Department of English

Govt. College for Women Karnal

Introduction :

‘Feminism’ is a broad term or philoso-
phical theory therefore it’s difficult to
describe it in a phrase or single sentence.
But it can be said that all those who had
struggled for the rights of women as right
to earn, right to freedom, right to vote and
right to equality. All the feminist shares
together the central concern that is
patriarchal system, despite of different
concepts of feminism. They feel that
system of patriarchy works like a villain
in all kinds of prejudice or discrimination
against women. Even the economic and
political systems are only auxiliaries not
the root cause. Simon De Beauvoir, the
famous French feminist argued in her
famous work that men are able to mystify
women. She further says “one is not born,
rather becomes a woman”. The patriarchy
makes use of sexual difference so as to
maintain the atmosphere inequality among
men and women. Beauvoir argues in the
same book that femininity is not in- born
but is only a social construction imposed
on women by men to keep them down.

In the present novel Sea of Poppies,
there are many women characters as Deeti,
Munia, Heeru and Pauletti who are repre-

senting Indian women’s pain, anxiety,
exploitation, subjugation, helplessness,
and identity-crisis in the patriarchal society.
American feminist Elaine Showalter in her
theory of feminist criticism has talked
about three historical phases of women
writer :

1. Feminine (1880- 1920)

2. Feminist (1880- 1920)

3. Female (1920- till now)

She claims that the idea of femininity
is one in which a woman must conform to
social norms and play traditional roles in
a patriarchal culture. The woman is unaware
of her identity or her rights during the first
phase, which is called Feminine. A feminist
woman fights for her rights and objects to
masculine constructs during the second
phase of her movement. She makes an
attempt to reject the ideological mold and
asserts her individuality and rights. In the
last stage, the feminine, the person makes
a lot of effort to learn about herself and
even goes so far as to revolutionise her
identity. One by one, she began to develop
her individuality.

When talking about Amitav Ghosh’s
Sea of Poopies, Deeti, the representative
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of all Indian women, can be included in
all of these statements. A modest rural girl
named Deeti, who lives fifty miles distant
in east Banaras along the Ganga, is
introduced in the first chapter of the book.
Her life was ruled by the patriarchal
system from childhood until the book’s
conclusion. This patriarchal dominance
also affects her marriage. The age difference
between Deeti and her spouse, Hukum
Singh, is significant. However, Deeti is
forced to wed him since Kesri Singh, her
own brother, proposed the union without
consulting her.

Hukum Singh was not only too old but
also infirm, opium addicted and impotent.
Thus, with her mother’s help, Hukum
Singh forced her to swallow opium on the
first night of their marriage. Plan states
that while under the influence of opium,
her brother-in-law Chandan Singh, along
with Bhyro Singh and her mother-in-law,
sexually assaulted her. Although her
mother-in-law was inebriated from opium
and did not know about this horrible
murder, she eventually came to terms with
the fact that Chandan Singh, not her
husband, was the father of her daughter
Kabutri. Kabutri’s identity was severely
shocked to learn the truth about her birth.
Her powerlessness, however, was not
much of a support in this situation.

Typically, women in patriarchal societies
are forced to submit to the schemes of men
who dominate their values, aspira-tions,
and family matters. Deeti experienced the
same thing; she was inadvertently sexually
assaulted in order to uphold the family’s
honour rather than her own. As a represen-
tation of the patriarchal society, Chandan
Singh has a bad attitude towards Deeti and
is always willing to take advantage of her.

Deeti’s spouse is near death and she doesn’t
even have any food for her daughter to
eat at home. Chandan approaches her
home feigning sympathy although having
no regard for her impove-rishment or
Hukum Singh’s miserable state. Since he
believes that Hukum Singh’s death will
complete his evil aim and that Deeti will
have no one to turn to but him for comfort.
He reaches for her thighs. He sits close to
his brother’s bed, staring at her and reaching
through the folds of his dhoti to try and
caress himself. Chandan gets so close to
Deeti that he brushes her breast with his
knee while she kneels to give Hukum
Singh water or medication. After his
brother’s passing, Chandan tells her that
she is merely amusement for him.

“Listen to me Kabutri- ke-ma, he said.
You know very well how your daughter
was conceived, why pretend? You
know that you would be childless
today if not for me And this is why I
say to you: wouldn’t it be best for you
to do willingly now what you did
before without your knowledge. Your
husband and I are brothers after all of
the same flash and blood.” (Sea of
Poppies, 157)

But now some awareness has emerged
in Deeti about her right, respect and
identity so she retorts with anger as-

“Listen to my words: I will burn on my
husbands’ pyre rather than myself to
you” (158).

She would therefore rather die on her
husband’s pyre or adopt the sati system
than continue to live under the rapist
Chandan. She is rejecting her brother-in-
law’s suggestion to rely on Chandan and
accept the celebrated death as Sati, which
may be considered her feminist phase.
Here, Amitav Ghosh sheds light on the
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Sati system, which is another method of
patriarchal dominance over women. Because
of the inhumane attitude of society towards
women, the burning of a living creature
beside a dead person (an opium addict
who is impotent) might be seen as the
height of female oppression. Because, like
Heeru’s husband did in the current novel,
a husband can leave his wife at any time
and for any reason, and a woman has no
right to survive once her husband passes
away. After Heeru’s first child died, her
husband convinced her to travel to the
Hariharnath temple to try for a second
pregnancy at a distance.

“If she was ever to bear another son,
she would need to do a pooja at the
temple of Hariharnath during fare”.

(242)

However, her husband’s plan to divorce
this woman and then remarry someone else
was a ruse. Heeru was convinced to go
there by her husband, but she got confused
about the route in accordance with his plan.
After months of unsuccessful searching,
she was unable to locate her spouse. She
encountered her neighbour one day, who
informed her that her husband had wed
someone else when she got lost in the fare.
She could now clearly see that her spouse
had purposefully left her behind. Heeru
must therefore enroll as indentured labour
in order to live a life of charity among the
familiar people. All independence has
been granted to men by the patriarchal
system, not to women. Munia, another
victim of patriarchy in the book, serves as
a vehicle for the author’s portrayal of the
patriarchal mindset. Munia is a straight-
forward girl who is in love with a Ghazipur-
based agent, but he does not feel the same
way about her. She works in the opium

factory in Ghazipur and is a poor girl.
Without getting married, the agent seduces
the girl and gets her pregnant. Later on,
her pregnancy will cause her family to
experience rejection. To the amazement of
the community and society, however, her
parents supported her in accepting her
expulsion from it. They went to the repre-
sentative to ask for financial assistance in
order to care for the child:

“When the child became eighteen
months old her parents went to the
agent’s house not to threaten or
blackmail but just to show him that he
had given them another mouth to feed.”
(244)

The agent demonstrated great cunning
by listening to them calmly and pledging
to assist them going forward. However, on
occasion, his men would light Munia’s
home on fire at night. Munia was, by
coincidence, sleeping outside in the field
rather than inside the home. She watched
helplessly as her mother, father, and even
her kid were burned alive in the hut. She
therefore signed up as enslaved labour on
the Ibis ship after realising she had no
chance of surviving in the community.
As we all know, indentured labor-a.k.a.
slavery-represents a dark period in Indian
history. The indentured labourers are
required to sign certain documents and are
obligated to work for others for a predeter-
mined period of time, usually in exchange
for maintenance and travel expenses. The
British men’s reps treat them cruelly.

As a result, patriarchal exploitation
drives women to imperialist exploitation
throughout the entire narrative. Deeti gave
up her identify as a prisoner before enlisting
as indentured labourer. She rebels against
patriarchal laws by wed locking Kalua, a
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law caste guy, who, because he likes her,
saves her from the funeral pyre. Deeti
changed her name from Deeti to Aditi
during her female phase, renunciating her
previous identity. She was chosen to
represent girmitiyas or underprivileged
labourers. She serves as a “pole star” for
all women who suffer, guiding them away
from the cruelty of men. For the sake of
women, she is willing to battle at all times
on the Ibis. Concerned about Munia’s
situation, she and Kalua proceeded to the
English agents’ and Silahdars’ room where
Munia was being held. In addition, she
fearlessly urges every other man and
woman there to protect the girl from the
lust of the English spies from Ibis.

However, based on Bhryo Singh’s
trap, she was called inside the room alone.
Kalua accompanied her as well, but in
order to keep him silent, the Silahdars
bound his wrist with a rope outside the
room. Bhyro Singh mistreated her and
called her a “whore” and “bitch” in the
room. Deeti asked Bhyro Singh why she
had come by herself as she couldn’t
understand his plans. He responded,

“What does anyone want from a
whore? His hand slipped through the
neck of her choli and began to fumble
for a hand hold”. (477)

Here, Bhyro Singh offends her by
disclosing yet another detail about her past.
He informs Deeti, in a mocking manner,
that he sexually assaulted her on her
wedding night, saying, “Who do you think
it was, who held your legs spread on your
wedding night? Did you really believe
your brother-in-law, that green twig of a
launda, could have done it by himself?”
(477) Breaking the rope with a hook or
cook, Kalua sensed Deeti’s presence

within the chamber. He entered and took
Bhayro Singh’s life. However, following
this episode, all of the English spies and
Silahdars prepared to exact revenge on
Kalua. Deeti bravely devised a strategy to
protect Kalua from Captain Mr. Crowle’s
brutality after learning that Silahdars were
torturing him with chabuk. She assisted
Kalua in getting off the Ibis with the aid
of Pauletti and others. Because of her
revolutionary attitude-which came about
as a result of being exploited in the name
of femininity in a patriarchal society-
Deeti’s character can thus be classified as a
bildungsroman, as she evolved from a
feminine phase to a female phase. Ever since
her teenage years, she has been dealing
with issues. Her early experiences in life,
however, led her to understand that society
exists solely for the enjoyment, wealth, or
prestige of men (her burning on her
husband’s funeral pyre will enhance the
Hukum Singh family’s status in the comm-
unity) and that women ought to rebel against
such a patriarchal culture. Because it gives
no room for a woman’s happiness, respect,
desires, dreams or feelings; instead, it
gives men complete control over women’s
labour and sexuality through the concept
of fatherhood. With the aid of societal
norms, conventions and rituals, Amitav Ghosh
has skillfully shown the world of Indian
women and their evolving mentality.

Therefore, “Sea of Poppies” can be
perceived as a real post-modern feminist
novel that brings about the true condition
of women in a patriarchal milieu. Amitav
Ghosh weaves the lives of multiple chara-
cters into historical events to present the
stark reality of female world and elucidates
the feelings felt by them during the stormy
phase of indentured service for Mauritius.
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keâe}er Ûeeš GhevÙeeme ceW efÛeef$ele efkeâmeeve $eemeoer
[e@. megveerlee oskeer

meneÙekeâ DeeÛeeÙe&
jepekeâerÙe ceneefkeÅee}Ùe ve}kee, efnmeej

‘keâe}er Ûeeš' GhevÙeeme ceW }sKekeâ ves efkeâmeeve
peerkeve keâer YeÙeeken $eemeoer keâe keCe&ve efkeâÙee nw~ Ùen
GhevÙeeme keâeuheefvekeâ ve neskeâj lelkeâeef}keâ efkeâmeeve peerkeve
keâer DevegYetefleÙeeW mes heefjÛeÙe keâjkeelee nw~ Ùen GhevÙeeme
cee}kee kesâ efmebõeCeer ieebke kesâ }esieeW keâer keemleefkekeâ
DevegYetefleÙeeW keâer DeewhevÙeeefmekeâ ke=âefle nw~

‘keâe}er Ûeeš' mes DeefYeØeeÙe keâe}er Ûeóeve Ùee
helLej nw Fme Ûeóeve keâes leesÌ[les-leesÌ[les efkeâmeeve DeeefÌKejkeâej
Skeâ efove Kego štš peeles nQ~Ùen Ûeóeve mechetCe& Yeejle
ceW mece«e mecele} Skeb jsefiemleeveer F}ekeâeW ceW Deheves
heefjkeefle&le ™he ceW nj peien efkeÅeceeve nw~ }sKekeâ ves
GhevÙeeme ceW meebcelekeeoer ØeLee, meentkeâejeW Éeje Mees<eCe,
yeepeejkeeo Skeb keâe@jheesjsš keâcheefveÙeeW kesâ Éeje efkeâmeeveeW
keâes peceerve yesÛeves kesâ ef}S yeeOÙe keâjvee, keâpe& keâer
mecemÙee, ØeMeemeefvekeâ leyekesâ keâer Goemeervelee, YeÇ<šØeMeemeve,
mejkeâej Éeje ÙeespeveeDeeW keâes megÛee™ Ì{bie mes }eiet ve
keâjvee, yeQkeâ keâce&ÛeeefjÙeeW ke heškeeefjÙeeW Deewj SbpesšeW
Éeje Mees<eCe, peceerve yesÛeves ke yeÛeeves kesâ ef}S mebIe<e&
keâjles efkeâmeeve, efmebÛeeF& keâer mecemÙee, ÌHeâme}eW keâe GefÛele
cetuÙe ve efce} heevee ke ceefn}e efkeâmeeveeW kesâ mebIe<e& kesâ
Mees<eCe keâes Gpeeiej efkeâÙee nw~

‘keâe}er Ûeeš’ GhevÙeeme ceW Yeercee meebceleer keie& keâe
ØeefleefveefOe nw Deewj Gmekesâ Mees<eCe kesâ nefLeÙeej pÙeeoe veheâerme
Skeb Ieelekeâ nQ~ meeefnyeg Deewj Gmekeâer helveer jsMeceer ke Ùegvegme
Gmekesâ Mees<eCe keâe efMekeâej yeveles nQ~ Ùes oesveeW efkeâmeeve
meentkeâejeW, yeQkeâ keâce&ÛeeefjÙeeW ke efyeÛeewef}ÙeeW Éeje Meesef<ele

ke ØeleeefÌ[le nQ Deewj Deble ceW mebIe<e& keâjles-keâjles keâpe& keâer
efÛeblee kesâ keâejCe DeelcenlÙee keâj }sles nQ~

meeefnyeg Skeâ }Ieg efkeâmeeve nQ ~ Gmes peye Yeer keâpe&
pe™jle nesleer nw lees ken Yeercee yee mes }slee nw~ Yeercee yee
heeveer keâer DeeÌ[ ceW }esieeW keâe Mees<eCe keâjlee Lee~ efpeme
meceÙe meeefnyeg Deheves yew}eW keâes peeslekeâj Deheves Kesle keâer
efveoebF& keâjves kesâ ef}S pee jne Lee, lees jemles ceW Yeercee
yee ves Gmes heeveer keâe [^ce Iej }s peeves kesâ ef}S keâne
}sefkeâve meeefnyeg ves cevee keâj efoÙee~ Gmeer meceÙe Yeercee
yee meeefnyeg mes Deej-heej keâer yeele keâjles ngS keânlee nQ,
‘lees Ùee ner mener... Deepe keâ yeeo let Yeer ceoo keemles
cneje ojkeeppes cele DeeDees~' }eÛeej meeefnyeg Deheves
KesleeW keâer efveboeF& keâes ÚesÌ[keâj yeÌ[s ner yesceve mes yew}ieeÌ[er
keâes }s peeves kesâ ef}S lewÙeej nes peelee nw Deewj ceve ner
ceve meesÛelee nw efkeâ jele-yesjele nejer-yeerceejer ceW hewmes-
keâewÌ[er keâer pe™jle heÌ[ves hej Yeercee yee keâe ner lees meneje
nw Fmeer meceÙe meeefnyeg keâe heebke yew}ieeÌ[er kesâ veerÛes Dee
peelee nw~ Gmekesâ heeme F}epe kesâ ef}S hewmes Yeer veneR Les
ken Yeercee kesâ heeme Deheveer peceerve efiejkeer jKekeâj Dehevee
F}epe keâjkeelee nw~ peceerve efiejkeer jKes peeves keâer heerÌ[e
Gmekesâ Ûesnjs hej mhe<š efoKeeF& osleer nw,pees efvecve MeyoeW
kesâ ceeOÙece mes õ<škÙe nw- ‘meeefnyeg Deye cesnvele keâe
keâece veneR keâj mekeâlee Deewj Yeercee kesâ Ùeneb ne}er jnles
ngS kees Deheveer peceerve keâwmes ÚgÌ[keeSiee~ }eKe meesÛeves
hej Yeer Gmes keâesF& jemlee veÌpej veneR Deelee~' ken Deheveer
helveer mes keânlee nQ, ‘jsMeceer Mesj keâe cegb[e mes efvekee}eW
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ÚgÌ[evee menpe nw hej Yeercee mes peceerve ÚgÌ[eveeW Deemeeve
veneR nQ~, ‘efkeâmeeve keâes keâpe& kesâ keâejCe efiejkeer jKeer
peceerve keâer efÛeblee jele-efove jnleer nw~ ken DeLekeâ heefjßece
keâjlee nw, leeefkeâ Deheveer efiejkeer jKeer peceerve ÚgÌ[e
mekesâ~ jsMeceer mhe<š MeyoeW ceW keânleer nw efkeâ, ‘ceQ cepeotjer
keâjkesâ Yeercee yee keâes Skeâ-Skeâ hewmee Ûegkeâe otbieer Deewj
nceejer peceerve ÚgÌ[e }tbieer~' Fme Øekeâej efkeâmeeve keâer
meejer efpeboieer keâpe& Gleejles-Gleejles Ûe}er peeleer nw,hej
kees keâpe& veneR Gleej heelee~

Kesleer - efkeâmeeveer Ieešs keâe meewoe nw keâejCe Ùen nw
efkeâ FmeceW }eiele yengle }ieleer nw~ Ùeefo mecemle KeÛe&s
keâe efnmeeye }ieeÙee peeS lees mener lejerkesâ mes efkeâmeeve
keâes cepeotjer Yeer veneR efce}leer~ GhevÙeeme keâe hee$e peieoerMe
keânlee nw, ‘‘efjmkeâ lees G"eveer heÌ[s~ efheÚ}s mee} ceQves
heeBÛe hewkesâš keâheeme }ieeÙee Lee~ Skeâ efkeäkebš} keâheeme
Yeer veer ngDeeb~ efkeâmeeCeer keâes keâece ner efjmkeâ keâes nw~’'
Fmemes mhe<š Øeleerle neslee nw efkeâ Kesleer-efkeâmeeveer keâe
keâeÙe& peesefKece Yeje nw~ Dekeämej Gmes Gmekesâ heefjßece keâe
cetuÙe Yeer veneR efce} heelee~ efkeâmeeve Øeeke=âeflekeâ Deeheoe
keâe Yeer efMekeâej neslee nw~ keâF& yeej heâme} Ûeej-heeBÛe
yeej efveboeF& keâjves hej Yeer veneR Gieleer~ Fmeer keâejCe
efkeâmeeve keâe keâpe& efove-Øeefleefove yeÌ{lee peelee nw~ ken
keâpe& }skeâj Kesleer kesâ ef}S Glece ßesCeer kesâ Keeo-yeerpe
Kejerolee nw Deewj yeyee&o nesves hej ceewle keâer YeWš ÛeÌ{
peelee nQ~ Skeâ ieCevee kesâ Devegmeej ‘1991 ceW efkeoYe&
F}ekesâ ceW Skeâ SkeâÌ[ Kesle ceW keâheeme keâer Kesleer hej
2500 ™heÙes keâe KeÛe& yew"lee Lee keneB Deepe kesâ efove
ceW veS yeeršer yeÇeb[ yeerpeeW mes Kesleer keâjves ceW 13000
™heÙeeW mes pÙeeoe keâe KeÛe& Deelee nw Fmekeâe Deekeâ}ve
keâjW lees nce heeles nQ efkeâ Øeefle SkeâÌ[ Kesleer keâer }eiele ceW
500 heâermeoer ke=efæ ngF& nw Deewj Ùen peeve}skee nw
Fmekeâe yeesPe veneR G"eÙee pee mekeâlee~' Fmemes mkele:
mhe<š nw efkeâ kele&ceeve ceW Kesleer Ieešs keâe meewoe nw~ Fmeer
keâejCe efkeâmeeve keâpe& kesâ yeesPe le}s oye peelee nw~

efmebÛeeF& keâer mecemÙee Yeer efkeâmeeveeW kesâ peerkeve ceW
keâ<š ke DebOekeâej }e osleer nw~ Fme GhevÙeeme ceW Ùegvegme

veece keâe hee$e heeveer keâer mecemÙee mes Úgškeâeje heeves kesâ
ef}S efove-jele Deheveer helveer Skeb yeÛÛeeW kesâ meeLe efce}keâj
‘keâe}er Ûeeš' keâes leesÌ[lee nQ, hej keâe}er Ûeeš štšves keâe
veece veneR }sleer~ ken Deheves Kesle ceW efmebÛeeF& kesâ ef}S
šŸetyekew} }iekeevee Ûeenlee nw, hewmes kesâ DeYeeke kesâ
keâejCe Ùegvegme Deheveer oes yeerIee peceerve keâes Yeercee yee kesâ
heeme efiejkeer jKe oslee nw leeefkeâ KesleeW ceW šŸetyekew} Ûe}e
mekesâ Deewj Kesle ceW heefjßece keâjkesâ Deheveer efiejkeer jKeer
peceerve keâes keeefheme ÚgÌ[e mekesâ, hejvleg Kesle ceW, ‘‘cegnb
Oeesves efpelees heeCeer Yeer veer efnefšÙees~ Deye keâF& keâjeb~
yeerme npeej keâes petDeeW Kesef}ÙeeB Lee nej ieÙee~ Deye jbpe
keâjves mes keâF& nesCeeW peeveeW nQ~'’ nleeMe, efvejeMe efkeâmeeve
keâes Skeâ yeej efheâj Gcceero nesleer nw efkeâ ken keâpe& }skeâj
otmeje keâeÙe& keâjsiee leeefkeâ Deheveer efiejkeer jKeer peceerve
keâes ÚgÌ[e mekesâ~ keâpe& keâe Ûekeäkeâj lees efkeâmeeve kesâ efmej
hej nj meceÙe ceb[jelee jnlee nw~

mejkeâejer Ùeespevee kesâ lenle heMeg-hee}ve efkeYeeie
Éeje cegiee& heâe@ce& keâer Ùeespevee Meg™ keâer ieF&~ Ùegvegme keâes
Skeâ yeej efheâj DeeMee keâer efkeâjCe efoKeeF& oer~ Ùegvegme kesâ
heeme hewmes ve nesves hej Yeer Gmeves Deheveer helveer Ùeeefmceve
kesâ ÛeeBoer kesâ Pegcekesâ yesÛekeâj efkeYeeie ceW heeBÛe meew ™heÙes
pecee keâje efoS~ leeefkeâ kees mejkeâejer Ùeespevee keâe }eYe
G"e mekesâb Deewj keâpe& mes Úgškeâeje hee mekesâb~ ‘efomecyej
keâer keâÌ[keâÌ[eleer jele Leer~ Skeâ ieeÌ[er Ùegvegme kesâ Iej kesâ
meeceves ™keâer Deewj ieòes keâe ef[yyee Gleej keâj Ûe}er
ieF&~ ef[yyeeW ceW Úesšs-Úesšs meew Ûetpes Les~ Ùegvegme keâes
mecePe veneR DeeÙee efkeâ Fve ÛetpeeW keâes keâneB jKeW~ hetje
heefjkeej meesÛe ceW heÌ[ ieÙee~ ÛetpeeW keâes jKekeâj hetje
heefjkeej jele-Yej ÛetpeeW kesâ yeÌ[s nesves Deewj cegieer& met Deb[s
efvekeâ}ves keâe mehevee osKelee jne~ megyen hesšer Keg}er lees
meejs meheves cej Ûegkesâ Les~' Ùegvegme kesâ neLeeW Skeâ yeej
efheâj ceeÙetmeer }ieleer nw~ ken keâpe& Gleejves kesâ ef}S
efvejblej ØeÙeemejle jnlee nw hej ogYee&iÙe kesâ keâejCe nj
peien Ieeše ner Ieeše neLe }ielee nw~Fmeer keâÌ[er ceW
leermejer yeej efheâj heMeg hee}ve efkeYeeie Éeje ieeÙe keâer
mkeâerce Deeleer nw~ mejkeâejer DeheâmejeW Éeje efkeâmeeveeW keâes
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Deekeâef<e&le keâjves kesâ ef}S ieeÙe keâer iegCekelee kesâ yeejs ceW
yeleeÙee peelee nw efkeâ Ùen ieeÙe 15 }eršj otOe osleer nw~
efkeâmeeve otOe yesÛekeâj Deheves Iej keâe iegpeeje Ûe}e
mekeâlee nw Deewj meeLe ner kegâÚ hewmes Yeer peesÌ[ mekeâlee nw~
keâpe& }skeâj Ùegvegme ieeÙe keâes Kejero }slee nw hej Gmekeâe
YeeiÙe osefKeÙes ceewmece ieeÙe kesâ Devegkeât} ve neskeâj Øeeflekeât}
neslee nw~ ieeÙe keâer Ssmeer oMee keâes osKekeâj ken Úgškeâeje
heevee Ûeenlee nw~ ‘ieeÙe yesÛeves kesâ ef}S Ùegvegme ves keâeheâer
oewÌ[-Oethe keâer }sefkeâve ieebke ceW keâesF& Gmes Kejeroves keâes
lewÙeej veneR ngDee~ DeeefKej ceW heMeg-hee}ve efkeYeeie kee}s
meneye kesâ Ketye neLe-heeBke peesÌ[s, leye GvneWves ieeÙe
jKekeâj Ûeej npeej ™heÙes Ùegvegme keâes hekeâÌ[eÙes~ ome-
yeejn npeej keâe Ieeše Keekesâ Ùegvegme ieeBke }ewš DeeÙee~'
Dele: Fve hebefòeâÙeeW mes mhe<š Øeleerle neslee nw efkeâ efkeâmeeve
keâpe& Gleejves kesâ Ûekeäkeâj ceW Deewj pÙeeoe keâpe&keeve nes
peelee nw~ Deewj Fme meboYe& ceW Ùegvegme kesâ neQme}s keâer lees
oeo osveer heÌ[sieer~

DelÙeble ner cesnveleer ke pegPee™ mkeYeeke kesâ Oeveer
Ùegvegme kesâ ØeÙeeme ÙeneR lekeâ efmeefcele ve jns~ jespeieej
ieebjšer Ùeespevee kesâ ØeÛeej-Øemeej keâes osKekeâj Ùegvegme keâes
Skeâ yeej efheâj kegâÚ keâcee }sves keâer Gcceero peieer~ Gmes
}iee efkeâ ieeÙe keâe Ieeše cepeotjer mes hetje nes peeSiee~
hej hebÛeeÙele meefÛeke Gvekeâer cepeotjer kesâ meye hewmes nÌ[he
}slee nw, efpememes YeÇ<š ØeMeemeve keâe Deme}er Ûesnje
nceejs meccegKe Deelee nw efkeâ efkeâme lejerkesâ mes cepeotj ke
efkeâmeeveeW keâe Mees<eCe efkeâÙee peelee nw Deewj keânles nQ efkeâ,
‘‘leceejs peneb peevees nw peeDees~ keâ}skeäšj heeme peeDees,
cegKeceblejer heeme peeDees Deewj nes mekesâ lees ØeOeeveceb$eg heeme
Yeer Ûeef}Ùee peeDees~ hej Skeâ yeele megve }es, lece meye
efce}kesâ cnejer Peebš keâes Skeâ yee} Yeer veer GKeeÌ[
mekeâes~ ceQ Skeâ}es hewmee LeesÌ[er KeeTb ntb~ yeQkeâ mes }ieekesâ
lees peveheo keâe yeeyet, FbpeerefveÙej, meerDees keä}skeäšj meyekesâ
hewmes otB ntb ~ keâewve mes efMekeâeÙele keâjsiee~'’ Fmemes mhe<š nes
peelee nw efkeâ cepeotj efkeâmeeve keâe keâneR hej lees meentkeâej kesâ
Éeje Mees<eCe neslee nw Deewj keâneR mejkeâejer keâce&ÛeeefjÙeeW kesâ
neLeeW Mees<eCe keâe efMekeâej neslee peelee nw~

Ùegvegme Deheveer Ìpeceerve keâes yeÛeeves kesâ ef}S peöespeno
Skeb mebIe<e& keâjlee nw~ kegâÚ efoveeW kesâ yeeo Gmeves šerÊkeerÊ
hej Skeâ mece=æ efkeâmeeve keâer heâesšes osKeer~ Ùegvegme keâes
efpe%eemee nesleer nw efkeâ kees Skeâ yeej Fme efkeâmeeve mes
efce}s~ leeefkeâ ken Yeer heefjßece keâjkesâ Fme mece=æ efkeâmeeve
keâer lejn KegMene} peerkeve kÙeleerle keâj mekesâ~ Ùegvegme
efkeâmeeve mes heâesve hej mebheke&â keâjlee nw, ken Gmemes
efce}lee nw lees Gmekeâer efmLeefle Skeâoce efkehejerle efoKeeF&
oer~ oervee ves yeleeÙee efkeâ efkeâmeeve keâes heâme} keâe GefÛele
cetuÙe veneR heelee~ GÅeeefvekeâer efkeYeeie kesâ Skeâ DeefOekeâejer
ves meheâso cetme}er yeesves kesâ ef}S megPeeke efoÙee efkeâ
yeepeej ceW meheâso cetme}er keâer Kesleer mes Skeâ SkeâÌ[ ceW
heÛeeme npeej keâe Glheeove ef}Ùee pee mekeâlee nw~ oervee
kesâ MeyoeW kesâ ceeOÙece mes osKee pee mekeâlee nw, ‘‘Ùenw
meheâso cetme}er keâer Kesleer~ Dejs ceQ Fve meenye }esie kesâ
kesânvee ceW Deekesâ heÚlee j¢eeW ntB~ meye kesânlee Lee kesâ oes
npeej ™heÙes efkeâ}eW mes keâce ve efyekesâieer~ kÙeeheejer legcnejs
Iej kesâ Û›eâ }ieeSies~ keâesF& veer DeeÙees YeeÙee~ oes npeej
ÚesÌ[es, oes meew ™heÙes efkeâ}eW ceW Yeer keâesF& Kejeroves kesâ
lewÙeej veer nQ~'’ yeepeejkeeo kesâ keâejCe keâcheefveÙeeb Dehevee
yeerpe GefÛele oeceeW hej yesÛe osleer nQ~ efkeâmeeve kesâ ef}S
heâme} keâe oece efveOee&efjle veneR neslee~ Fmeer keâejCe
efkeâmeeve keâes Deheveer heâme} keâe GefÛele cetuÙe veneR efce}
heelee~ Fmemes oervee keâer heerÌ[e keâe Deboepee }ieeÙee pee
mekeâlee nw efkeâ efke%eeheve ceW efoKeeF& osves kee}e efkeâmeeve
mece=æ Skeb KegMene} nw Ùee keâesF& Deewj Ùen mecemÙee
kesâke} oervee pewmes efkeâmeeveeW keâer veneR nw yeefukeâ mebhetCe&
Yeejle kesâ efkeâmeeveeW keâer mecemÙee nw, efkeâmeeveeW keâes Deheveer
heâme} keâe }eiele cetuÙe ner veneR efce} heelee nw, Ùener
efÛeblee keâe efke<eÙe nw ~

 GhevÙeeme ceW }sKekeâ ves Ùegvegme kesâ ceeOÙece mes Ùen
efoKeeÙee nw efkeâ heškeejer Skeb yeQkeâ ceQvespej efkeâme lejn mes
efkeâmeeveeW keâe Mees<eCe keâjles nQ~ Ùegvegme heškeejer kesâ heeme
Deheveer peceerve kesâ keâeiepe }sves kesâ ef}S peelee nw, lees
ken efyevee hewmes kesâ keâeÙe& veneR keâjlee~ heškeejer kesâ MeyoeW
ceW, ‘‘Iej keâer Kesleer LeesÌ[er nw~ mejkeâejer keâece nw~
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mejkeâe® keâece efmemšce mes neslee nw~ DeefOekeâejer kesâ
omleKele kesâ efyevee Skeâ Úesše-mee keâeiepe Yeer Deeies
veneR yeÌ{lee Deewj Deheâmej heâeskeâš ceW omleKele LeesÌ[er ner
keâjlee nw~ IeesÌ[s hes mekeejer keâjveer nes lees Gmekesâ meeceves
Yeer hen}s nje-Ûeeje [e}vee heÌ[lee nw~ cesjs efnmmes kesâ
hewmes Ye}s yeeo ceW os osvee, hewmes veneR nes lees hÙeepe,
keâheeme, pkeej, meypeer, Yeepeer pees Yeer nes }s Deevee~’'
Fme Øekeâej nce mhe<š osKe heeles nQ efkeâ YeÇ<šeÛeej keâer
peÌ[W hetjer lejn mes heâw} Ûegkeâer nQ DeefOekeâejer efyevee hewmes
kesâ keâesF& Yeer keâeÙe& veneR keâjvee Ûeenles~ efkeâmeeve Ùee
cepeotj kesâ ne}ele hen}s mes ner Kejeye nw~ hen}s ner kees
efmej mes hewj lekeâ keâpe& ceW oyee ngDee nw~ Gme keâpe& keâes
otj keâjves kesâ ef}S ken DeLekeâ heefjßece keâjlee nw leeefkeâ
ken Deheveer efiejkeer jKeer peceerve keâes oesyeeje Øeehle keâj
mekesâ~ Skeâ Meece DeÛeevekeâ meeefnyeg kesâ Iej yeQkeâ mes
Ìpeceerve kegâkeâer& keâe DeeosMe Deelee nw~ ken peceerve kegâkeâer&
kesâ DeeosMe keâes megvekeâj efÛebeflele nes peelee nw Deewj ken
jele-efove hewmes keâer efÛeblee keâjlee jnlee nw efkeâ Ùeefo meceÙe
hej hewmee veneR efoÙee ieÙee lees mejkeâej Gmekesâ heMeg ke Iej
keâes efve}ece keâj osieer~ Ssmee meesÛeles-meesÛeles jele kesâ
meceÙe meoe kesâ ef}S Iej ÚesÌ[keâj Ûe}e peelee nw~ ‘jele
kesâ meVeešs ceW yewmeeKeer keâer Keš-Keš keâer Deekeepe LeesÌ[er
osj lekeâ ietbpeleer jner efheâj Oeerceer nesles -nesles iegce nes
ieF&~'

efove-jele KesleeW ceW heefjßece keâjves kee}e efkeâmeeve
Ûeens meeefnyeg nes Ùee Ùegvegme nes meYeer Kesleer efkeâmeeveer kesâ
meeLe-meeLe cepeotjer keâjkesâ Dehevee peerkeve Ùeeheve keâjles
nQ~ Ùener meye Ùegvegme kesâ meeLe ngDee~ Ùegvegme kesâ Iej Yeer
yeQkeâ keâer lejheâ mes peceerve kegâkeâer& keâe keâeiepe DeeÙee~
Ùegvegme Yeer ceve ner ceve meesÛelee nw efkeâ Gmeves yeQkeâ mes
keâesF& hewmee veneR ef}Ùee~ ken efÛebeflele nes peelee nw Deewj
Skeâ meentkeâej kesâ heeme hewmeeW keâe Fblepeece keâjves kesâ ef}S
peelee nw~ meentkeâej hewmes osves kesâ ef}S lewÙeej nes peelee
nw Deewj Fkeâjejveecee ef}Kekee }slee nw~ efvecveef}efKele
hebefòeâÙeeW kesâ ceeOÙece mes Ùen osKee pee mekeâlee nw, ‘‘}e}t
meent kesâ cegbMeer ves keâjej heÌ{keâj megveeÙee~ ceQ Fkeâjejveecee

ef}Ke osves kee}e heâ}eb efhelee heâ}eb efvekeemeer heâ}eb ieebke
Deheves hetjs nesMeeW nkeeme ceW, efyevee efkeâmeer oyeeke kesâ
Deheveer cevecepeer& mes Ùen ef}Kelee ntB efkeâ ceQves Deheveer
pe™jle kesâ ef}S Deheveer peceerve Kemeje ›eâceebkeâ heâ}eb,
hesšs Fleves ™heÙes }e}t meent mes GOeej ef}S nw~ Ùen
jkeâce ceQ heâ}eb ome efove ceW ceÙe leerve npeej ™heÙes
yÙeepe mes Ûegkeâlee keâj otbiee~ Ùeefo ceQ Ùen jkeâce ome
efove ceW veneR Ûegkeâe heeÙee lees GOeej osves kee}s meent keâes
cesjer peceerve hej keâeefyepe nesves keâe DeefOekeâej nesiee~’'
mhe<šle: nw efkeâ efkeâmeeve $e+Ce }sves kesâ ef}S efkeâlevee
yesyeme nw~ Gmekesâ heeme Deheveer peceerve keâes yeÛeeves kesâ
ef}S keâesF& Ûeeje veneR neslee~ yeQkeâ mes keâpe& ve }sves hej
Yeer Ùegvegme Deheveer peceerve keâes yeÛeeves kesâ ef}S Skeâ Deewj
keâpe& }slee nw~ leeefkeâ ken Gmekeâer peceerve yeÛe mekesâ~

ieebke kesâ Skeâ kÙeefòeâ Skeb cebie} mebmLee kesâ meomÙe
efovesMe ves Fme ceece}s keâes cegKÙeceb$eer lekeâ hengbÛeeÙee Deewj
cegKÙeceb$eer ves meb%eeve }sles ngS meYeer yeQkeâ cewvespej keâes
DeeosMe efoÙee efkeâ hegjeves efkeâmeeve ›eâwef[š kesâ Thej DeYeer
efkeâmeer Øekeâej keâe keâeÙe& ve efkeâÙee peeS~ Gvekeâer peebÛe
nesieer~ leYeer Ùegvegme efÛebeflele neskeâj meentkeâej kesâ heeme
peelee nw efkeâ Deehe kegâÚ meceÙe Deewj oW~ meentkeâej cevee
keâj oslee nw~ Fmeer efÛeblee ceW ceive Ùegvegme Iej Deelee nw
Deewj DeÛeevekeâ Gmekesâ meerves ceW oo& G"lee nw~ Fmeer oo&
kesâ keâejCe Ùegvegme oce leesÌ[ oslee nw~ iejerye efkeâmeeve Deheveer
peceerve keâes yeÛeeves kesâ ef}S DeeefKejer meceÙe lekeâ }iee
jnlee nw Deewj Deble ceW Deheves ØeeCeeW keâes lÙeeie oslee nw~

keâe@jheesjsš keâcheefveÙeeB Deepe efkeâmeeveeW keâes peceerve
yesÛeves kesâ ef}S yeeOÙe keâj jner nw~ Ìpeceerve yesÛeves ke
yeÛeeves keâer peöespeno kesâ keâejCe nj heefjkeej ceW }Ì[eF&-
PeieÌ[s keâe ceenew} hewoe nes ieÙee nw~ Ùegkee Deheveer
Ìpeceerve keâes yesÛeves kesâ ef}S lewÙeej nw Deewj yegpegie& kÙeefòeâ
Deheveer Ìpeceerve keâes yeÛeeves kesâ ef}S mebIe<e& keâj jne nw~
GhevÙeeme kesâ hee$e peieVeeLe yee Deheves yesšs keâes TbÛeer
DeekeeÌpe ceW keânles nQ, ‘‘let Yeer keâeve Kees} keâj megve }s~
cnejs peerles peer ve lees Ìpeceerve keâe efnmmee nesiee, vee
peceerve efyekesâieer~'’ Dele: efhelee-heg$e kesâ mebkeeo kesâ ceeOÙece
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mes mhe<š efoKeeF& oslee nw efkeâ Deepe Ùegkee keie& Kesleer
keâjvee hebmeo ve keâjkesâ Fmes Ieešs keâe meewoe yeleekeâj
yesÛeves kesâ ef}S lewÙeej nw~ keneR otmejer lejheâ ceefn}e
efkeâmeeve jsMeceer Yeer Deheveer peceerve keâes yeÛeeves kesâ ef}S
jele-efove otmejs kesâ KesleeW ceW keâece keâjkesâ Deheveer efiejkeer
jKeer peceerve keâes yeÛee }sleer nQ Deewj Deheves yesšs keâes
heÌ{eleer nw~ censMe keâes veewkeâjer efce} peeleer nw Deewj Menj
ceW jnves }ie peelee nw~ kegâÚ efove yeeo ken Deheveer ceeb
mes peceerve yesÛeves kesâ ef}S keânlee nw lees ceeb Deewj heg$e ceW
efkekeeo nes peelee nw~ jsMeceer kesâ MeyoeW kesâ ceeOÙece mes
peceerve kesâ Øeefle Øekeâš Øesce keâes osKee pee mekeâlee nw,
‘‘peceerve yesÛeves keâe yeele ogyeeje cele keâj pes~ peceerve
yesÛevee leb hes}eb cnejs Ìpenj os oerpes~'’ keâe@jheesjsš peiele
kesâ yees}yee}s mes nj Iej ceW peceerve yesÛeves ke yeÛeeves kesâ
ef}S mebIe<e& osKee pee mekeâlee nw~ keâcheefveÙeeb ÙegkeeDeeW
keâes Deekeâef<e&le keâjves kesâ ef}S lejn-lejn kesâ Øe}esYeve
osleer nw leeefkeâ Ùegkee Gvekesâ Øe}esYeve ceW Dee peeSB Deewj
peceerve yesÛeves kesâ ef}S lewÙeej nes peeSB~ keâe@jheesjsš
peiele kesâ ØeefleefveefOe DecyeeMebkeâj kesâ keòeâkÙe kesâ ceeOÙece
mes mhe<š õ<škÙe nw, ‘‘ceQves keâcheveer keâes Deheveer ome
SkeâÌ[ peceerve yesÛekeâj yeerme }eKe ™heS keâer Sheâ[er
keâj oer nw, cepes ceW cenerves kesâ cenerves ome npeej ™heS
yÙeepe Deelee nw Deewj keâcheveer mes heÛÛeerme-leerme npeej
™heS cenervee efce} peelee nw, legce Yeer Ûeenes lees Deheveer
peceerve keâcheveer keâes yesÛe kesâ hewmee yeQkeâ ceW jKe oes Deewj
keâcheveer ceW veewkeâjer keâj }es~'’ Dele: nce keân mekeâles nw
efkeâ Deepe efkeâmeeve Deheveer peceerve keâes yesÛekeâj Yetefcenerve
cepeotjeW ceW leyeoer} nes jns nQ~ [e@Ê yevekeejer }e}
Mecee& keâe cele nw efkeâ, ‘‘Ùes Ssmes efkeMes<e #es$e nQ, pees npeejeW
SkeâÌ[ peceerve hej yeveeS pee jns nQ, efpevemes GÅeesieeW
Deewj ØeewÅeesefiekeâer keâe efkekeâeme efkeâÙee peeSiee~ efkeâmeeve
kesâ ef}S peceerve cegveeheâe keâceeves keâe OebOee veneR nw, ken
Gmekeâer Deepeerefkekeâe keâe DeeOeej nQ, efkeâmeeve mes Gmekeâer
peceerve }svee, Gmekeâer efpeboieer }sves kesâ meceeve nw~'’

efve<keâ<e& ™he ceW nce Ùen keân mekeâles nQ efkeâ megveer}
Ûelegke&soer ves Deheves GhevÙeeme ceW efkeâmeeve peerkeve keâer
YeÙeeken $eemeoer keâes efÛeef$ele efkeâÙee nw~ ‘keâe}er Ûeeš'
Deheves meceÙe keâe mekee} Yeer nw Deewj pekeeye Yeer nw~
}sKekeâ ves yengle ner ceeefce&keâ {bie mes efkeâmeeveeW keâer
DeelcenlÙee, $e+Ce keâer mecemÙee, meentkeâejeW Éeje Mees<eCe,
YeÇ<š ØeMeemeve ke keâe@jheesjsš peiele Éeje Mees<eCekeâejer
veerefleÙeeB, heâme}eW keâe keeefpeye cetuÙe ve efce} heevee ke
peceerve keâes yesÛeves ke yeÛeeves kesâ ef}S mebIe<e& keâjles
efkeâmeeveeW keâer kÙeLee keâes Gpeeiej efkeâÙee nw~
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meeceeefpekeâ ™heeblejCe kesâ ØeMve Deewj efnboer GhevÙeeme
[e@. jlvesMe kegâceej Ùeeoke

meneÙekeâ DeeÛeeÙe&, efnboer Skeb DevÙe YeejleerÙe Yee<ee efkeYeeie,
peccet kesâvõerÙe efkeMJeefkeÅee}Ùe, jeÙee megÛeeveer (yeeie}e) efpe}e-meecyee, peccet Skeb keâMceerj

mecekeâe}erve efnvoer GhevÙeemekeâejeW ves yeo}les ngS
heefjkesMe mes GlheVe mecemÙeeDeeW keâes Deheves GhevÙeemeeW ceW
yengle iebYeerjlee kesâ meeLe efÛeef$ele efkeâÙee nw~ Fme efmLeefle
keâes Skeâ efkeMes<e Øeef›eâÙee kesâ ™he ceW osKee pee mekeâlee nw
‘‘Fme Øeef›eâÙee ceW GhevÙeeme keâe efMeuhe Yeer yeo}e, Yee<ee
ceW Yeer heefjkele&ve }ef#ele efkeâÙee ieÙee Deewj Âef<š ceW Yeer
yeo}eke kesâ mebkesâle efoKeeÙeer efoÙes~ Ùen ken oewj nw,
peye metÛevee ›eâebefle ves meefoÙeeW hegjeves YeejleerÙe meceepe kesâ
leeves-yeeves keâes lenme-venme efkeâÙee~ yeepeejkeeo keâe
ØeYeglke keâeÙece nesves }iee, ceevekeerÙe mecyevOeeW kesâ ceeve
yeo}ves }ies, peerkeve keâer yegefveÙeeoer Øeke=efòeÙeeW ceW Yeer
lespeer mes yeo}eke ngDee~jepeveerefle kesâ heefjÂMÙe yeo}s,
Gmekesâ ceeve cetuÙe yeo}s~pevelee kesâ Øeefle Gmekeâer he#eOejlee
ceW keâceer DeeÙeer~ meecØeoeefÙekeâlee GYejer, peeefleÙeeW kesâ
yeerÛe Yeso-Yeeke hewoe ngDee, Ssmes ceW meye YeewÛekeäkesâ jns nQ
efkeâ Gvekeâer keäÙee Yetefcekeâe nes~ GhevÙeemekeâej Yeer Fme
Demecebpeme keâe efMekeâej jns nQ? }sefkeâve meblees<e keâe
efke<eÙe nw efkeâ GvneWves Deheves GhevÙeemeeW kesâ ceeOÙece mes
ØeefleveeÙekeâ meceÙe keâe mee#Ùe Øemlegle efkeâÙee Deewj efoKeeves
keâer keâesefMeMe keâer efkeâ keâwmes Yeeweflekeâ efkekeâeme kesâ meceeveevlej
ceveg<Ùe keâe peerkeve yeoMekeä} neslee pee jne nw, keâwmes ken
mkeeLeeX keâe hegbpe nes ieÙee nw Deewj keâwmes ken Deheves mes
yeenj kegâÚ Yeer veneR meesÛe heelee?’’1

meeceeefpekeâ peerkeve ceW cenlkehetCe& yeo}eke Skeâ
Devleje} kesâ yeeo nesles jnles nQ, keâYeer Fvekeâe meceÙe

yengle }cyee neslee nw lees keâYeer Deuhe keâe} lekeâ ner
jnlee nw~ meeceeefpekeâ ™heeblejCe ceW meeceeefpekeâ mebyebOeeW,
cetuÙeeW, ØeleerkeâeW Deeefo ceW Yeer heefjkele&ve neslee jne nw~
Fme efmLeefle ceW mebmke=âefle kesâ Yeeweflekeâ Skeb DeYeeweflekeâ oesveeW
™heeW ceW yeÌ[s mlej hej yeo}eke osKeves keâes efce}lee nw~
mebkesovee kesâ mlej hej osKee peeS lees Fme oewj ceW efpeleveer
mebkesovenervelee Deewj ceevekeerÙe cetuÙenervelee keâe oMe&ve
neslee nw, efnvoer meeefnlÙe kesâ hetke&keleer& GhevÙeemeeW ceW keâneR
veneR efoKelee~ Ùener keâejCe nw efkeâ Fme meceÙe kesâ efÛebleveMeer}
Deewj mebkesoveMeer} jÛeveekeâejeW ves Fme keâceer keâes Deheveer
jÛeveelcekeâlee Éeje GYeejves Deewj hekeâÌ[ves keâe ØeÙeeme
efkeâÙee nw~ Fme meceÙe kesâ kegâÚ GhevÙeeme Fme Âef<š mes
Gu}sKeveerÙe nQ, efpeveceW efkeveeso kegâceej Megkeä} keâe ‘oerkeej
ceW Skeâ efKeÌ[keâer jnleer Leer’, megjsvõ kecee& keâe ‘cegPes ÛeeBo
ÛeeefnS’, efÛe$ee cegû} keâe ‘Deekeeb’, De}keâe mejekeieer
keâe ‘keâef}-keâLee : keeÙee yeeFheeme’ ieerleebpeef} ßeer keâe
‘nceeje Menj Gme yejme’ leLee DepeÙe veekeefjÙee keâe
‘GOej kesâ }esie’ Gu}sKeveerÙe nQ ~

Fme oewj kesâ GhevÙeemeeW kesâ meboYe& ceW Dee}esÛekeâ
keerjsvõ Ùeeoke ef}Keles nQ efkeâ- ‘‘ceOÙekeieer& GYeej,
meecØeoeefÙekeâlee, GheYeesòeâekeeoer mebmke=âefle Skeb neefMeS
kesâ }esieeW keâer oemleeve mecesšs efnvoer GhevÙeeme ves peneB
Deheves mejeskeâejeW keâe efkemleej efkeâÙee nw, keneR keâLÙe ke
™he keâer Skeâjmelee keâes Yeer leesÌ[e nw~ keâne pee mekeâlee
nw efkeâ Fme oewj ceW GhevÙeeme cenpe meeefneflÙekeâ mebjÛevee
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ve jnkeâj Skeâ meeceeefpekeâ mebjÛevee kesâ ™he ceW Yeer
DeefOekeâ heg<š ke mece=æ ngDee nw~’’2

meeefnlÙe ncesMee ceevekeerÙe cetuÙe keâer yeele keâjlee nw
Deewj Ùener Fmekeâe Oece& Yeer jne nw~ nce efnvoer meeefnlÙe
kesâ Fefleneme keâes Fme Âef<š mes osKe mekeâles nQ~ ØelÙeskeâ
keâe} ceW jÛeveekeâejeW ves ceevekelee kesâ Øeefle Deheveer
mebkesoveMeer}lee Deewj me=peveMeer}lee keâe heefjÛeÙe efoÙee
nw, ken Ûeens keâLee meeefnlÙe keâer yeele nes Ùee ‘keâefkelee’
keâer Ùee efkeâmeer DevÙe meeefneflÙekeâ efkeOee keâer meye peien
Fmekeâe ØeYeeke efoKelee nw~ ØesceÛebo ves mkeeOeervelee Deeboes}ve
kesâ oewj ceW Deheves GhevÙeeme ‘ieesoeve’ keâer Menjer Deewj
«eeceerCe keâLee kesâ ceeOÙece mes meeceeefpekeâ ™heeblejCe kesâ
ØeMve keâes yengle DeÛÚer lejn efÛeef$ele efkeâÙee nw~ ‘cee}leer’,
‘cesnlee’, ‘jeÙe meenye’, ‘ieesyej’ leLee ‘nesjer’ Deeefo kesâ
mebkeeoeW ceW Fmekeâer Pe}keâ efoKeleer nw~ Fmeer lejn pewvesvõ,
De%esÙe, ÙeMehee}, jener ceemetce jpee, heâCeerMJejveeLe
‘jsCeg’, ceVet ceC[ejer, cew$esÙeer heg<hee Deeefo kesâ GhevÙeemeeW
ceW Yeer meeceeefpekeâ ®heeblejCe mes GlheVe ØeYeeke keâes osKee
pee mekeâlee nw~

‘‘Deepe Goejkeeoer DeLe&kÙekemLee keâer kewMJeerkeâjCe
lepe& hej meeefnlÙe kesâ efve<keâ<e& Deewj Øeefleceeve keâe Yeer
kewMJeerkeâjCe ke ceevekeerkeâjCe nes jne nw~ Gòej DeeOegefvekeâlee
Deewj Gòej-mebjÛeveekeeoer meebmke=âeflekeâ GheefvekesMekeeo kesâ
veS GhekeâjCe nQ, pees nceejs meeefnlÙe Deewj mebmke=âefle keâes
cetle& meeceeefpekeâ Deewj meebmke=âeflekeâ efmLeefleÙeeW mes efkeefÛÚVe
keâjkesâ efkeKebef[le cetuÙenervelee lekeâ meerefcele keâjles nQ~
efnvoer GhevÙeeme Fme Kelejs kesâ Øeefle meÛesle Yeer nw~ Ùen
DeÛÚe ner nw efkeâ efnvoer GhevÙeeme Deheves meceÙe Deewj
meceepe keâer ÛegveewefleÙeeW mes keâYeer efkecegKe veneR ngDee~’’3

Fmeer oewj ceW kegâÚ Deewj cenlkehetCe& GhevÙeeme ØekeâeefMele
ngS efpeveces efkeveeso kegâceej Megkeä} keâe ‘oerkeej ceW Skeâ
efKeÌ[keâer jnleer Leer’ Deewj megjsvõ kecee& keâe ‘cegPes ÛeeBo
ÛeeefnS’ Gu}sKeveerÙe nQ~ oesveeW GhevÙeeme Deheves-Deheves
{bie kesâ efke}#Ce GhevÙeeme nQ~ oesveeW GhevÙeeme meeceeefpekeâ
™heeblejCe kesâ heefjCeecemke™he GlheVe ØeMveeW keâer Âef<š
mes Yeer Gu}sKeveerÙe nQ~

‘oerkeej ceW Skeâ efKeÌ[keâer jnleer Leer’ GhevÙeeme peneB
Deheves DeveesKes efMeuhe kesâ keâejCe ÛeefÛe&le jne keneR
megjsvõ kecee& keâe GhevÙeeme ‘cegPes ÛeeBo ÛeeefnS’ m$eer
efkeceMe&, Gòej-DeeOegefvekeâ efkeceMe& leLee YetceC[}erkeâjCe
kesâ ØeYeeke keâes }skeâj efkeceMe& keâe kesâvõ yevee jne~
efkeveeso kegâceej Megkeä} efpeme lejn mes Skeâ Úesšer keâLee
kemleg keâes }skeâj ceevekeerÙe cetuÙeeW keâe efÛe$eCe keâjles nQ,
ken Fme YetceC[}erÙe heefjkesMe ceW yengle cenòkehetCe& nes
G"lee nw Deepe ceveg<Ùe kÙeefòeâiele mkeeLe& kesâ keâejCe efpeme
lejn Yeeweflekeâleekeeoer megKe-megefkeOeeDeeW keâer }}keâ ceW
Skeâ otmejs mes keâšlee Deewj otj neslee Ûe}e pee jne nw,
ceevekeerÙe mebyebOeeW keâer Gmekesâ peerkeve ceW keâesF& DenefceÙele
veneR jn ieÙeer nw, hewmee Deewj Meesnjle ner Gmekesâ peerkeve
keâe }#Ùe nes ieÙee nw; Fme heefjkesMe ceW ‘oerkeej ceW Skeâ
efKeÌ[keâer jnleer Leer’ GhevÙeeme DeefOekeâ Øeemebefiekeâ cee}tce
heÌ[lee nw~ efpemes Fme GhevÙeeme kesâ hee$e ‘jIegyej Øemeeo’
Deewj ‘meesvemeer’ kesâ peerkeve keâes osKe keâj mecePee pee
mekeâlee nw- ‘‘meesvemeer yeenj meÌ[keâ hej DeeF&~ lees jIegyej
Øemeeo Deeies kesâ Kecyes keâer lejheâ pee jns Les~ keneB Yeer
Ûeej }Ì[kesâ yeòeer kesâ veerÛes heÌ{ jns Les~ hesÌ[ hej efÚhekeâj
yeerÌ[er heerves kee}s }Ì[kesâ ves meesvemeer keâes jIegkej Øemeeo kesâ
heerÚs Deeles osKee nesiee~ Gmeves jIegkeej Øemeeo keâes yeleeÙee~
jIegkej Øemeeo ves heerÚs cegÌ[keâj osKee nesiee~ jIegkej
Øemeeo keâes KeÌ[e osKe meesvemeer mepeer-Oepeer heeveer keâe
efie}eme ef}S yeÌ{er~ meÌ[keâ hej keâesF& veneR efoKe jne
Lee~ FOej-GOej kesâ oes leerve KecyeeW kesâ veerÛes efkeÅeeLeer&
heÌ{les ngS efoKe jns Les~yeerÛe meÌ[keâ hej meesvemeer ves
jIegkej Øemeeo keâes efie}eme efoÙee~ jIegkej Øemeeo ves hetje
heeveer efheÙee~ leye Yeer efie}eme keâer le}er ceW kegâÚ yetBo
heeveer yeÛee Lee Gme heeveer keâes meesvemeer ves Thej mes cegBn
ceW [e} ef}Ùee~ jIegkej Øemeeo kesâ yeÛes heeveer keâes meesvemeer
Fmeer lejn heer ef}Ùee keâjleer Leer~ jele kesâ meVeešs ceW meeje
yeenj Fvekesâ Iej keâer lejn }ie jne Lee~’’4

Ùen nw efkeveeso kegâceej Megkeä} keâer jÛeveelcekeâlee~
ÙeneB yeele efmehe&â heeveer heerves lekeâ veneR meerefcele nw yeefukeâ
meesvemeer keâe ‘jIegkej Øemeeo’ kesâ Øeefle pees Øesce keâe Yeeke



155
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

nw ken cenòkehetCe& nw~ ÙeneB Skeâ Úesše heefjkeej nw efpemeceW
leerve meomÙe jnles nQ ‘meesvemeer’, ‘jIegkej Øemeeo’ Deewj
Fvekeâer ‘ceeB’ efheâj Yeer Flevee hÙeej, Meebefle Deewj KegMene}
heefjkeej efpemekeâer Deepe kesâ heefjkesMe ceW keâuhevee veneR keâer
pee mekeâleer~

otmejer lejheâ megjsvõ kecee& keâe GhevÙeeme ‘cegPes ÛeeBo
ÛeeefnS’ keâer hee$e ‘ke<ee& keefMe…’ keâes osKee pee mekeâlee
nw~ ‘ke<ee&’ kesâ heeme hewmee, SsMJeÙe&, veece, Meesnjle,
veewkeâj-Ûeekeâj, ieeÌ[er meye kegâÚ nw hejvleg megKe-Meebefle
leLee Øesce, keâe DeYeeke nw~ ken ncesMee leveeke ceW jnleer
nw~ Yeespeve keâjves lekeâ keâe meceÙe Fmekesâ heeme veneR nw~
ken DeÛÚer lejn mees veneR mekeâleer, ceeveefmekeâ leveeke mes
‘DeelcenlÙee’ keâjves kesâ yeejs ceW meesÛevee Deeefo ØeMve Gmes
Iesjs ngS nQ~ Ùen nw Deepe keâe meceÙe Skeâ Úesšs mes keâmyes
MeenpeneBhegj mes }KeveT, efou}er, yee@}erkeg[ mes ne@}erkeg[
lekeâ keâer i}wcej Yejer Ùee$ee efheâj Yeer nleeMe-efvejeMe
efpevoieer~

ke<ee& kesâ heeme yengle kegâÚ nesles ngS Yeer kegâÚ Yeer
veneR jne keäÙeeWefkeâ Gmekesâ peerkeve mes Gmekeâe hÙeej ‘n<e&’
ncesMee-ncesMee kesâ ef}S Ûe}e ieÙee nw~ (ce=lÙeg nes Ûegkeâer
nw) ke<ee& Deheves ÌHeä}wš hej KeÌ[e neskeâj meesÛeleer nw-

‘‘ke<ee& efKeÌ[keâer kesâ meeceves KeÌ[er nes ieÙeer~ veerÛes
meÌ[keâ hej keâes}en} Lee efm$eÙeeB, heg®<e Deewj yeÛÛes
nBmeles, efKe}efKe}eles lespeer mes meÌ[keâ heej keâjles~ efmehe&â
ceQ ner Deheves efke<eeo-keâ#e ceW yebo ntB, ke<ee& ves meesÛee~
Oethe megneveer Leer, meoer& Yeer~ DeekeâeMe veer}e Lee~ nkee
kesâ PeeWkesâ Yeer cebo Deewj ce=og~

ceQ DeYeer efpeboe ntB~ ke<ee& hegâmehegâmeeÙeer~

Deye cesjs peerkeve kesâ n<e&efkenerve DeOÙeeÙe keâer
Meg™Deele nes jner nw, Gmeves meesÛee~ efkeâleves ke<eeX keâer
Deblejbielee, DeemebieeW Deewj mce=efleÙeeW kesâ meeLe Deye cegPes
veÙes efmejs mes n<e& kesâ efyevee peerves keâer Deeole [e}veer
nesieer~ efpeme lejn meece«eer-keenkeâ nesles nQ, Gmeer lejn
Deye ceQ mce=efle-keenkeâ ntB~’’5

Fmeer lejn efÛe$ee cegû} keâe GhevÙeeme ‘Deekeeb’ Yeer
meceepe ceW kÙeehle mkeeLe& Deewj Deehemeer efkeÉs<e keâer Yeekevee
keâe efÛe$eCe keâjlee nw~ Skeâ kÙeeheeefjkeâ meesÛe kee}s
Fbmeeve kesâ peerkeve ceW ceveg<Ùelee keâe keâesF& cele}ye veneR
neslee~ Gmekesâ peerkeve keâe }#Ùe efmehe&â }eYe keâceevee
neslee nw Deewj Gmekesâ ef}S ken efkeâmeer Yeer no lekeâ pee
mekeâlee nw~ ken efkeefkeOe Øekeâej keâe <e[Ÿeb$e keâjlee nw,
Øe}esYeve oslee nw Deewj Dehevee mkeeLe& efmeæ nesves kesâ
Ghejeble Deheves keâes keneB mes De}ie Yeer keâj oslee nw~
‘Deekeeb’ GhevÙeeme ceW meceepe keâe Skeâ Ssmee ner keie& nw
efpemekeâe ØeefleefveefOe hee$e ‘ceškeâe efkeâbie’, ‘hekeej’, ‘mebpeÙe
keâveesF&’ leLee ‘efmeæeble cesnlee’ nw~ efmeæeble cesnlee Éeje
veefcelee kesâ veece ef}Kes Skeâ he$e keâe kegâÚ DebMe Fmes
ÛeefjleeLe& keâjlee nw- ‘‘legcnejs efhelee keâer ce=lÙeg mes cegPes
meyemes pÙeeoe Deheâmeesme Fme yeele keâe nes jne nw efkeâ
legce peerkeve ceW heÌ{vee Ûeenleer Leer, heefjefmLeefleÙeeW ves
efvece&celee mes legcnW Iej-heefjkeej keâer efpeccesoeefjÙeeW ceW PeeWkeâ
efoÙee~

yenjne}, ceQ legcnejs og:Ke mes og:Keer ntB Deewj
keâef"ve meceÙe ceW legcnejer njÛebo meneÙelee kesâ ef}S
Øemlegle~ legce hegve: GKeÌ[ mekeâleer nes ceQ meew-meew petles
Keekeâj Yeer legcnejer meneÙelee kesâ ef}S keäÙeeW Deeies yeÌ{
Deelee ntB? }Ì[efkeâÙeeW keâe yeepeej nw yecyeF&? efkeâefmece-
efkeâefmece kesâ jbie ™heeW ceW Ghe}yOe nQ ÙeneB }Ì[efkeâÙeeB!
efheâj? mekee} ceÚef}ÙeeW kesâ {sj keâe veneR~ mekee} nw
Gmekeâe pees cegPes ÛeeefnS~ cegPes le}eMe nw leepeer Fef}me
ceeÚ keâe! otmeje keâesF& efkekeâuhe cesjs ef}S Fef}me ceeÚ
veneR nes mekeâlee~’’6

Ùen nw efmeæeLe& cesnlee keâe Ûesnje Skeâ lejheâ ken
‘veefcele heeC[sÙe’ kesâ efhelee keâer ce=lÙeg hej og:Keer nw,
otmejer lejheâ Gmeer ce=le efhelee keâer heg$eer keâe Yeekegkeâlee™heer
efMekeâej keâjves keâe pee} efyeÚe jne nw~ ken Skeâ ceMentj
heâesšes«eeheâj nw pees m$eer kesâ Mejerj keâe efkeefYeVe keâesCeeW mes
lemkeleerj efKebÛekeâj yeepeej ceW Øemlegle keâjlee nw~ Fmeer
lejn keâe Skeâ hee$e ‘hekeej’ nw pees ‘š^s[ ÙetefveÙeve’ mes
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pegÌ[e nw leLee Deeheme ceW PeieÌ[e }ieevee, obies keâjevee
leLee ceejheerš keâjevee Deeefo Fmekeâe keâeÙe& nw- ‘‘hekeej
keâe keânvee Lee- efpeme jespe ßeefcekeâeW keâer meYee ceW heLejeke
ve nes, hegef}me Deßegiewme ve ÚesÌ[s, [b[s ve yejmeeS ken
"erkeâ mes veneR mees heelee~ Gmekeâer efveefMÛele veeRo kesâ ef}S
Dee›eâesMe, Gòespevee yesÛewveer, ceg"YesÌ[ Deeefo }esjer keâe
keâece keâjles nQ~’’7 Fmeer cepeotj keie& mes efvekeâ}e ‘hekeej’
Deheves mkeeLe& kesâ ef}S Deheves ner meceepe Deewj ßeefcekeâ
keie& kesâ yeerÛe oeBke-heWÛe Kes}lee nw~ Deepe keâe ceveg<Ùe
Dehevee mkeeLe& efmeæ keâjves kesâ ef}S keâwmeer-keâwmeer efIeveewveer
njkeâleW keâj mekeâlee nw hekeej kesâ GheÙe&gòeâ keâLeve mes osKee
pee mekeâlee nw~

meeceeefpekeâ ™heeblejCe kesâ ØeMve keâes De}keâe mejekeieer
kesâ GhevÙeeme ‘keâef}-keâLee : keeÙee yeeFheeme’ ceW Yeer
osKee pee mekeâlee nw~ ‘‘YeejleerÙe heefjkesMe kesâ ceneveiejeW
ceW [sefšbie ØeÛe}ve ceW Dee Ûegkeâe nw~ Fbšjvesš keâer
ogefveÙee, ceesyeeF} Deewj yeÌ[s-yeÌ[s Mees-™ceeW ceW mebheke&â-
met$e, heâesve veb. Deeefo Éeje }Ì[kesâ-}ef[ÌkeâÙeeB Skeâ otmejs
mes mebheke&â keâj [sefšbie hej pee jns nQ~ Fme efveÙeefle keâe
mebkesâleelcekeâ Deebkeâ}ve De}keâe mejekeieer ves ‘keâef}-
keâLee : keeÙee yeeFheeme’ ceW efkeâÙee nw~

‘‘Deye peceevee ner Ssmee nw lees yeÛÛes keäÙee keâjs?
DeYeer yeÌ[er }Ì[keâer kesâ }Ì[kesâ keâes Skeâ }Ì[keâer ves
‘[sefšbie’ kesâ ef}S heâesve efkeâÙee Deewj keâne efkeâ Gmeves
heâesve vecyej ‘Deeshes}’ ieeÌ[er kesâ Mees™ce mes ef}Ùee nw~
efkeâMeesj yeeyet mecePeles ner veneR efkeâ DeeefKej Gvekeâe
}Ì[keâe efkeâleves efove ceve ceejkeâj jnlee nw~’’8

Fme GhevÙeeme keâer keâLee ‘efkeâMeesj yeeyet’, ‘Meebleveg’
Deewj ‘Decees}keâ’ kesâ yeerÛe Ietceleer nw FvneR kesâ mebkeeoeW mes
ceejkeeÌ[er meceepe kesâ mebIe<e&, Debleefke&jesOe Deewj Ùegkee heerÌ{er
ceW DeeÙes heefjkele&ve keâes Yeer efoKeeÙee ieÙee nw~ Decees}keâ
Fmekeâes ÛeefjleeLe& keâjlee nw~ Yee<ee keâer Âef<š mes osKee
peeS lees Fme oewj kesâ GhevÙeemeeW ceW yengle efkeefkeOelee
efoKeeÙeer heÌ[leer nw~ ØeeÙe: meYeer GhevÙeemekeâejeW ves Deheves
keâLeevekeâ leLee efke<eÙe kesâ Devegmeej Yee<ee keâe ØeÙeesie

efkeâÙee nw~ Yee<ee Deewj Deefmcelee kesâ Deble:mebyebOe hej yeele
keâjles ngS [e@Ê veecekej efmebn ef}Keles nQ- ‘‘Yee<ee hej
efkeâmeer Yeer yenme keâer Meg®Deele keâjves mes hen}s Ùen peeve
}svee pe®jer nw efkeâ ken Skeâ meeceeefpekeâ kemleg nw~
ceeveefmekeâ mebkeâuhevee kesâ meeLe-meeLe Skeâ meeceeefpekeâ
ÙeLeeLe& Yeer nw, kÙeekeâjefCekeâ FkeâeF& nesves kesâ meeLe-meeLe
ken mebmLeeiele Øeleerkeâ Yeer nw Deewj mecØes<eCe keâe DevÙelece
GhekeâjCe nesves kesâ meeLe-meeLe ken nceejer meeceeefpekeâ
Deefmcelee keâe Skeâ meMeòeâ ceeOÙece Yeer nw~ Fme yeele mes
Fbkeâej veneR efkeâÙee pee mekeâlee efkeâ nj Yee<ee Skeâ efveefMÛele
mecegoeÙe kesâ kÙeefòeâÙeeW keâes Yeekevee, efÛebleve Deewj peerkeve
Âef<š kesâ Oejele} hej Skeâ otmejs kesâ vepeoerkeâ }eleer nw,
Deewj Deeheme ceW peesÌ[leer Deewj yeeBOeleer nw~ Yee<ee keâer Fme
Meefòeâ kesâ menejs kÙeefòeâ keâe ‘ceQ’ mecegoeÙe kesâ ‘nce’ ceW
Dehevee heâw}eke heelee nw~’’9 GhevÙeeme keâer Yee<ee keâe
efkeM}s<eCe DevÙe efkeOeeDeeW keâer leg}vee ceW leefvekeâ cegefMkeâ}
Fmeef}S nw efkeâ ‘GhevÙeeme meeefnlÙe keâer efkeOeeDeeW ceW
mekee&efOekeâ efceefßele efkeOee nw~ GhevÙeeme keâer jÛevee lees
ieÅe ceW nesleer nw, hej MeeÙeo ner keâesF& efkeOee nes efpemekeâer
ØeefkeefOe keâe ØeÙeesie GhevÙeeme ve keâj }slee nes~ ØeyevOe
keâekÙe, veeškeâ, Úesšer keâefkelee, ieerefle-mebmcejCe, jsKeeefÛe$e,
efjheeslee&pe Deeefo keâer ØeefkeefOeÙeeB GhevÙeeme ceW Deemeeveer mes
DevleYe&gòeâ nes peeleer nQ~ Fve ØeefkeefOeÙeeW kesâ Deveg™he
GhevÙeeme keâer Yee<ee Yeer efkeefkeOe ™he «enCe keâjleer Ûe}leer
nw~’’10

efve<keâ<e& :

Dele: GheÙe&gòeâ Gu}sefKele GhevÙeemeeW ceW efÛeef$ele
meeceeefpekeâ ™heeblejCe kesâ mekee}eW kesâ Éeje keâne pee
mekeâlee nw efkeâ Fme meceÙe kegâÚ GhevÙeemekeâejeW ves meceepe
ceW yeo} jner Fme meesÛe keâes efoKeeves keâe meeLe&keâ ØeÙeeme
efkeâÙee nw~ Ùen ØeMve De}ie nw efkeâ Fmekeâe ØeYeeke
GhevÙeemeeW ceW DeYeer keâce efoKeeÙeer heÌ[ jne nw hejvleg
Yeefke<Ùe ceW Fme lejn kesâ ØeMveeW keâes DevÙe GhevÙeemekeâejeW
Éeje efkemleejhetke&keâ efÛeef$ele keâjves keâer mebYeekevee efoKeeF&
os jner nw~
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Introduction :

 The Bhitargaon and Dashavatar
temples are exemplary representation of
this architectural evolution. The Bhitargaon
temple, located in Kanpur district of Uttar
Pradesh, is one of the earliest surviving
Hindu temples. It exemplifies the Gupta
architectural style with its flat roof, square
sanctum and high plinth. The temple’s
simplicity in form is complemented by its
elaborately carved doorway and pillars,
reflecting early experiments with stone
construction techniques. The Deogarh
temple, is also in Lalitpur district of Uttar
Pradesh, showcases the matured phase of
Gupta temple architecture. It is renowned
for its intricate sculptural panels that depict
scenes from Hindu mythology, particularly
those related to God Vishnu. The temple’s
shikhara is an early precursor to the later,
more ornate towers seen in Indian temples.
Together, these temples illustrate the Gupta
era’s contribution to the evolution of Hindu
temple architecture, blending functionality
with artistic expression. They highlighted
the period’s innovative use of stone, develop-

ment of iconography and the integration
of spiritual and artistic elements that have
influenced Indian temple architecture for
centuries.

The Glory of Dashavatar Temple :

 This temple is situated in a place
called Deogarh (240 32‘ North latitude and
780 15‘ East longitude) in Lalitpur district
of Uttar Pradesh. It is a Panchayatan temple
built on a high square platform with red
sandstone in Nagar style under the North
Indian temple architecture style. This temple
is dedicated to Lord Vishnu, one of the
three main gods of Hinduism. The temple
is built on a 12.34 meter square platform,
the height of this platform is about 1.21
meter. There are 3.65 meter long stairs
built around the platform. The sanctum
sanctorum of the temple is about 9 feet
square from inside and 17 feet square from
outside. If the shikhara of this temple had
not fallen, its total height would have been
about 11.27 meter. It is the oldest temple
of its kind among the temples built in the
shikhara style of North India. While the
roofs of other temples of the Gupta period
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are flat, this temple has a pyramidal Shikhara,
which gradually becomes thinner towards
the top. Thus, this temple is the first example
of a temple with a Shikhara. The Shikhara

of this temple has collapsed and the
remaining part of the temple is still safe
due to the efforts of the Archaeological
Survey of India. It is known that there must
have been a chamber above the sanctum
(Garbhagriha) and the Shikhara must
have gradually narrowed and risen
upwards. Probably, Amalakas must have
been used at the corners of the peak and
perhaps there must have been a large
amalaka on top of the peak. This is the
last phase of architecture in the east-facing
and peak-bearing Gupta temples. The
emergence of a Shikhara in the Nagar style
temples of North India is its important
architectural feature. This is why the
famous artist Percy Brown has accepted
that very few Gupta period monuments
can compete with the Deogarh temple in
craftsmanship and elegance. Many
elements of this temple have been adopted
in the architectural plan of later temples1.
The figure of Vishnu seated on Sheshaseen
is engraved on the lintel of the temple and
the Four-armed Narasimha figure is
engraved near sheshaseen Vishnu. On the
upper part of the door branch (Dwarshakha),
the standing figures of Makarvaahini
Ganga on the right and Kurmavaahini Yamuna
on the left are engraved and the depiction
of Dwarpalas on the door pillars and Dwar-
palas and Dwarpalikas is also depicted on
the door pillars. The carving of the figures
of Ganga-Yamuna rivers with their vahanas
on temples started in the Gupta period
which is a symbol of the inseparability of
water and life. The depiction of the ten
avtaras of Vishnu is not found anywhere

on this famous Dashavatara Temple, but
the depiction of Vishnu on the lalalbimba
of the temple and the engraving of figures
related to Vishnu in the huge chariots
(Rathikas) on three sides is undoubtedly a
proof of it being a Vishnu temple. Situated
on a high platform, this temple is very
fragmented. At present, only the Garbhag-

riha and the entrance of Garbhagriha of
the temple are safe. The original sculpture
of the Garbhagriha is missing. This
temple has east-facing entrance to the
Garbhagriha and all three outer walls
have been depicted with sculptures on
them. The sculptures of Nar-Narayan have
depicted in the western wall’s rathika, the
sculptures of Gajendramoksha depicted in
the northern wall’s rathika and the
sculptures of Sheshashayi Vishnu depicted
in the southern wall’s Rathika of the
Garbhagriha.

 Famous artist Kumaraswamy has
written in praise of the architecture and
decoration of this temple-The well-known
Gupta Dasavatara temple at Deogarh near
lalitpur dating about 600, is of stone with
plain walls, except that on three sides there
are recessed sculptured panels, reprerenting
the Gajendramoksha episode, Visnu anan-
tasayin and a scene between two ascetics
and on the fourth a sculptured entrance
with river goddess on the door-jambs. The
basement was decorated with five panels,
representing Ramayana scenes, an almost
unique instance of an arrangement quite
common in java2.

The Most Important Scene of

Dashavatara Temple :

 The Sheshashayi Vishnu sculpture of
Dashavatara temple is a beautiful work of
art of Gupta period. Its interpretation is
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required till date. In this sculpture, four-
armed Vishnu is lying on Shesh-shayya.
Lakshmi sitting in front of Vishnu and she
is pressing his feet. Brahma is seated on a
lotus flower above Vishnu, but the lotus
is not connected to Vishnu’s navel. Brahma
has a deerskin on his shoulder. On one side
of him Kartikeya is seated on his vehicle
peacock and Indra on Airavat and on the
other side Shiva-Parvati are seated on
Nandi. The vahanas of all the gods are
depicted flying. Veerbhadra is also present
behind the Shiva-Parvati.

 On the pedestal of Sheshashayi
Vishnu, there are depictions of five men
and one woman. Rao has described the
female figure as Lakshmi3, but his identi-
fication is not correct because Lakshmi is
pressing the feet of Vishnu. Hence, again,
depicting Lakshmi on the pedestal is not
appropriate. In fact, this figure is of Gada
Devi, the weapon of Vishnu4. On the sides
of Gada Devi, from right to left, there are
figures of Chakra Purush, Shankh Purush
and Khadga Purush respectively. The
statues after Ayudha Purush have been
called Madhu-Kaitabh by Rao5 and Joshi6.
In this context, it is worth considering that
these two statues are not in the form of
demons. Ram and Lakshman are wearing
similar clothes and ornaments in the statue
depicting Surpanakha, found from Deogarh
itself.7 Therefore, apart from the Ayudha
Purushas, these two statues seem to be of
Vishnu’s gatekeepers Jai and Vijay, who
have been depicted as vigilant guards.8

 Joshi has said that the Khadga Purush
is attacking Madhu and Kaitabh with his
sword, but this is not correct. The attack or
preparation to attack by the Khadga Purush
on these figures seems to be mere imagina-

tion, because Madhu and Kaitabh would
also be in a counterattack posture when
the Khadga Purush attacked. Whereas in
these two, the left figure is standing in a
happy posture and his left hand is on the
waist. This situation cannot be of war or
defence. In fact, Jai and Vijay have been
depicted with weapons in alert posture
along with the sword men, these cannot
be Madhu-Kaitabh in any case.9

 It is also worth mentioning in this
context that according to tradition, Madhu
and Kaitabh were killed by Vishnu himself.
In the Bhitargaon clay tablet also Vishnu
has been shown killing Madhu-Kaitabh by
laying them on his thighs.10 Therefore, the
idea of   the sword man preparing to attack
or trying to kill the demons to be killed by
Vishnu himself does not seem appropriate.
Thus, it is clear that in the Sheshashayi
Vishnu idol of the Dashavatara temple in
Deogarh, there is no depiction of Madhu-
Kaitabh with the weapon men, but there
is a depiction of Vishnu’s gatekeepers Jai
and Vijay. From this point of view, this is
probably the first such statue in which
Vishnu’s gatekeepers Jai and Vijay have
been depicted.

The Glory of Bhitargaon Temple :

Bhitargaon brick temple in Uttar
Pradesh, which is located 50 km outside
of Kanpur. The history of Kanpur is not
as old as we think it was established as
Kohna village around 1200 circa. In this
article, we are going to talk about the
Bhitargaon temple. It is the largest temple
of that age to survive for 1570 years or
more. This brick building has a terracotta
panel at the front. It is the largest and oldest
terracotta Hindu shrine still standing with
a roof and a towering Sikhara, having been
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constructed in the 6th century under the
Gupta Empire. The temple faces east and
has a square construction with double-
recessed corners. Over the Garbhagriha,
there is a lofty pyramidal spire. Bhitargaon
was formerly a part of Phulpur, a historic
city. The villagers referred to the temple
simply as Dewal, meaning temple. It is one
of India’s earliest still-standing brick
temples. Cunningham dated it to the seventh
century, but it has since been determined
that it actually dates to the late Gupta era,
or the fifth century. We owe a great obligation
to Sir Alexander Cunningham because he
discovered and saved a significant portion
of India’s constructed legacy. Cunningham
was appointed by Lord Canning in 1861
as the Archaeological Surveyor to the
Government of India. He was in charge
of the excavations in Sanchi in 1841 and
Sarnath in 1837. He was appointed the
first Director General of the Indian
Archaeological Survey in 1871. Following
then, a series of field surveys that are
described in reports started. Cunningham
mentions that his friend Raja Ravi Prasada
provided him information about a brick
temple close to Kanpur that featured
excellent terracotta work in the Report of
the Gangetic Provinces 1875-76 and
1877-78. He made two trips to Bhitargaon
between November 1877 and February
1878. When Cunningham first arrived, the
porch and the Ardha Mandapa, which
eventually fell, were still intact.

When he reached Bhitargaon and saw
the temple he was amazed to see the beauty
engraved on the bricks. Cunningham claims
that the temple is 66 square feet in size,
faces east, and has rounded corners. The
earliest images of it were captured in 1878

by Cunningham’s assistant Beglar, who
captured the modest projecting hall in
front of the door. The sanctum’s entrance
is one of the earliest examples of a semi-
circular doorway use. However, instead of
being built with bricks laid face to face, it
is a corbeled or false arch. The ‘Hindu
arch’ is what Cunningham refers to as. The
author claims that this is unusual for India.
In contrast, a genuine arch has a triangular
keystone and a voussoir that are wedge-
shaped. A real arch can sustain huge
domes, as opposed to the corbeled arch.
The inner sanctum (Garbhagriha) of the
temple is also topped by a tall pyramidal
spire called a Shikhara. The Indian Nagara
temple architecture used this Shikhara as
a defining characteristic. Additionally,
collapsed is the outer semicircular arch
over the entrance stairs. There is only one
left that leads into the sanctum. The
building as it is today was created from
the masonry in 1905, however it was
rebuilt in unrelieved straight vertical lines,
altering its original design. Since there was
no sign of the top’s prior shape, it was kept
intact. A picture must have been in the 15
square foot sanctuary, which has no
windows. The bricks of this temple wrap
up the glorifying history of India. As per
Hindu belief, initially, worship was based
on rituals including Havana (Yagya)
which took place in the open. With the
passage of time, the rituals changed and
temples came up which had flat roofs This
temple at Bhitargaon is important since it
is one of the first few in which we notice
a Shikhar. And it is made up of bricks. In
1877, 1878, Cunningham recorded that
many piles of bricks were found pointing
at the existence of many brick temples. It
is interesting to note that every brick is
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baked in a different mold separately. Every
brick has a different size and design. The
thickness of the temple walls rises up to 8
ft. This temple is around 50 ft. high. These
bricks have braved and survived the
vagaries of time to prove that the brick-
making skill had been perfected around
then. At that time the temple was dilapi-
dated, so the Cunningham requested the
British government for some allowance
but the government denied. The Gupta Era
lasted from 320 A. D. up to 650 A. D., art
that flourished in those times is original
independent Indian Art and has traveled
beyond India.

Bhitargaon Temple is interesting
because Vishnu, Shiv, Parvati, Ganesh,
Krishna, Balram, Buddha, Durga and
Gajalaxmi coexist in its terracotta panels.
Shaiv, Vaishnav and Buddhists found
representation in a single temple. Gupta
Emperors followed Vaishnav belief tradition
but treated all alike. All beliefs finding
representation in this temple represent the
harmony of those times. In 1905 this
temple was reconstructed with the bricks
lying nearby and those brought from Jhijhi
Nag temple. This temple has 28 pillars. The
inner sanctum of the temple (Garbhagriha)
is also topped by a tall pyramidal spire
called a Shikhara. The Indian Nagara
temple architecture used this Shikhara as
a defining characteristic. Some are with
design and some are plain. Mohammad
Zaheer, in his research, has identified 143
terracotta panels. 128 panels are affixed
still on this temple. Some are in museums
and the rest are lost to us. This temple was
not a pilgrim site but a private temple. And
that saved it as legends of the supernatural
kept people away from it. Cunningham

claimed that the temple was probably a
Vishnu temple because of the Varaha
incarnation at the back of the building. But
when Alexander Cunningham arrived and
conducted his survey, residents nearby
realized its importance and pilferage
began. Still much survived which can be
seen today.

Construction period :

There is disagreement among scholars
regarding the construction period of the
Dashavatara temple of Deogarh. Mr. A.
Cunningham accepted the construction
period of this temple to be around 600
AD.19 R.D. Banerjee has considered its
date to be 575 AD.20 Madhoswarup Vats
has given its time as the beginning of the
sixth century.21 According to Kumara-
swamy, the construction of this temple is
accepted to be in the last years of the Gupta
period.22 Vasudev Sharan Agarwal23 and
Prithvi Kumar Agarwal24 have determined
the construction period of this temple to
be the middle of the fifth century. Their
opinion is based on an article, which was
found inscribed on a pillar in the courtyard
of the temple. In reviewing the above opi-
nions, the opinion of one Mr. Cunningham
seems more logical. The temple style with
a shikhara had not developed till the end
of the fifth century. A shikhara is found in
the temple of Deogarh and this temple is
in the sequence of the temple of Bhitargaon.
The date of the temple of Bhitargaon is
considered to be the latter half of the seventh
century. Therefore, the temple of Deogarh
was built around 600 AD.

Conclusion :

 The Bhitargaon Brick Temple and
Dashavatara Temple, two exemplary
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architectural achievements of the Gupta
period, demonstrate the era’s commitment
to excellence in design, craftsmanship and
artistic expression. Through a comparative
study of these temples, this research has
highlighted their unique features, innova-
tions and contributions to the evolution
of Indian temple architecture. The Bhitar-
gaon Brick Temple’s simplicity, durability,
and pioneering use of brick construction
set a precedent for future temple design,
while the Dashavatara Temple’s intricate
carvings, ornate sculptures and pyramidal
shikhara showcased the era’s mastery of
stone craftsmanship. This research has
underscored the Gupta period’s architec-
tural innovations, including the use of new
materials, iconographic developments,
and advancements in construction techni-
ques. The temples’ designs reflect the era’s
cultural, religious and philosophical values,
demonstrating the interconnectedness of
art, architecture and spirituality. The preser-
vation and study of these architectural
treasures are essential for understanding
India’s rich cultural heritage and the evolu-
tion of temple architecture. This research
contributes to the ongoing dialogue on
Indian architectural history, emphasizing
the significance of the Gupta period’s
contributions to the country’s-built legacy.

Ultimately, the Bhitargaon Brick
Temple and Dashavatara Temple stand as
testaments to the ingenuity, creativity, and
perseverance of ancient Indian architects,
artisans, and patrons, inspiring future
generations to appreciate and build upon
this cultural heritage. These temples are
the magnificent example of the region’s
rich cultural and architectural legacy
Gupta era. It stands as the testimony of

the first or we can say one of the earliest
Nagara Style temples, that motivate the
Temple architecture legacy in Northern
India and beyond the region of far East
Asia. This temple structure is singing the
Golden age of Gupta and India, when
civilizations were developing around the
world.
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Introduction :

Oral form of literature has been the
old form literature that is considered as a
forefather of all literatures. Oral tradition
has been the knowledge transporting tool
to pass down the knowledge from one
generation to the other. The scriptures we
possess today about history, culture and
literature are taken from the oral composi-
tions. Epic poetry was a particularly strong
example of oral tradition, with bards and
storytellers memorizing and reciting
extensive passages. The Indian epic
“Ramayana” and the classical Greek epics
like Homer’s “Odyssey” and “Iliad” are
two examples. Usually, these epics narrate
tales of heroism, events from mythology,
or momentous occasions in history. These
tales can be learned by heart and recited
with remarkable talent by the bards or
storytellers who specialize in this type of
oral poetry.

Oral tradition, as a historical source,
serves not only to convey emotions but also

to transmit knowledge, document and
depict diverse social structures and arts.
The majority of oral tradition consists of
folktales that can be categorized into
narratives about divination and hunters’
encounters. Love, intrigue, treachery and
moral lessons are common themes in
myths and mythology, which often take
the shape of tales. Oral tradition may also
serve ideological purposes and be asso-
ciated with specific social groups, cults,
or alliances. It include practices, appella-
tions, expressions of pride, poems (such
as Yoruba Oriki), ritual utterances, epics,
folklores, and various forms of mythology.
(Martin, 2012). By incorporating the
narrative therapy technique and folklore
prompts the students could elicit the exci-
ting fiction. The basic concept of narrative
therapy is that people are “story-tellers”
and that the stories they tell about them-
selves, and that others tell about them,
significantly shape their behavior and
sense of self (Wolter, J. A., DiLollo, A.,
& Apel, K. (2006). 
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Incorporation of oral form in the

creative writing instructions :

The oral tradition of telling stories is
fading away day by day. How could this
oral tradition help in creative writing?
Books, workshops and writing clubs
employ creative writing prompts to provide
writers with topics for their writing. Karjula
says when the page is blank and you are
at a loss for words, they exist. Their best
effort will be directed towards persuading
you that the scene, poem, or story is nearly
complete. Just give it shape and write it
down; the prompt will assist you with this.
Writing can highlight or expound on a
craft-related theme, such as story, character
or rhythm, in creative writing books. The
prompts could be based on explicit or
implicit writing or learning ideas (karjula,
E (2021). As per the researcher karjula
prompts could assist the creative writers
especially the extraction from the oral
tradition and folk tales would bring out
more ideas and themes for a creative writing.
The researcher can give an example from
two successful epics Ramayana and Maha-
bharata that derived from the oral tradition.
These epics’ continued appeal is mainly
due to their capacity to strike a chord with
readers from a wide range of backgrounds.
These epics have multifaceted characters
that exhibit both virtues and shortcomings
that capture the complexity of human
nature. Because of their relatable challenges
and moral quandaries, they are ageless and
important to all ages. These epics have
been repeated, modified, and reinterpreted
in a variety of formats over the ages, making
them accessible to a larger audience. Oral
storytelling, folklore and dramatic re-
enactments are examples of traditional
forms. Through the use of these formats,
the epics have been able to be transmitted

over generations, maintaining their spiri-
tual and cultural legacy. Contemporary
literature has embraced these epics in
addition to traditional retellings, providing
new insights and interpretations. Famous
writers who have contributed to the epics’
modern accessibility include R. K. Narayan,
C. Rajagopalachari and Devdutt Pattanaik.
These retellings distill the core of the epics
into a more concise and readable manner,
frequently emphasizing certain characters,
subplots, or moral precepts.

Religion and spiritual activities in
India have been greatly impacted by both
epics. Millions upon millions of Hindus
revere the characters and lessons conveyed
in these scriptures. Encouraging a sense
of community and strengthening religious
convictions, rituals, prayers, and festivals
related to the epics are observed across
the nation. A moral and ethical foundation
for people and society is offered by the
epics. They give counsel on moral beha-
viour, responsibilities, and the effects of
one’s deeds. Indian society’s ethical frame-
work has been formed by the ideals of
justice, fairness and personal responsibility
that are derived from the depictions of the
laws of karma or cause and effect and
dharma, or righteousness, in these epics.

Social and political values in Indian
society have also been shaped by the epics.
Leadership and governance have been
shaped by ideas such as righteousness,
obligation, and governance that are
explored in these books. Politicians have
cited the epics in their discussions of
ethics, government and social standards,
using them as a source of motivation and
a frame of reference. Indian culture and
society have been greatly influenced by
“The Mahabharata” and “The Ramayana”.
They have impacted political ideas as well
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as artistic, architectural, moral and religious
activities and representations. These epics
are still studied, honoured and cherished
today, and they represent a potent cultural
and spiritual legacy that unites various groups
throughout the Indian subcontinent.

Oral form, Narrative therapy and

writing :

In order to help clients overcome
depression, the practice of narrative
therapy involves having them tell stories
about themselves. Personal narratives are
used to anticipate occurrences, prepare
actions, and help one’s self-orientation in
the world since they help provide meaning
to experiences. (Wolter, J. A., DiLollo, A.,
& Apel, K. (2006). The researcher
suggests that this effective strategy could
be used to bring out creative dimensions
in the creative writing classes and workshops.
The researcher would ask the participants
to write the oral tales and myths which
they have heard from their family
members. The participants should write as
much as they know about it. After that the
participants should find prompts and
themes of the folklore which they have
written. Further they have to structure the
story as a rough draft then to the fair draft.
Karjula says “ The most obviously ethno-
graphic dimension of the prompt is the
way analysis builds up on notes and
observations. The ethnographic process of
data production and analysis, and their
material entanglement, is highlighted in
the prompt instructions” (karjula, E
2021). 

Martin says that “Oral tradition as a
source of history does not only express
emotions but also pass across knowledge,
record and represent the various social
institutions and arts” (Martin, 2012). There-

fore the prompts based on myths and
folklore have a great deal of potential to
inspire wonder and creativity in creative
writing exercises. These writing prompts
are a veritable gold mine of ideas for
authors because they draw from the
diverse tapestry of folktales, mythology,
and historical beliefs. Writers can access
timeless narratives, archetypal characters,
and universal themes that connect with
readers of all ages by delving into folklore
and mythology.

Reimagining a well-known legendary
figure in a modern setting could be the
idea of a folklore or myth prompt, giving
old tales new life. Martin says that The
study of myths or a corpus of myths is
referred to as mythology. The term “myths”
is used in a variety of ways by historians
and academics in related subjects. Myth
refers, very broadly, to any kind of conven-
tional history. The primary protagonists in
myths are typically gods, goddesses or
otherworldly heroes whose tales were
typically told in a holy context. Myths are
frequently supported by authorities and
clergy and have a strong connection to
religion in the society in which they are
recounted. Most people consider a myth
to be a real story from the distant and
recent past. Myths as cultural traditions
are not made up; rather, they are based on
actual experiences. It is a component of
oral traditions that are passed down orally
among many different peoples worldwide
and is deeply ingrained in the people’s
history. (Martin, 2012). One writing exercise
would invite participants to imagine
Medusa’s story unfolding in the present day
and what might happen to her. Alterna-
tively, a prompt can ask authors to conjure
up their own mythological creature,
complete with backstory, traits and place
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in a made-up universe. This practice fosters
the creation of original narrative elements
and world-building abilities in addition to
creativity. Prompts based on myths and
folklore can also be used to encourage
inclusivity in storytelling and examine
cultural variety. Through exploring lesser-
known folktales from other cultures, authors
can provide a voice to marginalized stories
and illuminate divergent viewpoints and
belief systems. These writing challenges
also encourage authors to consider the
deeper significance and symbolism found
in myth and folklore. They promote
introspection and personal development
by encouraging contemplation on
universal topics like love, bravery, destiny,
and the human condition.

Extraction of prompts from the folklore
and mythology genres for the creative
writing practices provides a good of inspi-
ration. The primitive oral compositions
filled with captivating stories, legendary
characters and its profound themes can
ignite the writer’s imagination. The themes
that we extract from these genres create
unique and compelling narratives. Whether
it’s the composition of God, animals or a
magical myth these genres would provide
a wealth of material for creative writing.
The prompts that derived from folklore
and mythology pays a way for the cultural
exploration. By extracting the prompts
from the deep rooted cultures and beliefs
would create attention among the wider
audience and it would take their tradition
from the less noticed to the limelight. In
addition to broadening their knowledge,
authors can develop a greater awareness
and understanding of many societies and
their narratives by exploring the mytho-
logy of various cultures. It offers a chance
to use narrative to honor and appreciate

the diversity and richness of human
civilizations. 

Conclusions :

The blending of narrative theory and
folklore in creative writing instruction
provides a potent and diverse method for
delving into the world of storytelling’s
investigation of the primaeval myth. The
relevance of folklore as a rich source of
cultural legacy and inspiration has been
examined in this research article, along
with how narrative theory offers a frame-
work for comprehending the underlying
patterns and purposes of stories. Creative
writing teaching can facilitate a more
profound comprehension and admiration
of the universal themes and archetypes
that underlie human narrative by drawing
upon the ancient myth. A community’s
collective experiences and beliefs are the
source of folklore, which is a rich source
of narrative material for artistic expression.
Furthermore, folklore storytelling strate-
gies can be examined and dissected via
the lens of narrative theory. Through this
research, authors can learn more about the
elements of a successful tale, including
character development, plot structure, and
symbolism. Writers can craft stories that
deeply connect with readers by fusing
these insights with the authenticity and
cultural resonance of folklore. Further-
more, by recognising and embracing the
voices and viewpoints of many cultures,
the incorporation of folklore and story
theory into creative writing teaching fosters
cultural diversity and inclusivity. It promotes
an awareness of the wide variety of folklore
traditions from throughout the globe and
inspires writers to investigate and cherish
their cultural heritage. A comprehensive
and revolutionary method of storytelling
is provided by the blending of folklore and
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narrative theory in creative writing instru-
ction. It respects the wide variety of
cultural traditions while enabling writers
to access the most fundamental and
universal facets of the human experience.
Writers may enrich the realm of literature
and storytelling by crafting narratives that
engage, resound, and transcend boundaries
by embracing the power of the primeval
myth. 
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DeeÛeeÙe& Yejlecegefve Deewj yelee&sule yeÇsKle keâe jbie-efÛebleve
Øeleerkeâ kegâceej Ùeeoke

MeesOeeLeer&, heerSÛeÊ [erÊ (efnboer)
[e@Ê yeerÊ DeejÊ Decyes[keâj efkeÕeefkeÅee}Ùe, efou}er

YeejleerÙe jbiecebÛe keâer hejcheje yengle hegjeveer nw
DeLee&le cenekeâekÙe keâer lejn veešŸekeâ}e Yeer peeleerÙe
peerkeve kesâ meeceeefpekeâ, meebmke=âeflekeâ Deewj jepeveereflekeâ
mebmkeâejeW keâer efvekee&nkeâ nw~

DeeÛeeÙe& Yejlecegefve kesâ «ebLe keâe veece nQ- ‘veešŸeMeem$e’~
Fme «ebLe ceW FvneWves veeškeâ, ve=lÙe, ve=òe keâes mebkeâef}le
keâjkesâ Gvekeâer kÙeeKÙee keâer nw, pees keâ}e keâe DeeOeej
yevekeâj GYejer~ ‘veešŸeMeem$e’ kesâ ™he ceW Gvekeâe ‘jbie-
efÛebleve’ nce meYeer kesâ meccegKe Deepe Øemlegle nw~ otmejer
lejheâ osKeW- Deepe peye hetke& Deewj heefMÛece keâer meerceeSb
štš Ûegkeâer nw leLee efkeÕe ceeveke keâes ‘Mekeä}’ osves keâe
ØeÙeeme nes jne nw, lees Skeâ veece pees efvekeâ} keâj Deelee
nw, ken ‘yelee&sule yeÇsKle’ keâe nw~ Ùes GVeermekeeR meoer kesâ
veešŸe }sKekeâeW ceW mes Skeâ nw~

yelee&sule yeÇsKle ves yeef}&ve ceW Deheves hegjeves DeefYeveslee
meeefLeÙeeW kesâ meeLe ‘yeef}&vej Svmeeceye}’ mLeeefhele efkeâÙee,
pees veešŸe ØesefceÙeeW kesâ ef}S Deekeâ<e&Ce keâe kesâbõ yeve
ieÙee~

yelee&sule yeÇsKle keâe jbiekeâce& Skeâ DeeF&ves keâer lejn
nw, pees keâ}elcekeâ, veweflekeâlee Deewj jepeveweflekeâ mecemÙeeSB
Deeefo ™he ceW ØeefleOkeefvele neslee nw~ hetkeer& veešŸe hejcheje
keâe Gve hej ienje ØeYeeke nw~ Gvekesâ ieerle, cetkeâ-DeefYeveÙe,
Mew}eryeOÙe mebkeeo, cegKeewšs keâe ØeÙeesie Deeefo Gvekesâ
efmeæeble ‘ceneveešŸe’ keâes Øemlegle keâjles nQ, pees Ieesj
ÙeLeeLe&keeoer jbiecebÛe kesâ efKe}eheâ ceW nw~

ÙeneB hej Ùen mebkesâle keâjvee yengle DeekeMÙekeâ nes
peelee nw efkeâ DeeÛeeÙe& Yejlecegefve keâe jbie-efÛebleve Flevee
kÙeehekeâ nw efkeâ DeYeer Yeer Gvekesâ M}eskeâeW keâes efkeÉeveeW kesâ
Éeje mecePeves keâe ØeÙeeme efkeâÙee pee jne nw, mechetCe&lee
ceW jbie-efÛebleve keâes ÙeneB peevevee mebYeke veneR nw }sefkeâve
nce DeeÛeeÙe& Yejlecegefve kesâ jbie-efÛebleve keâes cegKÙe lelkeeW
kesâ ceeOÙece mes mecePeves keâe ØeÙeeme keâjWies~

DeeÛeeÙe& Yejlecegefve keâe jbie-efÛebleve :

DeeÛeeÙe& Yejlecegefve ves veešŸeMeem$e keâer ÛeÛee& ‘mewleerme
DeOÙeeÙeeW’ ceW keâer nw efpemeceW YeejleerÙe mebmke=âefle Deewj
Fefleneme kesâ jnmÙe efÚhes nw Deewj ÙeneR mes Deeefoce ceeveke
kesâ meYÙelee kesâ meeLe Deepe lekeâ Skeâ efkekeâeme Ùee$ee
Ûe}leer DeeÙeer nw~ DeeÛeeÙe& Yejlecegefve ‘veešŸe’ kesâ meboYe&
ceW keânles nQ efkeâ-

‘ve lel%eeveb ve leefÛÚuhe ve mee efkeÅee ve mee keâ}e~
vee meew Ùeesiees ve lelkeâce& veešŸes[efmceved ÙeVeÂMÙeles~~’1

DeLee&le %eeve keâe keâesF& efMeuhe, keâesF& efkeÅee, keâesF&
keâ}e, keâesF& Ùeesie Deewj keâesF& keâce& Ssmee veneR nw, pees
‘veešŸe’ ceW veneR efoKeeF& oslee nw~

DeeÛeeÙe& Yejlecegefve kesâ jbie-efÛebleve ceW ieeÙeve, ve=lÙe,
DeefYeveÙe leLee jbiekeâce& kesâ heeefjYeeef<ekeâ Meyo ceewpeto nw~
DeeÛeeÙe& Yejlecegefve veešŸe ceW ‘ve=òe’ Deewj ‘ve=lÙe’ keâes
peesÌ[ves nw leLee kes keâejCeeW kesâ meÙeesie mes ‘Deienej’ yeveles
nQ, pees yeeo ceW 32 Deienej meerKeves kesâ keâece DeeÙee~
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GvneWves ve=lÙe kesâ meeLe ieerle keâes efce}ekeâj yeleeÙee
efkeâ Fmekeâe ØeÙeesie keâye Deewj keâwmes keâjvee ÛeeefnS~
efkeot<ekeâ keâes cebÛe hej keâye Deevee ÛeeefnS Deewj efkeâme
Øekeâej veeškeâ kesâ keâLeevekeâ keâer Yetefcekeâe yeebOeveer ÛeeefnS~

DeeÛeeÙe& Yejlecegefve ceeveles nQ efkeâ veešŸe keâe mebyebOe
ceeveefmekeâ Deevebo mes nQ Fmeef}S FvneWves ‘jme’ keâer ÛeÛee&
keâer~ kes mebKÙee ceW jme- ße=bieej, nemÙe, jewõ, keerj,
YeÙeevekeâ, yeerYelme leLee DeÆgle veecekeâ ‘Dee"’ ceevee~
DeeÛeeÙe& Yejlecegefve Deheves «ebLe ‘veešŸeMeem$e’ ceW DeefYeveÙe
efMe#ee keâer Meg™Deele keâjles nQ~ DeefYeveÙe keâes Ûeej
MeeKeeDeeW ceW yeeBše nw– DeeBefiekeâ, keeefÛekeâ, DeeneÙe&,
meeeflkekeâ~ Ùes Fvekesâ ØeÙeesie keâer efkeefOeÙeeb Yeer yeleeles nQ~
Deehe osKeWies efkeâ DeeÛeeÙe& Yejlecegefve keâer veÌpej Fleveer
yeejerkeâ nw efkeâ kes hegleef}ÙeeW leLee he}keâeW keâes Ûe}eves kesâ
meeLe-meeLe DeeBKes kesâ leejs kesâ mebÛee}ve keâer efkeefOeÙeeB Yeer
efkemleej mes jKeles nQ~ DeeÛeeÙe& Yejlecegefve ‘DeefYeveÙe’ kesâ
meboYe& ceW keânles nQ efkeâ ‘DeefYeveslee keâes keekeâd kesâ efke<eÙe ceW
ØeÙelve keâjvee ÛeeefnS, keäÙeeWefkeâ Ùen keekeâd veešŸe keâe
Mejerj keâner ieF& nw~ meejs Meem$e keekeâd mes kÙeehle Deewj
keekeâd mes efveefce&le nw, Fmeef}S keekeâd mes hejs kegâÚ Yeer veneR
nw~ keekeâd meyekeâe keâejCe nw~ Úbo mes jefnle Meyo veneR,
Deewj Meyo mes jefnle Úbo veneR~ Fme Øekeâej oesveeW keâe
mebÙeesie veešŸe keâes Ûecekeâe oslee nw~ Deebefiekeâ, meeeflkekeâ
Deewj DeeneÙe& ~ Ùes keekeäÙeeLe& (jme) keâes ner kÙebefpele
keâjles nw~’2

DeeÛeeÙe& Yejlecegefve DeefYeveÙe met$eeW keâe efme}efme}e
‘mheerÛe’ mes Meg™ keâjles nQ~ hee"Ÿe keâe hee" nesvee ner
‘GÛÛeej’ keâe ØeLece met$e nw Deewj Deheves Deehe ceW meye
kegâÚ nw~

DeefYeveslee kesâ melke keâes }skeâj Yejlecegefve keânles nQ
efkeâ‘veešŸe Øemlegefle ceW melke ceve mes pevce }slee nw,
DeefYeveslee keâe Deheves efÛeòe ceW Skeâe«e neslee melke nw~ ceve
keâer Fme meceeefOe ceW melke keâer efve<heefòe nesleer nw~ Gme
melke keâes jesceebÛe, kewkeCÙe& Deeefo pees Yeeke kesâ Devegmeej
nesves kee}e mkeYeeke nw~ Gmes efÛeòe keâer efkeÛeef}le DekemLee

ceW veneR efkeâÙee pee mekeâlee~ veešŸe }eskeâ mkeYeeke keâe
DevegkeâjCe nw~ DeleŠ FmeceW Yeer melke Dehesef#ele nw~’3

DeeÛeeÙe& Yejlecegefve cebÛe hej efkeMes<e Øekeâej mes mebieerle
Deewj lee} kesâ meeLe Ûe}ves keâer ef›eâÙee keâe veece ‘Ûeejer’
yeleeles nQ Deewj keânles nQ efkeâ keâ}ekeâej cebÛe hej Ûeens
Skeâ heebke ner Ûe}s efkeâbleg Gmekesâ Ûe}ves ceW Skeâ ‘keâ}elcekeâ
meeQoÙe&’ nesvee ÛeeefnS~

DeeÛeeÙe& Yejlecegefve ves ‘Fefleke=òe’ Meyo keâe ØeÙeesie
veešŸeMeem$e ceW efkeâÙee nw, efpemekeâe DeLe& nw– keâLeevekeâ~
Fmeer meboYe& ceW keânles nQ efkeâ keâLee ceW cet} keâLee nesleer nw
efpemes DeeefOekeâeefjkeâ keâLee keâne peelee nw Deewj otmejer
meneÙekeâ efpemes Øeemeefiekeâ keâLee keâne peelee nw, heebÛe
DekemLeeSb, meeLe ner keâLee keâes peesÌ[ves kee}er heebÛe
mebefOeÙeeB nesleer nw Deewj heebÛe DeLe&-Øeke=âefleÙeeB nesleer nw~
DeeÛeeÙe& Yejlecegefve kesMeYet<ee keâes }skeâj keânles nQ efkeâ
DeefYeveslee cebÛe hej nukesâ Deewj vekeâ}er DeeYet<eCe OeejCe
keâjW, leekeâer hee$e keâes yeesPe keâe DevegYeke ve nes Deewj
DeeYet<eCe Kees peeSB lees neefve Yeer ve nes~

DeeÛeeÙe& Yejlecegefve ves m$eer Deewj heg®<e kesâ mebyebOe
hej Yeer ØekeâeMe [e}e nw, GvneWves kewefMekeâ heg™<e kesâ
yeerme iegCe yeleeS~ m$eer Ùeewkeve kesâ heebÛe efkeefYeVe oMeeDeeW
keâe keCe&ve efkeâÙee nw~ efm$eÙeeW keâer Gòecee, ceOÙecee leLee
DeOecee leerve Øeke=âefleÙeeW keâe ceveesefke%eeefvekeâ efkeM}s<eCe
efkeâÙee nw~ DeeÛeeÙe& Yejlecegefve mhe<š leewj mes keânvee
Ûeenles nQ efkeâ veeškeâ kemlegle: veeškeâ veneR ØeÙeesie neslee
nw, GvneWves Deheves «ebLe ‘veešŸeMeem$e’ ceW Deveskeâ mLeeveeW
hej veešŸe-ØeoMe&ve Meyo keâe ØeÙeesie efkeâÙee nw~ DeeÛeeÙe&
Yejlecegefve kesâ jbie-efÛebleve ceW }eskeâ keâes meke&heefj ceevee
ieÙee nw, kes keânles nQ efkeâ -

‘kesoeOÙeelceesheheVe leg MeyoÛÚbommeceefvkeleced~
 }eskeâefmeæb Yekeseflmeæb veešŸe }eskeâelcekeâ leLee~~’4

veeškeâ Ûeens DeOÙeelce mes GlheVe nes Ùee efkeâleves ner
megvoj MeyoeW Deewj ÚboeW mes jÛee ieÙee nes }sefkeâve ken
leYeer meheâ} ceevee peeÙesiee, peye }eskeâ mkeerke=âefle nesiee
keäÙeeWefkeâ veeškeâ }eskeâhejkeâ neslee nw~ ‘veešŸeMeem$e’ ceW
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Deekeâej keâer Âef<š mes jbieMee}e keâes DeeÛeeÙe& Yejlecegefve
ves leerve YeeieeW ceW yeeBše nw- efkeke=â<š (DeeÙeleekeâej),
Ûelegjm$e (keiee&keâej), $Ùem$e (ef$eYegpeekeâej)~

DeeÛeeÙe& Yejlecegefve ves }eskeâOeceer& Deewj veešŸeOeceer&
keâer ÛeÛee& keâer nw, }eskeâOeceer& veešŸeeW ceW }eskeâ keâe Megæ
Deewj mkeeYeeefkekeâ DevegkeâjCe nw Deewj veešŸeOeceer& veešŸe
hejcheje ceW meebkesâeflekeâ efkeefOeÙeeB veešŸeOeceer& nw~ veešŸe
keâer MeÙÙee ‘keeÅe’ keâes ceevee nw, oesveeW keâ}eDeeW kesâ hetCe&
nesves mes veešŸe keâe ØeÙeesie efmeæ neslee nw~ ieerle keâer Ùeespevee
ØeeÙe: m$eer Éeje keâjves kesâ he#e ceW DeeÛeeÙe& Yejlecegefve jns
nQ, kes keânles nQ efkeâ m$eer kesâ ieerle-ieeÙeve ceW ceOegÙe&lee
nesleer nw peyeefkeâ heg™<e DelÙeeefOekeâ ØelÙeve mes Yeer kes
Glevee ceeOegÙe&lee kesâ meeLe mebYeke veneR keâj heeles nQ~

DeeÛeeÙe& Yejlecegefve kesâ ÙeneB ‘jme’ keâe DeLe& nw-
ceve keâes DeÛÚe }ieveskee}e Ùee Ùees keâns efkeâ efkeâmeer
jÛevee ceW efveefnle Gmekeâe meeQoÙe& Deewj Gme meeQoÙe& keâer
DeefYekÙeefòeâ keâer Øeef›eâÙee~ ceeveefmekeâ YetKe keâes efceševes
kee}e ceeOÙece jme nw~ keneR Deehe osKeWies efkeâ jme keâe
veece keäÙeeW ve Deveskeâ Ùegie ceW yeo} peeS, hej Gmekeâe
}eshe veneR nes mekeâlee~ DeeFS, Deye nce yelee&sule yeÇsKle
kesâ ‘ceneveešŸe’ efmeæeble keâes kesâbõ ceW jKekeâj Gvekesâ jbie-
efÛebleve keâes mecePeves keâe ØeÙeeme keâjWies Deewj Ùen osKeWies
efkeâ yeÇsKle kesâ veeškeâ ceW Ssmeer keäÙee Ûeerpe nw, pees Gmes
ØeYeekeMee}er yeveeleer nw ?

yelee&sule yeÇsKle keâe jbie-efÛebleve :

yelee&sule yeÇsKle yeenjer ogefveÙee keâes }skeâj yengle
mepeie nw leLee kes DeefYeveslee keâer Meg™Deele Yeer keneR mes
keâjles nQ GvneWves DeefYevesleeDeeW kesâ ef}S keâ}e ceW ‘heÙe&kes#eCe’
keâer yeele keâner nw efkeâ- ‘heÙe&kes#eCe kesâ ef}S/pe™jer nw
leg}vee~ leg}vee kesâ ef}S/pe™jer nw heÙe&kes#eCe~ heÙe&kes#eCe
kesâ jemles/efce}lee nw %eeve, Deewj pe™jer nw %eeve/heÙe&kes#eCe
kesâ keemles~’5

}sKekeâ Deewj jbiekeâceer& oesveeW ner YetefcekeâeDeeW ceW
yelee&sule yeÇsKle }ieeleej ØeÙeemejle jns nQ Deewj kes ceeveles
nQ efkeâ yeej-yeej leLÙeeW hej ØeMveefÛevn KeÌ[s efkeâS peeS~

efpememes ‘heeršj yeÇgkeâ’ yengle ØeYeeefkele Les Deewj ‘yelee&sule
yeÇsKle’ keâer mejenvee Yeer keâjles nQ~‘yeÇsKle ves pees efkeÛeej
Øemlegle efkeâÙee Lee, ken mecePeoej DeefYeveslee keâe efkeÛeej
Lee, pees Deheves Ùeesieoeve keâes cenòke keâe Debkeâve keâjves ceW
meceLe& nes~ Fme Øekeâej kesâ DeefYeveslee hen}s Yeer jns nQ
Deewj Deepe Yeer nw, pees Fme yeele keâe ieke& keâjles nQ efkeâ
kes jepeveerefle kesâ efke<eÙe ceW kegâÚ veneR peeveles Deewj pees
jbiecebÛe keâes neLeer oeble keâer ceerveej mecePeles nQ~ yeÇsKle keâer
Âef<š ceW Ssmee DeefYeveslee keÙemkeâeW kesâ meeefVeOÙe kesâ ÙeesiÙe
veneR nw~’6 Ùen Yeer meÛe nw efkeâ mleeefvem}ekmkeâer-heæefle
keâe DeefYeveslee Ûeefj$e ceW kÙekenej keâer kÙeeKÙee keâjsiee Ùee
{tb{siee }sefkeâve yeÇsKle DeefYeveslee Fmes heefjefmLeefle ceW le}eMe
keâjsiee~

keâe}& kesyej yeÇsKle kesâ meeLe keâece keâj Ûegkesâ nQ leLee
kes DeefYeveslee mes Fme Øeemebefiekeâlee keâer yeele yeej-yeej
keâjles nQ efkeâ- ‘iesmšdme keâe efveMÛeÙe cegKÙelee Ûeefj$e keâer
efmLeefle Deewj Fefleneme mes nesvee Lee Deewj yeÇsKle ves Deheves
DeefYevesleeDeeW keâes efnoeÙele oer Leer efkeâ kes Deheveer Yetefcekeâe
kesâ keâeÙee&s Deewj ceewefKekeâ hee" ceW Keespes peeves kee}s
efkejesOeeYeemeeW keâes meekeOeeveer hetke&keâ OÙeeve ceW jKekeâj
Fmekeâe efkekeâeme keâjW... Ùen DelÙeble ceeÙekeer yeele }ie
mekeâleer nw, hejvleg hetkee&YÙeemeeW kesâ oewjeve Skeâoce kÙeekeneefjkeâ
Deewj ÙeneB lekeâ efkeâ Kes}-Kes} ceW Fmes neefme} keâj
ef}Ùee peelee Lee ~’7 yeÇsKle keânles nQ efkeâ nce peye
Øemlegefle hej hengBÛeles nQ, leye nceeje GösMÙe neslee nw efkeâ
mechetCe&lee kesâ meeLe mhe<š ™he ceW kÙeòeâ keâjvee, ÙeneB
lekeâ keâer oMe&keâ ve kesâke} Ûeefj$eeW kesâ kÙekenej keâes yeefukeâ
kÙekenej kesâ cet} keâejCe keâes Yeer heÌ{ mekesâ~

meved 1926, vekebyej kesâ Deheves Skeâ }sKe ceW
yeÇsKle keânles nQ efkeâ ‘ceneveešŸe keâer efkeMes<elee nw efkeâ Ùen
oMe&keâ kesâ Yeeke keâes Flevee Deeboesef}le veneR keâjlee nw,
efpelevee Gmekeâer yegefæ keâes~’8 Deehe osKeWies efkeâ yelee&sule
yeÇsKle kesâ veešŸe™he ceW IešveeSb Skeâ efoMee ceW yeÌ{leer
nw, ÂMÙe otmejer efoMee ceW GYejlee nw, Skeâ keâeÙe& mes
otmeje keâeÙe& heâtšlee nw~ yeÇsKle kesâ ceneveešŸe ceW IešveeSB
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kekeâ keâer ieefle mes Ûe}leer nw~ yeÇsKle kesâ ‘ceneveešŸe’ ceW
oMe&keâ keâer Øeefleef›eâÙeeSb osKeves }eÙekeâ nw, pees Gmekesâ
jesceebÛe keâes Devoj lekeâ Yej oslee nw Deewj oMe&keâ keân
G"lee nw efkeâ ‘Dejs ceQves Yeer efyeukegâ} Fme hee$e keâer lejn
cenmetme efkeâÙee Lee~ Ùen lees cesjs ner ceve keâe Yeeke Lee~
efyeukegâ} mkeeYeeefkekeâ~ Ùes YeekeveeSb meoe Ssmeer ner jnWieer~
Fme hee$e keâe ogŠKe cegPes efPePeesÌ[vee nw, keäÙeeWefkeâ Fmemes
yeenj efvekeâ}ves keâe keâesF& jemlee veneR~ Ùen ceneve keâ}e
nw, keäÙeeWefkeâ nj ÛeerÌpe ÙeneB mkeÙebefmeæ nw~ pees hee$e jes
jns nQ, ceQ Gvekesâ meeLe jeslee ntB Deewj pees nbme jns nQ,
Gvekesâ meeLe nBmelee ntB~’9 yeÇsKle Ûeenles nQ efkeâ oMe&keâ
Deheves keâece ceW Fleves ve }erve nes peeSb efkeâ Kego keâes
Yet} peeS Fmeef}S GvneWves Deheves oMe&keâeW keâes veešŸeie=n
ceW efmeiejsš heerves keâer Útš os jKeer Leer efpememes Ssmee
keâjves mes oMe&keâ keâe efoceeie ÛewlevÙe keâer DekemLee ceW
jnlee nw~

yeÇsKle efveÛe}s leyekesâ Deewj meceepe mes oglekeâejs ngS
}esieeW keâes }skeâj Deeies yeÌ{les nQ~ kes mebieerle Deewj Oegve kesâ
meboYe& ceW keânles nQ efkeâ ken efmehe&â meneÙekeâ keâe keâeÙe&
keâjW, ve efkeâ MeyoeW kesâ DeLee&s keâes oyee oW~ ‘mebieerle, Oegve
Deewj Mew}eryeæ DeefYeveÙe keâes ÛeeefnS efkeâ kes MeyoeW kesâ
DeLe& keâes GYeejkeâj hesMe keâjW~’10 yeÇsKle Deheves jbiecebÛe
kesâ ef}S Ssmeer kemlegDeeW keâe ØeÙeesie keâjles Les, pees Fmlescee}
keâj-keâj kesâ efIeme ieF& nes~ ‘pees ÛeerÌpes štšer ngF& nQ,
Fmlescee}Megoe nQ, pees Fvmeeve kesâ meeLe }ie-}iekeâj
efIeme ieF& nQ- cegPes yengle hemebo nQ~ hÙee}s efpevekesâ omles
štš ieS nQ, efkeâkeeÌ[ pees efÛekeâves nes ieS nQ, heerle} kesâ
keâšesjs efpeveceW [ieÛes heÌ[s ngS nQ, efpevnW mewkeâÌ[eW-npeejeW
neLeeW ves ÚgDee nw, pees ‘njpeeF&’ neskeâj ‘ÌKeeme’ nes ieF&
nQ- cegPes Ùes meye ÛeerÌpes hÙeejer nQ~’11 heâšer ngF& Deemleerves
Deewj DevÙe IeeIejs Deeefo keâes yeveeves kesâ ef}S yelee&sule
yeÇsKle kesâ ÙeneB Skeâ heâwkeäšjer Leer~ kes keâheÌ[eW keâes DeÛÚe
yeveeves kesâ yepeeÙe IeefšÙee yeveeves hej Ìpeesj osles Les~

yeÇsKle kesâ veeškeâeW ceW DeefYeveslee oesnje peerkeve ner
veneR peerlee, yeefukeâ leermejs ™he ceW Yeer Øekeâš neslee nw~

DeefYeveslee mee}kesveer keânles nQ efkeâ ‘DeefYeveslee Deheves hee$e
kesâ YeekeceÙe peerkeve ceW yemee ngDee kesâke} nBmelee Deewj
jeslee ner veneR, yeefukeâ Deheveer nbmeer keâer Deekeepe Yeer
megvelee nw Deewj Deheves DeebmegDeeW keâes yenles ngS Yeer
osKelee nw~’12 yeÇsKle Fefleneme keâer IešveeDeeW keâes Ùegie
heefjkele&ve kesâ meeLe, Gmekeâe nesvee mkeYeeefkekeâ yeleeles nQ,
pees efkeâ Gvekesâ veeškeâeW ceW Deveskeâ ÂMÙeeW ceW Ùen yeele
yeej-yeej meeceves Deekeâj KeÌ[er nes peeleer nw~ [Ÿetkeâ kesâ
efKe}eheâ ‘peve-Deevoes}ve’ ceW ieeÙekeâ keân G"lee nw efkeâ
‘Dees ceneMeefòeâ keâer DebOeÂef<š!

kes Ietce jns nQ

Pegkeâer ngF& heer"eW hej Thej pewmes Ietces oskeotle

YeeÌ[s hej }Ì[ves kee}eW hej efkeÕeeme GvnW

efkeÕeeme GvnW

Fleves }byes Dejmes Ûe}leer Deeves kee}er meòee hej

}sefkeâve Ùen yesno }cyee Dejmee Yeer DeeefÌKej Kelce
ngDee keâjlee nw~’13

yeÇsKle ves ‘veneR efkeâvleg...’ kesâ DeYÙeeme kesâ ™he ceW
metÛeer lewÙeej keâer, efpememes oMe&keâ, DeefYeveslee pees keâeÙe&
veneR keâj jne nw, Gmes Yeer mecePe mekesâb DeLee&le Gmes Yeer
Keespeves keâe ØeÙeeme keâjW efkeâ ‘(DeefYeveslee) pees veneR
keâjlee, ken GmeceW Meeefce} nesvee ÛeeefnS, megjef#ele
jnvee ÛeeefnS, pees ken keâjlee nw~ Fme Øekeâej ØelÙeskeâ
keekeäÙe Deewj cegõe efveCe&Ùe kesâ metÛekeâ yeve peeles nQ, Ûeefj$e
}ieeleej Âef<š ceW jnlee nw Deewj Gmekeâer heÌ[lee} nesleer
jnleer nw~ Fme Øeef›eâÙee kesâ ef}S heeefjYeeef<ekeâ Meyoeke}er
nw- ‘veneR ..efkeâvleg’ keâes efveefMÛele keâjvee~’14 yelee&sule
yeÇsKle ceeveles nQ efkeâ hee$eeW keâer DeefYekÙeefòeâ kesâ ef}S cebÛe
hej jesMeveer lespe Skeb leer›e nesveer ÛeeefnS Fmeef}S Gvekeâe
keânvee nw efkeâ ‘TbIeleer ngF& jesMeveer ceW cesjs oMe&keâ TbIeves
}ieWies~ efcem$eer peer~ ÛegbefOeÙeeves kee}er lespe jesMeveer oes
leeefkeâ oMe&keâ peeieles jnW~ Deiej GvnW meheves osKeves nQ
lees Ûecekeâleer ngF& jesMeveer ceW osKeW~ jele kesâ DebOesjs keâes
nceejs peieceieeles ngS }wche Deewj ÛeeBo Deewj Yeer ienje
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keâj mekeâles nQ~ nce Deheves DeefYeveÙe kesâ Éeje [tyeles ngS
efove Deewj Deeleer ngF& jele keâes kÙeòeâ keâjWies~..jesMeveer
lespe keâjes leeefkeâ oMe&keâ nceejs veeškeâ osKeW pees nceves
Gvekesâ ef}S lewÙeej efkeâÙee nw~’15

efve<keâ<e&leŠ keâne pee mekeâlee nw efkeâ DeeÛeeÙe& Yejlecegefve
mes Yeer hen}s veešŸe-hejcheje jner nesieer, efpemekeâe DeeÛeeÙe&
Yejlecegefve ves ‘Meem$eerÙe ™he’ henÛeevee~ DeeÛeeÙe& Yejlecegefve
keâe ‘veešŸeMeem$e’ meke&keâeef}keâ nw Deewj efove-ye-efove
}esie Gmekeâer cenòkelee keâes mecePe jns nQ~ peye lekeâ
ceveg<Ùe Oejleer hej nw, ‘veešŸeMeem$e’ keâes veÙes DeLe& ceW
heeefjYeeef<ekeâ keâjlee jnsiee, peye lekeâ DeeÛeejdÙe Yejlecegefve
keâe jbie-efÛebleve nw, leye lekeâ keâ}e keâes ceveg<Ùe peeveves
keâer Ûes<še keâjsiee, peneB Yeer DeeÛeeÙe& Yejlecegefve keâe jbie-
efÛebleve DeeÙesiee keneb DeefYeveÙe, ve=lÙe, ieeÙeve Deewj
veešŸe nw, keneR ‘jme’ nw~

peneB GVeermekeeR meoer ceW Fymeve, Deem$eeskmkeâer Deewj
ÛesKeke kesâ veešŸe ceW veÙes-veÙes ØeÙeesie nes jns Les~
mševmeesukmkeâer ÙeLeeLe&keeoer efmeæeble mes ÙeLeeLe& ™he ceW
Øemlegle keâjves }ies Les~ }sefkeâve yeÇsKle oMe&keâ keâes meesÛeves
hej cepeyetj keâjles nQ, ken Ûeenles nQ efkeâ oMe&keâ veeškeâ
kesâ oewjeve Yeer veeškeâ hej yeej-yeej cebLeve keâjW~ Gvekeâer
Âef<š veeškeâ keâes }skeâj yengle yeÌ[er nw, kes Skeâ yeÌ[s
Oejele} keâes Øemlegle keâjles nQ~ kes ceevekelee keâer le}eMe
keâjles nQ, Gvekesâ veeškeâeW kesâ hee$e DemeeOeejCe nw, kes
keemleefkekeâ ogefveÙee mes Yeer yeÌ[s nw~

mevoYe& metÛeer :

1. [e@. yeÇpekeu}Ye efceße,Yejle Deewj Gvekeâe veešŸeMeem$e,
vesMeve} heefy}efMebie neGme, he=… meb.-10.

2. ieewlece Ûešpeer&, veešŸeMeem$e: Yeejle kesâ DeefYeveÙe met$e,
jbie-Øemebie heef$ekeâe, he=… meb.-15.

3. ieewlece Ûešpeer&, veešŸeMeem$e: Yeejle kesâ DeefYeveÙe met$e,
jbie-Øemebie heef$ekeâe, he=… meb.-27.

4. [e@. yeÇpekeu}Ye efceße, Yejle Deewj Gvekeâe veešŸeMeem$e,
vesMeve} heefy}efMebie neGme, he=… meb.-38.

5. censMe Deevebo, oskesvõ jepe Debkegâj, jbiecebÛe kesâ efmeæeble,
jepekeâce} ØekeâeMeve, he=… meb.-153. (heeršj Leewcemeve,
DeefYeveÙe ØeefMe#eCe)

6. censMe Deevebo, oskesvõ jepe Debkegâj, jbiecebÛe kesâ efmeæeble,
jepekeâce} ØekeâeMeve, he=… meb.-153. (heeršj Leewcemeve,
DeefYeveÙe ØeefMe#eCe)

7. censMe Deevebo, oskesvõ jepe Debkegâj, jbiecebÛe kesâ efmeæeble,
jepekeâce} ØekeâeMeve, he=… meb.160.(heeršj Leewcemeve,
DeefYeveÙe ØeefMe#eCe)

8. ye}keble ieeieer&, jbiecebÛe, jepekeâce} ØekeâeMeve, he=…
meb.-256.

9. ye}keble ieeieer&, jbiecebÛe, jepekeâce} ØekeâeMeve, he=…
meb.-258

10. ye}keble ieeieer&, jbiecebÛe, jepekeâce} ØekeâeMeve, he=… meb.-260

11. ye}keble ieeieer&, jbiecebÛe, jepekeâce} ØekeâeMeve, he=… meb.-261

12. ye}keble ieeieer&, jbiecebÛe, jepekeâce} ØekeâeMeve, he=…
meb.-262.

13. [e@. Ûevove kegâceej, veešŸe-efkeceMe&, he=… meb. 279.

14. censMe Deevebo, oskesvõ jepe Debkegâj, jbiecebÛe kesâ efmeæeble,
jepekeâce} ØekeâeMeve, he=… meb.157.(heeršj Leewcemeve,
DeefYeveÙe ØeefMe#eCe)

15. [e@. jerleejeveer hee}erkee}, jbiecebÛe: veÙee heefjÂMÙe, ef}efhe
ØekeâeMeve, he=… meb. 64.
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Introduction :

Since the beginning of Hindi cinema,
female characters have often been portrayed
in a patriarchal manner, reinforcing stereo-
types related to gender, body, sex and race.
In romantic Hindi films, women are usually
depicted conforming to traditional beauty
standards and as objects of male desire.
This pressure contributes to sexism and
biases against disabled women in Indian
society. Traditional Hindi cinema often
portrays non-disabled women as caregivers
and homemakers, resulting in the formation
of stereotypes while at the same time margi-
nalising disabled women as confirmed
burdens on their families and unsuitable
for marriage. The objectification of non-
disabled women, on the one hand, nurtures
the societal myth of the asexuality of
women with disabilities, highlighting the
impact of stereotypes. There is a need for
more empathetic portrayals of women
with disabilities in Hindi cinema. Since
2000, Bollywood has shifted towards
more realistic representations of society,
depicting couples with disabilities in love
stories. Notable movies include “Fanaa”
(2006), “Barfi” (2012) and “October”
(2018), while old movies that contributed

to disability theme and inclusion were:
“Satyam Shivam Sundaram” (1978),
“Koshish” (1972), “Sparsh” (1980) and
“Sadma” (1983). These films, including
‘October’, ‘play a crucial role in promoting
empathy and understanding, challenging
societal norms, and fostering a more inclu-
sive society.

Break from conventional Love Story :

The film ‘October,’released in 2018,
is a Hindi movie directed by Shoojit
Sircar. Inspired by real-life events from
newspaper articles, explores the emotional
responses of comatose patients. The film
‘October’ uses its title to symbolize the
transition from summer to winter, repre-
senting the ephemeral nature of life and
the acceptance of universal transition. It
was initially accused of plagiarism that
was later cleared by the Screenwriters
Association due to its inspiration from
actual events. The film comes in a slice-
of-life drama that deals with the mundane
life of two lovers - Shuili and Dan, who
are unaware of each other’s feelings and
their own. Unlike the conventional love
story of a boy chasing a girl, the girl hates
the boy, then the girl loves and chases back
the boy, such kind of traditional plot is not
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followed. Rather, the plot is an experiment
of mundane social reality where the two
characters, Shuili and Dan, are co-interns
of the same hotel doing hotel management.
Love in this film is presented not as a
romantic fantasy with roses and chocolate
but as a journey of self-realisation and a
test of destiny. The narrative showcases a
pure and naive form of love, where
emotions are conveyed implicitly through
gestures and actions instead of explicit
words.

The character Dan expresses his love
through simple sentences and Shuili
responds by silently conveying her emotions
through her eyes. Madhureeta Mukherjee
of Times of India states, “It’s not a story
crafted with heavy doses of dialogues,
romantic ballads or bombastic tropes
common to the genre. The beauty lies in
the simplicity of it all”. October’s film
breaks the stereotypes and conventional
myths of considering a comatose female
person vegetable and asexual here; it
procreates the general interpretation of
disabled women in India who are often
assumed to be ‘vegetable’ and asexual.
Rosemary Thomson states that “while
feminism quite legitimately decries the
sexual objectification of women, disabled
women often encounter what Harlan Hahn
has called “asexual objectification,”
(1997,p.25) the assumption that sexuality
is an unrelated term for disabled people.
This unique love story begins in the
hospital ICU, where a beloved is on a
ventilator. The female character does not
possess the body that is idealised by society,
nor is it sexually objectified. However, the
body is of a paralysed woman who is
termed as a liability in society, but her
lover knows her individual worth and
believes in her unique identity. He is aware

of the fact that her beloved is the possessor
of beautiful heart and mind. It breaks away
from traditional aesthetics, redefining
beauty in a more practical and insightful
manner. It calls for a more inclusive and
empathetic portrayal of society, aiming to
challenge conventional negative norms. In
a renowned work, “The Aesthetic Theory”

(1970), Theodor Adorno states, “Art is the
social antithesis of society” (1970, p.8).
He emphasises that beauty is not inherent
in art itself but lies in the connection
between art and its observer. Above
analysis brings one to the conclusion that
‘October’ bridges the gap of cinema with
marginalised disabled women of India,
creating a connection of beauty between
movie and society.

‘October’ as an appeal to Disability

Studies :

Disability studies scholars and disability
activists emphasise the importance of the
inclusion of individuals with any illness,
impairment, infirmity or disability to
address their needs and requirements,
including their emotional and sexual
needs. There is a societal need to change
perceptions and discussions around indivi-
duals with disabilities who are considered
‘unfit’ and to provide social support to
address their emotional and sexual needs.
If in case any individual has a terminal
illness, like being in a coma, it is often
seen as the end of life. They are excluded
from society and social institutions, where
they believe their quality of life can only
be regulated through medical means. The
doctor and patient discourses objectify a
body, and their social existence as an
identity is terminated. “There is a power
play between the doctor and the disabled
person or the patient, who is ascribed a
clinical label and sought to be normalised
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through preventive or curative medical
technology. Such clinical definitions of
disability also become administrative tags
for controlling disabled people’s access to
financial and other assistance as well as
attaching a stigma to the labelled person
by suggesting a physical imperfection or
deviance from the norm” (Ghosh 2016,
p.3). Disability, impairment, and illness in
Indian connotations are primarily approa-
ched using medical and charity models.
The medical model considers a person
with a disability in need of a cure for being
deficient in some terms. If the person’s
condition is beyond recovery, then a person
could be assisted in dying - which means
a complete exclusion from life. The charity
model believes if a person with a disability
is helped and eased in some manner, the
person will be rewarded by divine powers-
interpreting precisely the need for having
sympathy, which is a negative thrust on a
disabled person’s individuality and identity.
In the words of Rosemary Thomson,
“disability cancels out other qualities,
reducing the complex person to a single
attribute” (1997,p.12).

Disability scholars believe in the
social model, which initiates a need to see
illness and disability from the perspective
of society and how social institutions
contribute to exclusion when they need
reformation to become accessible to
individuals with a disability. It advocates
for viewing disabled person individuality
beyond the tag of disability, infirmity, and
illness that mar their sense of self-identity.
According to Tobin Siebers, “Ability is the
ideological baseline by which humanness
is determined. The lesser the ability, the
lesser the human being” (2008,p.10 ). In
the movie ‘October’, after Shuili becomes
comatose, everyone tends to forget her

sense of identity, and it is only her lover,
Dan, who recognises her as Shuili and is
determined to provide her with the same
amount of happiness and self-esteem that
other non-disabled women could receive.

 The movie, in the character of Shuili,
underscores the importance of acceptance
and recognition of disabled and ill females
who are not only capable of responding
to love but are also capable of loving and
being loved.

‘October’ – A call to inclusion :

Shuli, a calm and intelligent young
woman, works with Dan, who often gets
into arguments with his coworkers. After
she falls from a hotel building and is critically
injured, Dan becomes deeply committed
to caring for her, risking his well-being
and career. His unwavering commitment
to Shuli, despite the challenges, echoes
questions about the importance of people’s
lives and their sense of individuality with
embodied disability in society. The ques-
tioning of the exclusion of terminally ill,
impaired and disabled persons is clamoured
in the voice of Dan. Dan, as a character,
emphasises the life value of Shuili, who
is under constant pressure from her
patriarchial and ableist paternal uncle,
who represents the societal pressure
and demands to unplug the ventilator,
suggesting the futility of her living with
the unconscious condition, believing she
is “vegetable” and “emotionless,” and
consider assisted dying as appropriate for
her, as if she is not a living being, “hogaya

na final, paralysed for whole life…

practical hona tu tumari family na kabhi

sikha hi nhi…agr Shuili apnay app sanch

bhi na lay payay tou yay koi life hai? aisay

hi rakhaygay usko zinda”. It is in the voice
of Dan, her lover, who unfolds the desire
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and question on behalf of Shuli, ‘hnn tou

aisay hi rakhyay… may be she wants to

live..may be kya.. hundred percent, matlab

aur koi kyun decide karay ga uskayliyay…

ussay tou koi pohchay uska decision..wo

kyun marna chahaygi…mujhe nhi laga wo

marna chati hai..” Her lover recognises
her sense of individuality, which society
has abandoned. Believing her mind is as
conscious as her heart; he shows all the
necessary behaviour of a hardcore lover
for his sweetheart, such as :

Pampering her, grooming her by
secretly getting her eyebrows done in the
hospital ICU, bringing her favourite
flowers, understanding her mood swings
amidst her paraplegic condition and
speech impairment, talking with her,
carrying her in a wheelchair to parks,
building a ramp in her house after her
hospital discharge and even getting
jealous and insecure like a true lover if
any hospital staff gazes her beloved Shuli
for unwanted reasons.

Conclusion :

Analysing the film ‘October’ as a piece
of art, it becomes evident that it challenges
societal negative norms and stereotypical
myths, offering fresh insights for inclusion
and sensitisation. ‘October’ creates a
beautiful bond between the characters and
the audience, elevating the movie as an
extraordinary aesthetic contribution to
Indian cinema, especially in Bollywood.
Such empathetic portrayals should be
promoted to improve media literacy,
sensitise society toward addressing
marginalised sections, including disabled
women who are twin-fold marginalised,

and challenge entrenched chauvinistic
social perceptions.
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“There is nothing more daily, sustai-
ned, and socio-politically charged than our
identities. The incontrovertible reality is
that identities are the markers by which
we live. They expose how we are positioned
and perceived in society” (Jackson, 2010).
Whether it is our external or internal
circumstances, every individual is a
constituent of this reality. In this context,
Afterlife: A Novel highlights its significance.

The novel depicts the struggle of Antonia
Vega, an immigrant to the United States
from the Dominican Republic, as she
endures the changed circumstances in her
life. The untimely death of her husband
Sam, the disappearance of her sister Izzy,
and her encounter with an undocumented
pregnant teenager, Estela, have placed her
in a perplexing predicament. Furthermore,
people often expect her to elucidate the
“Dominican colonial intricacies of her
ethnicity” (Alvarez, 13), a task she has
ceased to perform. Antonia struggles to
find the purpose of her existence as she
gets caught in the black hole of loss,
society, culture, and ethnicity.

In this age of advanced globalisation,
where different cultural and social
thoughts on identity are studied, criticised,
and theorised, the process of identifica-

tion, as well as the experiences of living,
involves constant flux and destabilisation.
It is, therefore, quite challenging to reinvent
oneself and live rewardingly with others.
This is because identity traverses beyond
the lens of a theoretical framework, proving
it to be a lived experience. It is here that
the concept of identification becomes
sensible. Considering the psychological
framework, the term identity focuses on
the individual alone, whereas identifica-
tion has a tie that establishes shared values
with the collective. “Identification can be
defined as a relational process rooted in
group collectivities and social structures
by which one ascribes himself or herself
to a social group” (Jackson, 353). It is
intriguing to discover instances of these
crucial formulations seamlessly integrated
into the content of Afterlife : A Novel.

Though the notion of individual, self,
and self-hood existed in different cultures
for ages, it was during the nineteenth and
early twentieth centuries that the concept
of identity developed into the form we
perceive today. The revolution in technology
and radicalization in theoretical discourses
gave new dimensions to the conceptua-
lization of identity. Individuation is
another unique concept in identity studies.
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“Individuation refers to the emergence of
a person’s differentiated identity concern-
ing the larger group of individuals with
whom he or she is situated” (Jackson,
394). The evolution of Antonia Vega and
her journey to achieve some level of
individuation can be considered an
example for many who struggle with
conflicted identities. Antonia’s faith in the
collectivity of existence empowers her to
overcome the traumatic experiences in her
life. After the death of her husband,
Antonia Vega asked herself, “How to
create an afterlife for him” (Alvarez, 3).
The question itself is ironic, given Antonia’s
desperate search for means to establish a
connection with her existence. She tries
to keep to her routines, “walking a narrow
path through the loss” (Alvarez, 4), without
falling prey to the state of depression.

Countless times she brings herself
back from the edge of chaos, assuring
herself that if not for her own sake, then
for others: her three sisters, a few old
aunties, nieces, and nephews. It is here that
she becomes part of the relative process
of staying rooted in group collectivities.
Her notion of collective identity, or the
belief that she belongs to a larger structure,
helps her to contain the damage and to
continue breathing. The Encyclopaedia of

Identity identifies two types of identifica-
tion: intrinsic and extrinsic. Antonia’s
identification with the larger structure to
fight the odds could be considered her
source of extrinsic motivation. Ronald
Jackson defines extrinsic motivation as
“the basis for identification when an
individual identifies with a group because
it has been integrated as part of one’s value
system, an important aspect of an
individual’s sense of self” (Jackson, 2010,
p. 353).

The process of identification is depen-
dent on autonomous choices and existence.
Antonia’s journey to identify with her
present life unfolds on multiple levels.
Initially, she has to come to terms with the
reality of loss. She needs to identify with
the reality of her existence in the after-
math and finally, she has to identify with
the society or community she either believes
in or aspires to belong to.

There are three important components
in sociological theories of identity.
First, in the process of identification,
individual identity and collective
identity are equally important and
“real.” The second component is the
relevance of structures of constraint
and possibility. This component again
stresses that identification is shaped by
external factors. Finally, the third aspect
of identification is the process of
identification from a very specific way
of understanding self, others, social
norms, and institutions, and the
relationship between all of these.
(Jackson, 354)

The relevance of structures of const-
raints is another crucial factor. It is
understandable and sensible to consider
that external factors play a role in the
identification process. The influence of
external factors like society, community,
ethnicity, and family, delays Antonia’s
process of identification with herself. This
is evident when she expresses her concern,
“but even the beauties of language, of words,
rightly chosen, are riddled with who we
are, class and race, and whatever else will
keep us” (Alvarez, 118). She finds it difficult
to solve this riddle. External factors are
apparently what determines everything.
These external factors help her develop
an ascribed identity, in which who she is
and what she does are both determined by
extrinsic factors and prevailing circumstances.
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The third aspect of identification
involves understanding oneself, others,
social norms, and institutions to finally
identify as a unified whole or as part of
the whole. This step in forming a cohesive
identity establishes a sense of belonging
that validates and vitalizes the individual
within the collective framework. The sense
of self as a person, unique and separate
yet part of the collective, motivates the
individual to actively participate within the
system. Antonia’s relationship with social
norms is evident in her thoughts regarding
Estela, her accordance with political
conditions, her renewed passion for
literature, and her integration into the
sisterhood.

She reflects on her experiences and
posits philosophical questions. This
enables her to identify with the larger
structure of which she is a part. “Antonia
has veered from her narrow path. Looked
over the guardrail at the reflection of water
below. As in a dream, faces shift into each
other: Izzy’s, Sam’s, the face of the girl
she is leaving behind, her own. Who is
the most important one?” (Alvarez, 141).
The question of who is more important is
indeed the most challenging one in her
entire teaching career. In the course of her
journey, she finds an answer that
eventually liberates her. 

Individuation refers to the emergence
of a person’s differentiated identity in
relation to the larger group of
individuals with whom he or she is
situated. From an onlooker’s pers-
pective, a person becomes individuated
whenever he or she begins to be
recognized as a unique person within
a larger crowd, not only as a result of
physical location or appearance but
mostly as a result of the person’s
habits, character and personality.
(Jackson, 2010, p. 394)

For Antonia, the first step of individu-
ation occurs when she realizes the primacy
of her existence. She stands out from the
rest of the individuals associated with her
by valuing herself and embracing her
identity. Through her experience, Antonia
acquires a sense of empathy rather than
sympathy for her plight. She becomes
recognized as a radically distinct individual
who boldly stands against all odds. She
believes and firmly reassures herself that
“tomorrow comes.” (Alvarez, 217). Her
individuated self is acknowledged by her
sisters, who love her and Antonia is
regarded in her sociocultural sphere as
well. “Antonia seems more light-hearted
herself, her friend’s comment, relieved.
Everybody likes her resurrection”
(Alvarez, 232).

As explained by Ronald L. Jackson
in the Encyclopedia of Identity, there are
generally three phases that a person will
experience as he or she moves towards
individuation. 

Phase 1 is when a person joins or enters
a group and has his or her individuality
eclipsed by the larger group or society
with which he or she takes part…
Phase 2 occurs as a person is socialized
into, and situated within, the larger
group or society as he or she
internalizes the implicit or explicit
expectations and converts them to
appropriate habits and actions…Phase
3, the achievement of individuation,
takes place as the individual is firmly
established within the organization.
(Jackson, 2010, p. 395)

Antonia’s individuality has been eclipsed
initially. She was considered a committed
wife, a retired professor, and the most
American of her sisters. The larger system
of family, profession, and culture shadowed
the really sensitive Antonia, who found
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solace in quoting literature. The new title
of widow seeks to uncover the veil, come
out into society, and be a part of its ways.
She reaches out and becomes a part of the
sisterhood that she denied herself for a
long time. She grows up to the expectations
of Estela and Mario and ensures their
union. Antonia Vega feels individuated
when she chooses power over the
powerless and decides to embrace change.
“Maybe the time of meaningful synchro-
nicities is over? What happens after the
worst that can happen has happened? After
the final no there comes a yes-?” (Alvarez,
228).

Antonia’s transformation enables her
to stand out from her community. She
recollects “all those moments she was too
busy to help Sam dig up potatoes in the
garden, to come quick to the window and
see an unusual bird that just landed on the
feeder. There will be a lot of these little
kicks at her heart in the days, months,
years to come” (Alvarez, 57). Despite
seeking solace in Sam’s memory and
yearning for his presence, she embraces
silence, enabling her to realise the profun-
dity of silence in her journey towards
healing. She adheres to the insights from
a Japanese repair technique to heal her
broken self. The moment Antonia embraces
her broken self, she promises herself a
vindicated self, an individuated self that
is beautifully contained and repaired.
Though the final stage of individuation is
getting recognised within the organisation,
Antonia can recognise her power within.
Beyond the materialistic, Antonia is
equipped to fight the struggles of life with
her spiritual insights into life. She proves
to be distinct as she changes into a better
social being who is very much aware of
her limitations and potential. The journey

from a depressed self to an individuated
self is truly inspiring. 

Her acclimatisation to the external
realities assists her in developing intrinsic
identification. Individuation could be
defined as the process by which an indi-
vidual stands out within society or community
and begins to be recognised as a unique
person. This uniqueness that can be
projected outwardly has to be developed
from within. Only then does he/she
become part of individuation. Therefore,
it is significant to bring into cognizance
the role of an evolved intrinsic self in the
formation of a differentiated identity as
perceived by society. In this novel, Antonia’s
journey traces her path towards a less
chaotic inner self, which she determinedly
developed. She willingly enters into the
loop of the community and becomes part
of it. She moves forward by internalising
the implicit and explicit characteristics of
her external world to finally be one among
them.

It is a regrettable truth that an individual
is incapable of transforming or controlling
the larger societal structure, the structure
that is powerful enough to ascribe identities
to a person. The continuing pressure to
revise or reinvent identities is a concerning
issue in our contemporary scenario. It is
also essential to recognise the transfor-
mative power of identities and the politics
involved in their transformation in all
variform dimensions. Be it interpersonal
or intrapersonal, race or ethnicity, culture,
or society, one needs to be aware of how
the interplay of different social and political
constructs demands a change in our identity,
eventually embracing uncertainty and an
uncertain identity. Julia Alvarez attempts
to address these issues by subtly making
us aware of the complexity that belies the
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notion of identity and offering a solution
to withstand it by changing our response
rather than being victims. Through critical
scrutiny of Afterlife: A Novel, it is cons-
picuous that Antonia had to conceive the
knowledge of identification and traverse
the path of individuation to vindicate her
real self.
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Music is undeniably the essence of
life, a universal language that resonates
with the soul. It enriches our existence,
infusing moments with emotion, rhythm,
and meaning. However, music’s influence
extends beyond our personal experiences;
it is also the lifeblood of the visuals we
encounter daily. Just as life without music
would be a wasteland, so too would the
screens we watch become dull and lifeless
without the dynamic interplay of music
and sound. Music has the power to
transform ordinary scenes into powerful
storytelling moments, elevating visuals
from mere images to immersive expe-
riences. Whether it is a film’s swelling
score, the TV show’s catchy theme, or the
subtle background music in an adver-
tisement, music breathes life into visuals,
making them memorable and impactful.
In this way, music is not just a companion
to life but also a crucial component of the
visual narratives that shape our under-
standing of the world.

Regarding our distant neighbour,
South Korea, one does not have to talk
about the popularity of Korean pop music
these days. Starting from Seo Taiji and
Boys in the 1990s to the current popularity
and global success of BTS, the Korean

music industry has been growing at an
unprecedented rate. However, this growth
is more than just driven by the K-pop
industry. The significant role that Korean
TV dramas play in this development is
often overlooked.

 Korean TV dramas have become a
powerful tool for popularizing music
bands. A notable example is the group
Monsta X, formed in 2015. Their rise to
international recognition was significantly
boosted by the drama Shopping King

Louie, which featured their track ‘The
Tiger Moth.’ This song, strategically
played at pivotal moments in the series,
piqued the curiosity of Western audiences
and drew them in for future episodes.
Another prime example is the 2010 drama
Secret Garden, which captivated Western
audiences with its soundtrack. The song
‘That Woman’ by Baek Ji Young and ‘That
Man,’ later performed by Hyun Bin,
became incredibly popular, contributing
to the drama’s success and further solidi-
fying the connection between Korean
dramas and the music industry. These
instances highlight how the integration of
compelling music into TV dramas can
significantly amplify a band’s reach and
appeal, both within Korea and inter-
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nationally (Ektha, 20111; “Hyun Bin’s
‘That Man’ Reaches Number 1,” 2011)2.

This paper, in this context looks at the
South Korean TV drama Celebrity, to
emphasize on the importance of not just
the title tracks but also background music
used in the 12 episodic narratives. This
particular drama which is used for this study
is deliberate, as it offers a unique auditory
experience that stands out even to seasoned
viewers who have watched hundreds of
Korean dramas. The music in Celebrity is
not just a supplementary element; it
actively shapes the viewer’s emotional
response, enhances the storytelling, and
creates a distinct atmosphere that sets the
drama apart. This study aims to illustrate
how the careful selection and placement
of music in Celebrity contribute signifi-
cantly to its impact, making it an intriguing
case for analysing the broader role of
music in television dramas.

The first episode kicks off with a catchy
hip beat, interspersed with electronic
rhythms that give it a fresh and energetic
tone. The soundtrack features a mix of
whooshing, whirring, chiming, and, most
notably, the sound of coins jingling, which
immediately grabs the audience’s atten-
tion. It is well known that the sound of
coins jingling is a universally recognizable
trigger that draws attention, even in a
crowded space. Following this, a husky
female voice sings, “come watch me,”
immediately signalling to the audience
that this is likely to be a story of rags to
riches. This is followed by the sound of
jingles and the chiming of a doorbell,
reminiscent of a shop’s entrance, further
enhancing the scene’s atmosphere. Further,
the episode delves into the world of
blogging and internet activities, high-
lighting how photos posted on Instagram

can turn individuals into powerful influ-
encers. The narrative is accompanied by
a curious and fitting soundtrack that aligns
perfectly with Seo A-ri’s words, enhancing
the impact of her message and drawing
the audience deeper into the story.

Suddenly, the background music shifts
with a dramatic sting, signalling a change
in tone and giving the audience a sense of
foreboding, as if they are about to be drawn
into something darker. This subtle yet
powerful musical cue hints at the sinister
underbelly of the celebrity world, preparing
viewers for an exploration of the hidden
challenges and shadows that often accom-
pany fame and success. The music sets the
stage for a deeper dive into the comple-
xities and potential pitfalls of life in the
spotlight.

Throughout the series, Celebrity

employs a variety of background scores
to enhance the narrative. Energetic beats,
often featuring electronic rhythms and hip
elements, are used during scenes of high
intensity or excitement, giving the drama
a modern and edgy vibe. During moments
of curiosity and playfulness, pensive, light
and whimsical music adds a playful touch,
creating a fun and engaging atmosphere.
To introduce suspenseful or dark elements
in the storyline, quick and intense bursts
of music signal sudden shifts in tone,
heightening the tension. For scenes that
reflect sadness or introspection, melancholic
tunes are used to convey the emotional
depth of the characters’ experiences, allowing
the audience to connect with their inner
struggles. The music in Celebrity serves
as an emotional amplifier. At 38:16 into
episode one, the music reveals that Seo
A-ri, who was initially indecisive, has
decided to attend the party. Without the
character verbally expressing her decision,
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the music communicates it to the audience,
effectively conveying her resolve through
sound alone.

 Then comes the title track of the drama,
“Blindness,” sung by Sole. This song serves
as a fitting conclusion to the episode,
perfectly mirroring the tone and atmosphere
that has been built up. The haunting
melody and introspective lyrics not only
resonate with the emotions of the characters
but also leave the audience with a sense
of curiosity and anticipation. The song
subtly hints at the complexities and mysteries
yet to unfold, making viewers eager to find
out what will happen next. It acts as a
bridge between the current episode and
the next, keeping the audience engaged
and invested in the storyline. The choice
of “Blindness” as the title track underscores
the show’s themes, drawing the audience
deeper into its narrative web.

In episode two, the Celebrity back-
ground music (BGM) plays a pivotal role
at 7:02. Up until this point, Seo A-ri has
been belittled and placed at a disadvan-
tage, making her appear vulnerable and
subdued. However, as the BGM kicks in,
there is a noticeable shift in the atmos-
phere. The powerful and assertive tones
of the music underscore A-ri’s determina-
tion as she begins to fight back. The music
does not just accompany her actions; it
amplifies her resolve, giving her stand a
sense of strength and empowerment. This
moment marks a turning point in the
episode, where A-ri reclaims her agency,
and the music plays a crucial role in
highlighting her transformation from a
passive victim to an active force. The
powerful BGM not only enhances the
scene but also inspires the audience to root
for A-ri as she takes control of her situation.
This thought is further reflected in the

audience comments on the various plat-
forms. Since its release a year ago, the title
track “Blindness” has garnered approxi-
mately 632,000 views on a single YouTube
post3, while the Celebrity BGM has
attracted around 485,000 viewers4. These
numbers reflect the strong impact and
popularity of the music associated with the
drama, resonating with a wide audience
and enhancing the overall experience of
the series. These musical tracks have a
powerful ability to stimulate the audience,
evoking a range of emotions that either
lead them to sympathize with the characters
on screen or become emotionally invested
in their journeys. The music serves as an
emotional guide, subtly directing the
viewers’ feelings and deepening their
connection to the narrative. Whether it is
through evoking pity, empathy, or a strong
attachment to the characters, the music
plays a crucial role in shaping the audience’s
experience and engagement with the
drama.

A commenter by the name of
zahedalily 4677 notes, “the background
music kept us glued to it.” Bxycl adds,
“This song gives me goosebumps.” Another
viewer, jimash1672, shares, “The vocals
had such a strong impression on me that
each time I listen to ‘Blindness,’ I fall
deeper, as if in a blissful trance. The song
fits perfectly with the storyline and what
Seo A-ri felt at every step. I’ve been hooked
since day one.” Hopeful_soul111l mentions
that, although they did not initially
understand the lyrics, the song resonated
deeply with them. After checking the
translated lyrics, they said it gave them
goosebumps, adding, “Maybe that’s the
beauty of music-it has no language but
goes straight to our soul.” Regarding the
BGM, alveerahafeez3853 says that it
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increased their heart rate in anticipation
of what would happen next. Btsarmy-
channe14136 comments that the song
carries powerful vibes, while Gabriel
Yankey-ku2kg admits that he eagerly
waits for the track to play in every episode.
For viewers of these dramas, it is not just
the narrative and visuals that captivate
them-it is the background music and OSTs
that truly keep them hooked to each
episode.

The drama uses a mix of different music
genres to enhance the viewer’s experience.
Melancholic piano melodies underscore
scenes of heartbreak and longing, while
pop tracks with catchy hooks highlight the
more glamorous and fast-paced moments
in the world of celebrities. This careful
blend of music not only enriches the
narrative but also deepens the emotional
connection between the audience and the
characters, making each scene more
impactful and memorable. Even during the
initial meeting between Seo A-ri and Han
Joon-kyung, the intense beats draw the
audience further into their story, heighten-
ing the tension and intrigue surrounding
their relationship. Without the music, their
meeting would feel banal and lack the
spark needed to capture the audience’s
interest in their budding romance. The
music adds a layer of excitement and emotion,
making their encounter more engaging
and memorable, ultimately drawing viewers
into the unfolding relationship.

Ultimately, music in K-dramas like
Celebrity serves as a powerful tool that
transcends language barriers and fosters
cultural connections. While it may seem
like a mere background element, its
influence on the audience’s emotional
experience is undeniable. The carefully
crafted soundtracks leave a lasting impre-
ssion, making K-dramas a truly immersive
and unforgettable experience for viewers
worldwide.
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DeeÌpeeoer keâer ueÌ[eF& keâer ØeefleyebefOele ke=âefleÙeeW keâe meeefneflÙekeâ
Dekeueeskeâve Deewj Deepe keâe meboYe&

efkepeÙe ßeerkeemleke [e. ceveespe kegâceej efmebn
mebkeâeÙe meomÙe mebkeâeÙe meomÙe
cenef<e& Ùetefvekeefme&šer Dee@ÌHeâ Fveheâece&sMeve šskeäveesuee@peer, ueKeveT cenef<e& Ùetefvekeefme&šer Dee@ÌHeâ Fveheâece&sMeve šskeäveesuee@peer, ueKeveT

jece kegâceej
MeesOe Úe$e

cenef<e& Ùetefvekeefme&šer Dee@ÌHeâ Fveheâece&sMeve šskeäveesuee@peer, ueKeveT

meòee kesâ efkejesOe ceW mkej keâes keâcepeesj keâjves kesâ
efueS meeefnlÙe keâes ØeefleyebefOele efkeâÙee peelee nw~ Ssmee
yengle yeej ngDee nw, efkeMes<ekeâj Yeejle ceW Deepeeoer keâer
he=…Yetefce ceW efvekeâueves keeueer he$e-heef$ekeâeDeeW keâes Ìpeyle
efkeâÙee ieÙee, mebheeokeâeW keâes efiejheäleej efkeâÙee ieÙee, efjheesšeX
keâes Ìpeyle efkeâÙee ieÙee, Øesme hej Úehes heÌ[s, Øesme kesâ
ceeefuekeâeW keâes Yeer pesue peevee heÌ[e, Gvehej DeeefLe&keâ ob[
ueieeS ieS~ meòeeSB peveevoesueveeW mes [jleer nQ~ keâne
peelee nw leeveeMeen Deewj nlÙeejs oesveeW keâeÙej nesles nQ
Deewj keâesF& Yeer meòee pevelee keâes keâevetve DeLekee efkeâmeer
Øekeâej kesâ otmejs YeÙe keâes me=efpele keâje keâj yejeyej Gmes
keMeerYetle keâjvee Ûeenleer nw, keäÙeeWefkeâ keâesF& Yeer meòee nes,
hetCe& vÙeeÙe keâer Øeefle…e veneR keâj mekeâleer nw~ Gmekeâer
keâeÙe&ØeCeeueer ceW keâneR ve keâneR kÙeefòeâ, meceepe keâer
mkeeOeervelee Deeefo hej DebkegâMe jKeves keâer DeekeMÙekeâlee
heÌ[leer nw~ jÛeveekeâej keâes Fmekeâe ØeeflejesOe keâjvee heÌ[lee
nw Deewj meeefnlÙe keâe pevce ner ØeeflejesOe mes ngDee nw~
ogefveÙee Yej kesâ meeefnlÙe kesâ ØeeogYee&ke kesâ meceÙe keâes osKee
peeS lees Gvekeâe pevce meòee Skeb kÙekemLee kesâ Øeeflekeâej
mes ngDee nw FmeefueS meòeeSB meceÙe-meceÙe hej meeefnlÙe
keâes ØeefleyebefOele keâjleer jner nQ~ (efceße, 2022)

j#eeyebOeve :

ØeeCe keerjeW Yeues ner ner iebkeevee, hej ve jeKeer keâer
Fppele Ieševee,

Ùen pees jeKeer eflejbieer nceejer, keâjleer Fppele Fme
efnvo meejer,

YeeF& Fmekeâes ve njefiepe uepeevee, Ûeens peevee
heÌ[s peueKevee

Ùes Gme ieerle keâer henueer hebefòeâ nw efpemes Deepeeoer
keâer ueÌ[eF& kesâ oewjeve efkeMJeefce$e ves jÛee Lee~ FmeceW Skeâ
yenve Deheves YeeF& mes osMe keâer DeeÌpeeoer keâer ueÌ[eF& keâer
ueepe jKeves keâes keân jner Leer~ Fme ieerle ceW Deefnbmekeâ
Deeboesueve keâer Yeekevee kesâ meeLe, peefueÙeebkeeuee yeeÌie keâer
›eâtjlece efnbmee keâe Yeer efpe›eâ nw~ ieerle ceW mkejepe keâer
Øeeefhle kesâ efueS meYeer osMekeeefmeÙeeW mes Deepeeoer kesâ efueS
j#eeyebOeve keâe heke& je<š^ Øesce keâer Yeekevee kesâ meeLe ceveeves
keâe Deekeenve efkeâÙee ieÙee nw! Fme ieerle keâes Yeer efyeÇleeefveÙee
ngkeâtcele ves peyle keâj efueÙee Lee~ Ùes ieerle je<š^ Øesce
Deewj meebmke=âeflekeâ cetuÙeeW kesâ mecevkeÙe keâe Skeâ GoenjCe
Yeer nw~ ieerle keâer kegâÚ Deieueer hebefòeâÙeeB kegâÚ Fme
Øekeâej nQ
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nce ve Yetues nQ peefueÙeeve keeuee, peneb hes [eÙej
mes DeeÙee heeuee,

hesš kesâ yeue Lee Gmeves jWieeÙee, osMe keâer ueepe ceW
yene DeeÙee,

Deye keâer Ssmee ve DeeÙes peceevee, Ûeens peeves heÌ[s
pesueKeevee~

ieerle mkejepe keâes cebefoj ceevelee nw Deewj ueesieeW mes
Deheerue keâjlee nw efkeâ meejs YeeF& yenve,Ûeens GvnW keâejeieej
ceW peevee heÌ[s Deheves ØeeCeeW keâer Deengefle mkejepe kesâ efueS
os os~

nw mkejepe cebefoj nceeje, peneb hes yew"e nw ieebOeer efmeleeje,

keneb hej hengbÛes nQ, npeejeW YeeF&, Deewj yenvees keâer
Yeer ceebie DeeF&,

Deye lees kener nw meyekeâe ef"keâevee, DeeDees, ÛeueW
meejs pesueKeevee

Deepeeoer kesâ jCeyeekegâjeW kesâ efueS, jeKeer keâer ueepe
Gme osMe keâer Deefmcelee keâer j#ee nw~ hej Fme Deefmcelee keâer
j#ee kesâ efueS Deelcemecceeve Deewj mecehe&Ce oesveeW DeekeMÙekeâ
nw~ ieerle Deb«espeer ngkeâtcele DelÙeeÛeejeW keâes Ùeeo keâjles
ngS, osMe keâer j#ee keâjves keâe mevosMe oslee nw~

Ùeeo jKevee hesMeekej keâer ieesueer, Kesuevee efnvo
ceW kener nesueer,

efpemepes ceeLee TBÛee nes nceeje,Deewj Deepeeo nes
efnvo nceeje,

yeele ve Deheveer veerÛeer keâjvee, Ûeens peeves heÌ[s pesueKeevee,

oef#eCee yeme Ùener nw legcnejer, ueepe jeKeer keâer
jKevee nceejer,

Ûeens [b[s heÌ[s legcekeâes Keevee, hewj njefiepe ve heerÚs nševee,

Ùee lees ieesueer meerves hes Keevee, Ùee efkeâ meerOes
Ûeuees pesueKeevee~

mkeosMeer Deeboesueve :

keerjeW keâer keâce& Yetefce Yeejle ceW Deepeeoer keâer ueÌ[eF&
ves ve kesâkeue meehes#e leewj hej Deefheleg efvejhes#e ™he mes Yeer

ueesieeW keâer Ûeslevee keâes peeie=le keâjves keâe ceneve keâeÙe&
efkeâÙee Lee~ Yeejle keâe mkeleb$elee Deeboesueve kewÛeeefjkeâ
DeeOeej hej yengle ner mece=æ Lee~ DeeÌpeeoer keâer ueÌ[eF&
kesâ oewjeve me=efpele meeefnlÙe Yeer ienve efkeÛeej Deewj oeMe&efvekeâ
efÛebleve mes heefjhetCe& nw~ Deepeeoer keâer ueÌ[eF& kesâ oewjeve
Ssmeer keâF& meeefneflÙekeâ ke=âefleÙeeb Leer efpevekeâes Deb«espeer
ngkegâcele ves Ìpeyle keâj efueÙee Lee~ Fve peyle Megoe lejeveeW
ceW Yeefke<Ùe kesâ Yeejle keâe mehevee Lee~ Deepe peye nce
Deepeeoer keâe Dece=le ceneslmeke cevee jns nQ, lees nceW Fve
ietÌ{ DeLe& efueS ngS ieerleeW keâes efheâj mes Ùeeo keâjves keâer
DeekeMÙekeâlee nw~ Ùes peyleMegoe lejeves, Yeškeâer ngF& veF&
heerÌ{er keâes efoMee Yeer efoKee mekeâles nQ~ Deepe efpeme
peyleMegoe lejeves keâer yeele keâj jns nQ, Gme ieerle kesâ
jÛeefÙelee keâe veece %eele veneR nw, efkeâvleg Ùes ieerle mkeosMeer
Deeboesueve kesâ meceÙe Deb«espeer ngkegâcele ves peyle keâj efueÙee
Lee~ Ùes ieerle mkeosMeer Deeboesueve kesâ oewjeve Skeâ m$eer keâer
DeefYeuee<ee keâes osMe Øesce keâer Yeekevee kesâ meeLe kÙeòeâ
keâjlee nw Deewj Deepeeoer keâer ueÌ[eF& ceW ceefnueeDeeW keâer
cenòeer Yetefcekeâe keâes Yeer mkeerkeâej keâjlee nw~ Fme ieerle keâes
ke<e& 1923 ceW lelkeâeueerve efyeÇefšMe mejkeâej ves peyle
efkeâÙee Lee~ Ùes ieerle ceefnueeDeeW keâer mkeosMeer DeeoeWueve
ceW Yetefcekeâe meeLe efkeosMeer DeeefLe&keâ Mees<eCe keâer Yeer
lemkeerj efoKeelee nw~ Ùes ieerle Ùes Yeer oMee&lee nw, Deepeeoer
keâer ueÌ[eF& keâer heekeve Yeekevee ueeskeâ ieerleeW kesâ ceeOÙece
mes peveceeveme lekeâ hengbÛe jner Leer~

cegPes ieeÌ{e mkeosMeer cebiee oes mepeve, nw heâwueer
keâeefnueer ogefveÙee penebve ceW meejs,

Fmeer KÙeeue mes cesjs KÙeeue nQ veejs, leceece efove
cesje yeskeâej iegpejs nw hÙeejs,

ceQ lees keâeletbieer ÛejKee keâ™bieer Yepeve, cegPes
ieeÌ{e mkeosMeer cebiee oes mepeve~

Fmeer keâer meeefÌ[Ùeeb-Ûeeoj keâceerpe yevekeevee,
Fmeer keâe keâesš-Dees-kegâjlee yeveeDees ceveceevee

Fmeer keâer šesefheÙeeb, DeÛekeâve, jpeeF& yevekeevee
pees megOeejes Ûeenes legce Dehevee keleve, cegPes ieeÌ{e
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mkeosMeer cebiee oes mepeve

®F& keâer keâõ efkeueeÙele ceW ueesie keâjles nQ, Fmeer
kesâ peesj mes ogefveÙee mes keâye kees [jles nQ,

nceejs cegukeâ mes ueskeâj penepe Yejles nQ

nw Ùen vepejeW ceW nukeâer, hew Yeejer kepeve

cegPes ieeÌ{e mkeosMeer cebiee oes mepeve

hetCe& mkejepe Deewj meceepekeeoer keleve :

Deepeeoer kesâ ietÌ{ DeLe& keâes mecePeves kesâ efueS
›eâebeflekeâejer jÛeveekeâejeW kesâ me=peve keâe ietÌ{ DeLe& Yeer
mecePevee DeekeMÙekeâ nw~ Fve jÛeveeDeeW mes Deepe keâer
Ùegkee heerÌ{er keâes mkeb$eleemeb«eebce mesveeefveÙeeW keâer Deštš
osMeYeefòeâ, Yeejle kesâ Øeefle Gvekesâ meheveeW keâes meekeâej
keâjves ceW ØesjCee Deewj ceeie&oMe&ve efceuesiee~ Deepeeoer keâer
ueÌ[eF& ceW peve Ûeslevee peieeves kesâ efueS yengle mes keâefkeÙeeW
ves Deheveer jÛeveeDeeW mes Deb«espeer mejkeâej keâer ÛetueW efnuee
oer Leer~ kegâÚ jÛeveeSB Ssmeer Yeer nQ efpevekesâ me=pevekeâlee&
keâe veece Yeer veneR helee efkeâvleg Ùes jÛeveeSb mkeble$eleemeb«eece
ceW Deefle ueeskeâefØeÙe Leer~ FveceW mes DeefOekeâlej ieerleeW Deewj
lejeveeW keâes Deb«espeer ngkeâtcele ves ØeefleyebefOele keâj efoÙee Lee~
Ùes keâeuepeÙeer jÛeveeSB lelkeâeueerve Yeejle keâer keâewceer Skeâlee
Skeâ ceveesjcee ÂMÙe Yeer efoKeeleer nQ~ Ùes jÛeveeSB efkeefYeVve
efkeÛeejOeejeDeeW kesâ DeeboesueveeW keâe Skeâ kewÛeeefjkeâ Âef<škeâesCe
Yeer Øemlegle keâjleer nQ~ Ssmeer ner Skeâ peyleMegoe lejevee
pees Deb«espeer ngkeâtcele kesâ Ìpeguce Deewj Mees<eCe kesâ efKeueeheâ
hetCe& mkejepe keâer ceebie keâjlee nw, Fmekesâ jÛeveekeâej
ceneve ›eâebeflekeâejer heâerjesÌpegöerve cebmetj'nQ, kes Deepeeoer keâe
nkeâ ceebieles nQ, efkeâvleg kes Fmes YeerKe ceW veneR Ûeenles nQ~
Yeiele efmenb kesâ meceepekeeoer efkeÛeejeW mes ØeYeeefkele Ùes ieerle
keemleke ceW Deepeeoer keâer ueÌ[eF& ceW Skeâ cenòeer Yetefcekeâe
efveYeelee nw~ Ùes ieerle leye efueKee ieÙee peye Yeiele efmebn
Deewj Gvekesâ menÙeesieer pegPee™ pevemebIe<eeX keâer jen hej
Deeies yeÌ{ jns Les, leye je<š^keeoer jepeveerefle keâe Meeble
heeveer yenves ueiee~ lelkeâeue Gòespevee vekebyej 1927 ceW
Skeâ mejkeâejer Iees<eCee mes DeeF& efkeâ Skeâ meke&-MJesle
DeeÙeesie Yeejle Yespee peeSiee pees Ùen efmeheâeefjMe keâjsiee

efkeâ keäÙee osMe Deeies keâer mebkewOeeefvekeâ Øeieefle kesâ efueS
lewÙeej nw Deewj Ùeefo neb, lees efkeâme efoMee ceW~ ßeer
meeFceve keâer DeOÙe#elee keeues Fme DeeÙeesie ceW efkeâmeer Yeer
YeejleerÙe keâes Meeefceue ve efkeâS peeves keâes kÙeehekeâ ™he mes
je<š^erÙe Deheceeve ceevee ieÙee Deewj keâeb«esme, efpeVee kesâ
vesle=lke keeueer cegefmuece ueerie, efnbot cenemeYee Deewj keâF&
DevÙe ueesieeW ves Fmekeâe yeefn<keâej efkeâÙee~ peye 3 heâjkejer
1928 keâes meeFceve keâceerMeve yebyeF& hengbÛee, lees Yeejle
ceW nj peien yeÌ[s hewceeves hej keâeues Peb[s keeues ØeoMe&ve,
efkeMeeue jwefueÙeeB Deewj keâF& DevÙe Øekeâej kesâ efkejesOe
ØeoMe&ve DeeÙeesefpele efkeâS ieS Deewj meYeer ØecegKe MenjeW
Deewj keâmyeeW ceW hetjer lejn mes ceveeÙee ieÙee~ ieerle kesâ
yeesue kegâÚ Fme Øekeâej mes nQ~

ceeBiee henues, Deye ve ceebieWieW, ceiej uesieW pe™j,
nkeäkesâ-Deepeeoer kesâ nce nkeâoej nQ, meeFue (efYeKeejer)
veneR~

efpeboieer Deepeeoieer, Deepeeoieer nw efpeboieer, ceewle
yesnlej nw Deiej Deepeeoer-S-keâeefceue veneR~

keâj ieÙee Ûeš mes lesjer cesnvele keâe mecej
(heâue) mejceeÙeeoej, legPekeâes heâekesâ kesâ efmeke

cepeotj kegâÚ neefmeue veneR~

meesefkeÙele mes nw DeÙeeB Deepeeoer-S-keâeefceue Ùeneb,
ceeue ceeues keâewce nw efceefukeâÙele-keâeefnue veneR

keâeve KeesoW Deewj peceeR peesleW efkeâmeeve Deewj hesMeekej,
Deen nbieeceW -lecelees kegâÚ GvnW neefmeue veneR

peeie S cebmetj, osKees kees efveoe Deeves ueieer, keâewce
keâer oewuele nw oewuele, oewueles-keâeefnue veneR~

Ùes ieerle Yeiele efmebn keâer hetCe& mkejepe keâer ceebie
(Deepeeoer-S- keâeefceue) Deewj meceepekeeoer keleve yeveeves
kesâ Gvekesâ meheves keâes peveceeveme lekeâ hengbÛeeves keâe Skeâ
cenlketCe& keâeÙe& keâjlee nw, MeeÙeo FmeerefueÙes efyeÇleeefveÙee
ngkeâtcele ves Fme ieerle hej ØeefleyebOe ueiee efoÙee Lee~ Deepe
keâer Ùegkee heerÌ{er keâes ceiej Ssmes ›eâebefleOeceer& efkeÛeej DekeMÙe
heÌ{ves ÛeeefnS, Ùes Deleerle ceW jÛes ngS keâeuepeÙeer Meyo,
Yeefke<Ùe ceW nceejs osMe kesâ efueS mkeefCe&ce Oejesnj nQ~
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melÙee«en :

Deb«espeeW kesâ Yeejle ceW hewj peceeves kesâ meeLe ner
YeejleerÙe mebmke=âefle, ØeeÛeerve %eeve Deewj cetuÙeeW hej heeMÛeelÙe
ØeYeeke meeÌHeâ efoKeeF& osves ueiee~ Fme meebmke=âeflekeâ KeeF&
keâes heešves kesâ efueS peeie™keâ ueesie YeejleerÙe pevelee keâes
Ûeslevee mes peeie™keâ keâjves keâe ØeÙeeme keâj jns Les~
hejbhejeiele efÛebleve Deewj heefMÛeceer ØeYeeke kesâ mecevkeÙe mes
je<š^erÙe Ûeslevee keâe {ebÛee lewÙeej ngDee, efpemes meeefnlÙe,
keâuee, jepeveereflekeâ Deewj meeceeefpekeâ megOeej DeeboesueveeW,
Deewj yeewefækeâ mebie"veeW kesâ ceeOÙece mes DeefYekÙeefòeâ efceueer~

yeermekeeR meoer ceW ieebOeerpeer kesâ melÙee«en Deewj DemenÙeesie
Deeboesueve, Deb«espeeW keâer yeye&jlee keâe Øeleerkeâ peefueÙeebkeeuee
yeeie nlÙeekeâeb[, Yeiele efmebn, jepeieg®, Deewj megKeoske
keâer heâebmeer pewmeer IešveeDeeW ves hetjs osMe keâes efnuee efoÙee~
Fve IešveeDeeW kesâ pekeeye ceW, YeejleerÙe meeefnlÙekeâejeW ves
keâefkelee, vepce, iepeue, uesKe Deewj veeškeâeW kesâ ceeOÙece
mes YeejleerÙe Âef<škeâesCe keâes kÙeòeâ efkeâÙee~ FveceW mes keâF&
jÛeveeSb ØeefleyebefOele nes ieFË, efpemekesâ keâejCe Ùes pÙeeoe
heÌ{er veneR ieFË, uesefkeâve ueeskeâ hejbheje kesâ ceeOÙece mes
ieeF& peeleer jneR~

ßegefle Deewj keeefÛekeâ hejbheje Éeje Ùes jÛeveeSb ueeskeâ
Ûeslevee keâes peieeves ceW meheâue jneR~ mejkeâej efkejesOeer
jÛeveeDeeW kesâ me=peve kesâ peesefKeceeW keâes peeveles ngS Yeer
uesKekeâeW Deewj ØekeâeMekeâeW ves Deheves veece Deewj heles kesâ
meeLe jÛeveeSB ØekeâeefMele keâeR, efpemekesâ yeeo kes efiejheäleejer,
hegefueme DelÙeeÛeej, pegcee&vee Deewj peyleer keâe meecevee
keâjles jns~ Fve jÛeveeDeeW ves efyeÇefšMe ngkeâtcele kesâ efueS
YeÙe Deewj DemenveerÙe efmLeefle hewoe keâj oer~ keâÌ[s Øesme
keâevetveeW kesâ lenle Fve jÛeveeDeeW keâes peyle keâj efueÙee peelee
Lee, uesefkeâve kegâÚ ØeefleÙeeb ieghle ™he mes yeÛeer jn ieFË,
pees yeeo ceW Yeejle kesâ efkeefYeVe DeefYeuesKeeieejeW ceW hengbÛeer~

1905 mes 1931-32 lekeâ kesâ jepeveereflekeâ GLeue-
hegLeue hej meyemes DeefOekeâ meeefnlÙe jÛee ieÙee, efpemeves
mkeleb$elee meb«eece ceW cenlkehetCe& Yetefcekeâe efveYeeF&~ 1922
ceW efkeâMeveÛebo pesyee Éeje jefÛele veeškeâ ‘peKceer hebpeeye',

pees peefueÙeebkeeuee yeeie nlÙeekeâeb[ Deewj Gmekesâ heefjCeeceeW
hej DeeOeeefjle Lee, ueenewj mes ØekeâeefMele ngDee~ Gme
meceÙe Yeejle melÙee«en kesâ ceeie& hej Deeies yeÌ{ jne Lee~
veeškeâ keâe kegâÚ DebMe heÌ{keâj Fmekeâer Yeekevee keâes
mecePee pee mekeâlee nw~ Øemlegle ieerle melÙee«en keâer Yeekevee
mes Deesle Øeesle nw~

Deiej Ûeueleer jner ieesueer Ùetb ner efveoe&s<e peeveeW hej,
lees keâewkee Deewj keâyetlej ner jnWies Fve cekeâeveeW hej

efceše [eueWies Fme lejn neefkeâce Deheveer Øepee keâes, ngkeâtcele
keäÙee keâjsieer efheâj ken cejIeš Deewj cemeeveeW hej~

efve<keâ<e& :

YeejleerÙe mkeleb$elee meb«eece kesâ oewjeve efyeÇefšMe Meemeve
Éeje ØeefleyebefOele keâefkeleeDeeW Deewj meeefneflÙekeâ jÛeveeDeeW
ves mkeleb$elee kesâ DeLe& keâes ienjeF& mes kÙeòeâ efkeâÙee~ Ùes
jÛeveeSb kesâkeue meeefnlÙe veneR LeeR, yeefukeâ Skeâ ›eâebeflekeâejer
efkeÛeejOeeje Deewj mkeleb$elee kesâ efueS mecehe&Ce keâe Øeleerkeâ
LeeR~ Fve keâefkeleeDeeW ves meceepe kesâ efkeefYeVe leyekeâeW keâes
Øesefjle efkeâÙee, je<š^ Øesce keâes Øepkeefuele efkeâÙee Deewj
meceepekeeoer, Deefnbmekeâ, Deewj DevÙe kewÛeeefjkeâ DeeboesueveeW
kesâ efkeÛeejeW keâes mhe<š efkeâÙee~ efyeÇefšMe ngkeâtcele Éeje Fve
jÛeveeDeeW hej ØeefleyebOe ueieevee mhe<š ™he mes Fbefiele
keâjlee nw efkeâ Ùes keâefkeleeSb Deewj meeefneflÙekeâ ke=âefleÙeeb
lelkeâeueerve Yeejle keâer meebmke=âeflekeâ Deewj jepeveereflekeâ Ûeslevee
keâes Deekeâej osves ceW efkeâleveer ØeYeekeer LeeR~

Fve jÛeveeDeeW keâe ienve efkeMues<eCe nceW mkeleb$elee
kesâ efkeefYeVe DeeÙeeceeW keâer mecePe Øeoeve keâjlee nw Deewj
Ùen efoKeelee nw efkeâ keâwmes meeefnlÙe peve Ûeslevee keâes
peeie™keâ keâjves Deewj jepeveereflekeâ Skeb meebmke=âeflekeâ DeeboesueveeW
keâe meceLe&ve keâjves keâe ceeOÙece yevee~ mkeleb$elee meb«eece
kesâ oewjeve ØeefleyebefOele meeefnlÙe ve kesâkeue Ssefleneefmekeâ
omleekesÌpe kesâ ™he ceW cenlkehetCe& nw, yeefukeâ Ùen Deepe
keâer heerÌ{er kesâ efueS Yeer Øeemebefiekeâ nw~ Ùen meeefnlÙe Deepe
Yeer nceW Gme peÌpyes Deewj meenme keâer Ùeeo efoueelee nw,
efpemeves Yeejle keâes mkeleb$elee efoueeF&~ FmeefueS, Fve
jÛeveeDeeW keâe DeOÙeÙeve ve kesâkeue Fefleneme keâes mecePeves
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keâe Skeâ ØeÙeeme nw, yeefukeâ kele&ceeve ceW Gvekesâ efkeÛeejeW
Deewj Âef<škeâesCeeW keâes hegve: mLeeefhele keâjves keâe Skeâ
cenlkehetCe& keâoce Yeer nw
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Dudiya, written by Vishwas Patil in
Marathi and translated by Nadeem Khan
is an insightful and realistic account of an
IAS officer’s experience in a Naxal-affected
rural area in Chhattisgarh. Patil relates the
harrowing experience through the character,
Dilip Pawar who spends 76 days in the
Naxal-infested forests of Abujmarh. Patil
writes: “Fact and fiction often turn out to
be two sides of the same coin. Real-life
people and real episodes sometimes appear
as horrifying as fiction.” The titular character
and her life story are vindicating evidence
of this statement and serve as a reminder
that Dudiya represents the many who were
caught in the crossfires of the ‘power strife.’

Dudiya joins the Naxal forces in the
hope of a righteously just life that the
democracy failed to provide her. However,
life in the Naxal camp soon turns out to
be a nightmarish affair that leaves her
disillusioned and hopeless. She goes on
to become a traitor and an enemy of the
Naxals by surrendering herself to the
police and is left to live a life shadowed
by the fear of Naxal bullets. The novel
reveals its fictitious nature through thrilling

encounters, ambushes and the various heroic
stories of the many martyrs who bravely
embraced death at the hands of the Naxals.
An aspect that makes this novel depart
from being factual documentation is the
language that Patil has employed to
recount the events. He has extensively
used nature imagery to portray the tragedy
and tribulations that are meted out to the
characters in the novel.

Apart from the imagery, nature’s
invigorating presence transforms it into an
integral character in the novel. This paper
is an attempt to chronicle the various roles
that nature has portrayed that are crucial
to the plot of the book.

“This then was the green land of
Chhattisgarh that had been painted red

with blood in recent times.” (Patil 9)

 Dudiya is a well-balanced autofiction
set in the deep, almost untraversable forests
of Chhattisgarh guarded by the inaccessible
Abujmarh mountains. Set against the tur-
bulent backdrop of the elections, the novel
throws light on the political paraphernalia
that has engulfed the lives of the common
folk. The terrifying presence of the Naxals
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casts an eerie shadow that darkens the
cloudy skies of Chhattisgarh. Dilip Kumar,
the protagonist, a dutiful civil servant
arrives at the foothills of Abujmarh as the
electoral commissioner with high hopes
of carrying out his duties heroically. He
also garnered the hopes of retreating into
the lap of nature only to discover the dark
secrets that the forests and the mountains
hid within them.

A very striking aspect of the novel is
how the author portrays nature and how
he personifies, symbolises and romanticises
nature. The novel presents ‘nature, to us
in various forms portraying various roles:
as a protector, a leveller, an accomplice, a
victim, a perpetrator, etc. The author detailedly
depicts how the dark foliage shields the
outer world from the violence that inhabits
its deep jungle. The writer uses the
grittiness of nature to amplify the goriness
of human violence.

“I however had been sufficiently
primed up for this adventure by my
years of jungle safaris and my life-long
romance with the Sahyadri range of
mountains…… I cannot deny, there-
fore, that I was quite excited at the

thought of what lay ahead.” (Patil 15)

This quote emphasises the misplaced
illusion that the narrator harboured as part
of his valiant ambition of taking on the
world and its problems. However, as soon
as he sets foot in the “Naxal-afflicted,”
“fear-stricken region in a faraway jungle,”
the gravity of the situation dawns on him.

Nature : The Stealthy Accomplice/A

Silent Witness :

 Naxalism proliferated in the jungles
of Chhattisgarh like unkempt weed in the
monsoon season. The jungle hid them

within its tenebrous hearth and abetted in
their violence by shielding them from the
political eyes of rigid surveillance. The
“serpentine jungle track” carried bloody
trails of the violence reaped in the name
of justice. The obscure leaf-laden tracks
were often strewn with the remnants of
the victims of brutal injustice unleashed
in the name of justice.

“These Naxalites began circulating
through our green jungles like a

storm.”(Patil 81)

In the “Goebbelesque propaganda”
that the Naxals fervently dispensed; the
salvation and sheltering of the forests and
the lakes, was the ammunition that made
them to be “venerated as the messiahs.”
Thus, Nature’ even aided them in formula-
ting their boorish political agendas. “The
knobbly, soot-covered branches” enveloped
the Naxals from the prowling eyes amidst
the diabolical combat outlined in the name
of justice and freedom which are farcical
synonyms for ‘power.’

“God is there any release for us hill
people from the twin assault of the
Naxals on the one side and the police

on the other.” (Patil 128)

The forest presented itself as an eerie
backdrop that silently facilitated the gory
atrocities that left a trail of bloody debris
that remained as a sordid reminder of the
political turmoil that has plagued our demo-
cracy. The shadow of the jungles that once
cast the veil of protection now veiled the
brutalities of injustice.

“There were dense forests of kinjal and
umbar trees on this bank with plenty
of bamboo groves too, making it the
perfect place for staying in hiding for

the entire day.” (Patil 145)
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Nature : A Silent Witness :

“It’s thick, impenetrable forests, the
unending rows of dense-green
mountains one behind the other.”

(Patil 47)

Nature like the people is forced to
silently witness the changes happening
around them just as they are helplessly
devoured by ruthless exploitation. The
passivity of the people is reflected in the
silence of the forests, a silence that is as
dark as the moonless night. Nature in its
susceptibility endeavours to shield its
children from corruptive atrocities and the
dense foliage shields the outer world from
the violence that inhabits its deep jungles.
Nature provides consolation to the fear-
stricken minds and harbours the cathartic
power to reunite the human minds with
the rustic reality of the human conditions.
The author uses pathetic fallacy to
illustrate how nature mirrors the woe and
desperation that has enveloped the lives
of the hapless victims of disorder and
disservice.

“The sky was overcast and the
atmosphere was hazy. The fear that
permeated the region was so strong that
even the sun took care to peep out

cautiously.” (Patil 45)

“He held not merely the Adivasis, but
the trees of the jungle in terror too.”

(Patil 52)

Nature : A Symbolic Entity :

“From the earliest times, everybody
has sung odes to the Adivasis being the

children of the forests.”(Patil 26)

Patil employs nature as a symbol to
accurately capture the pathos in the lives
of the people deprived of the essentialities
of existence. The ubiquitous presence of

nature is purposefully presented to portray
the gravity of the disturbing disaster that
they encounter. The misery that the Adivasis
underwent was a direct consequence of
the greedy plundering of nature and its
resources. The tribals though considered
to be the children of the forests, were
forbidden and banished from their hearths.
The bounty of nature that was to nourish
its children was being mercilessly swindled
by government officials to fill their own
pockets.

“The Adivasis were forbidden from
even gathering firewood from the
jungles for their hearths….With these
new rules having bound them hand and
foot, with entry into their own farms
and jungles prohibited, many began to

starve.” (Patil 27)

The National Parks and the dams
threatened their meagre existence and
drove them away from their homes. They
were uprooted from their dwelling as if
they were piddling weeds that hindered
the squandering that took place in the
name of progress. The savagery wrought
by government officials in the name of
development came at the cost of their
lives.

“On the other side were these foresters
who considered the very presence of
these tribals as encroachment upon the
forest and often burnt down their

hutments.” (Patil 29)

Thus, the excessive abuse of nature
is an allegory for the pitiable powerless-
ness of the tribal lives and their vulnerable
existence under the tyrannical rule of the
government as well as the Naxals. The
tribal women are hunted down and preyed
upon by the equally lewd government
officials and Naxal dadas. Their innocence
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is pilfered by the outsiders just like how
they cleaved into nature’s heart to extract
the riches. The symbolism of nature conti-
nues to present itself in the portrayal of
the innocence of the native people. The
innocence and the beauty of the people
were illustrated using images from nature
- the women with faces “glowing like a
fresh jungle fruit.” (Patil 37) The deep,
dark forests and the impenetrable mountain
ranges symbolises the isolation and the
separation that the tribal people encounter
daily. They are cut off from the outer
worlds of modernism and progress and the
outside world is ignorant of the dark
mysteries that lie rooted in the jungles. The
dense and vast jungles also serve as a shield,
a symbol of protection and a guarding
entity that shelters its children.

“Our happy village of Kauvapani had
grown in the lap of nature. It was in
those hills and mountains that I came
of age. The mountain behind our

hamlet was our father.” (Patil 75)

The Language of Nature :

“When the sun is overhead, its rays
pierce the canopies of the trees and
chase each other under the shadow like
rabbit kittens. The butterflies flutter
hither and thither, going mad to grasp

them in their fists.” (Patil 77)

As mentioned earlier, Patil has exten-
sively used nature imagery to illustrate the
lives of the Adivasis, the politics of the
government, and the tactics of the Naxals.
From a critical perspective, this poetic
language to an extent downplays the
severity of the central issue of the plot.
The romantic picturisation of nature
overspills into the sombre tone that is
demanding for the plot. But on the other
hand, the allegorical portrayal of nature

vindicates the essential bond that the tribal
people have with nature.

 “As the birds of the jungle fly free in
the blue sky, so are we tribals the
children of the soil here. Our ancestors
were the lords of these forests, their
caretakers, and their all-in-all.”

(Patil 113)

 The acute remoteness of the geogra-
phical setting is a suggestive reminder of
the segregation and oppression that has
stamped their lives. The grievous issues
of casteism, systemic oppression, misogyny
and the endless saga of abuse and violence
found voice in the images of nature.

“We tribals were like cattle with
muzzles placed on their snouts.”

(Patil 80)

The language of nature in this
narrative is not just an aesthetic addition
but a poignant presence that reflects the
turmoil and resilience of the people whose
lives are intertwined with the land they
inhabit. Patil’s prose weaves a vivid tapestry
of the natural world, mirroring the inner
lives of his characters, particularly the
protagonist, Dudiya, a young Adivasi girl.
Through the language of nature, Patil
communicates the essence of Dudiya’s
world, where the scent of gunpowder is
as pervasive as the smell of the earth after
rain, and the dense forests of Abujmarh
serve as silent spectators to the unfolding
drama. The novel, through these moments,
offers a compelling look at the human cost
of insurgency and the enduring power of
the human spirit.

Conclusion :

The novel, Dudiya by Vishwas Patil,
presents a vivid portrayal of nature not just
as a backdrop but as a pivotal element in
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the narrative. Set against the tumultuous
landscape of Chhattisgarh during the
insurgency period of the Naxalites, the
novel weaves the natural environment into
the lives of its characters, reflecting the deep
connection between the Adivasi community
and their land. The forests of Chhattisgarh,
with their dense foliage and untamed
wildlife, become a silent witness to the
unfolding drama of Dudiya’s life-a young
Adivasi girl striving for dignity and inde-
pendence amidst the chaos of social and
political upheaval. Her journey is emblematic
of the struggle between the oppressive
forces of the state and the Naxalites, with
nature bearing witness to her trials and
tribulations.

The author’s description of the terrain,
with its daunting mountains and elusive
pathways, mirrors the complex journey of
the protagonist and the Adivasi people,
who are caught in the crossfire of Naxalism
and state policies. Through Patil’s narrative,
nature emerges as a character in its own
right, shaping the destiny of the people
who inhabit it and the conflicts that rage
within it. The novel, therefore, not only
tells a story of human strife but also under-
scores the importance of preserving the
natural heritage that forms an integral part
of the Adivasi identity and culture

The ‘nature’ in this work thus serves
as “an environmental space that is
interwoven with a politics of survival
and struggle, a way of living with and
understanding natural resources, a
dialogue with nature where notions of
existence and difference are played

out.”(Sharma 6)

This interplay between the natural setting
and the human narrative is a testament to
Patil’s skill as a storyteller and his deep

understanding of the land and its people.
The novel has been recognized for its urgent
voice and its depiction of the heartbreaking
reality of the Naxal menace, as well as for
its portrayal of the Adivasi struggle to
maintain dignity and independence in the
face of overwhelming adversity. Dudiya

stands as a significant work of literature,
offering insights into a complex issue
through the lens of a compelling story, told
with a profound sense of place and the
power of the natural world. . Through
Dudiya, Patil explores the exploitation of
the Adivasis and the rise of Naxalism,
offering a window into the dark reality of
India’s Maoist insurgency. Her story is not
just one of survival but also of the search
for identity and purpose in a world where
she is trapped between the administration
and the insurgents.

Dudiya also electively raises the
conundrum of authenticity in Dalit
Literature, that is the question of what
constitutes Dalit Literature. According to
Dalit writers like Sharankumar Limbale,
Dalit writing is a body of work written by
a Dalit writer with a ‘Dalit consciousness.”
From the said perspective, Dudiya falls
short of capturing the rawness of the ‘Dalit
consciousness,’ but through the character
of Dudiya, Patil has portrayed the existen-
tial struggle that stems from a continued
experience of deprivation that has the
magnitude to rip away one’s dignity. The
novel also efficiently presented the tribal
peoples’ strife to discover themselves as
well as their efforts to find a footing in
society.
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Anita Nair was a mastery in story
writing and profound understanding of
human mind and experiences. Through
her writing, she had consistently explored
themes of personal growth, transformation
and provided a mental stability to the
readers through her characters. This study
aims to delve into Anita Nair’s “Eating

Wasps”, examining the ways in which her
characters navigate the complexities of
life, confront their inner struggles, and
emerge stronger and more independent in
thoughts and actions. Positive change and
personal growth was a very important
aspect for each and every human being to
analyse and scrutinise themselves for
better growth in their life. This research
paper explores how the journey of her
characters serve as a reflection of the
people’s own struggles and triumphs, and
how Anita Nair’s writing offers a powerful
tool for self-reflection and transformation.
The main focus of this research paper was
to discover the inner strength and ability
to transform the powers in a positive way.
Also this paper takes Anita Nair’s work
for strengthening the concept of personal
growth through positive change.

“Eating Wasps” was a novel which
comprises many challenges and traumas.
These traumas were portrayed to enhance
the personal growth and development of
the character at the end of the novels.
Anita Nair was an prolific writer who
exposed all the hidden traumas and provi-
ded a mental stability to the characters.
She not only provided stability to the
characters but also mental stability to the
readers. In the present situation, the minds
of the people get shattered due to several
reasons and technological development.
So these issues were also concentrated by
Anita Nair in her work Eating Wasps to
provide awareness to the people and to
safeguard their mind in a positive way.
According to Psychology the mind of the
person was prioritised because if the mind
was stable then there would be stability
in all the works.

Objectives :

To Enhance the mind and mental
health

To Analyse the theme of personal
growth
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To Explore the role of social and
cultural context

To Identify key factors driving change

To Investigate the portrayal of gender
roles and identity

To Examine the impact of personal
growth on relationships

To Evaluate the effectiveness of
Nair’s narrative techniques

Discussion :

Positive change and growth was very
crucial nowadays because in society there
were many negative happenings around
people. It was important to find the ability
and strength of human potential to
overcome those adversities. So writers like
Anita Nair, Manju Kapur, Preeti Shenoy,
Bharati Mukerjee, Anita Desai etc… were
laid focus on approaching life in a positive
way. This research paper throws light on
the work “Eating Wasps” by Anita Nair
which has many trauma hidden inside the
novel and those were explicitly evident in
this research paper. Positive growth was
more important in present society no one
was going to push anyone for positive
growth. It could only be done by self moti-
vation. The motivation should be positive
so that the people following should also
get the exact motivation. This notion of
expanding consciousness and the willing-
ness to confront and reconcile one’s past
and present selves was a good remark of
the transformative experience. In Eating

Wasps, the protagonist’s journeys were
marked by profound moments of epiphany
and self-revelation, which serve as
catalysts for their personal growth. (Wade,
1998, p. 15)

Sreelakshmi was the protagonist of
this novel but she was the silent narrator

and passive of this story. She was a ghost
narrator in this novel. This was the beauty
of the writer Anita Nair to give a ghost
writer as a key element and this elevated
the plot. Markos was the boyfriend of
Sreelakshmi and he was the one who
found out the right hand index finger of
Sreelakshmi. So this index finger pointed
out many incidents which were hidden in
society. People would use their index
finger to point out others for happiness as
well as to indicate fault. In that Irony, Anita
Nair expressed her views about the society
through the finger of Sreelakshmi.

“He pressed her against his lips. He
asked her to give many kisses the next
day. Now Megha understood his
intention. Megha bite his hand the next
day until she tasted blood in her mouth
and escaped from him. Suraj
complained that Megha bit the man in
the truck as he tried to stop the fight of
Megha with a girl. Her father asked
Megha to apologise to the girl she
fought with and with the truck keeper.
They asked her to travel in the truck
the day after; her mom would take her
to school from the next day. Megha
asked Sorry to Prem, Anita Nair
completed Megha’s episode” (Sumathi
& Poonkodi Shrri, 2020, p. 37)

Megha was a six years old small girl
travelling to school in the truck with all
the other children. She was fond of care
and love towards others in her family.
Likewise she started to long for care
outside the world also and she was not
aware of the problem behind these
attachments. While travelling in the truck
she got a chance to talk with the truck
assistant and he was not good in character.
Though she was psychologically imbalan-
ced towards the lack of attention and care,
she was also aware of the improper way
of looking. Finally she understood the
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good and bad care in the society. She
finally got psychological stability in her
mind. This type of instability was caused
due to the psychological imbalance.

Najma was another powerful character
in the novel Eating Wasps. She was very
bold in her actions and behaviour. She was
approached by Imtiaz for a marriage
proposal and she rejected him with her
mother’s words that she deserved more
than him. This brought anguish towards
Najma and he attacked her with acid so
that she could not live with that face in
the world. But she was very strong in her
mind and she overcame all the traumas.
She also lived a happy life ahead. This
research paper also focuses on the positive
aspects of the mind and its personal
growth. Like the character Najma, every
person should be brave and strong to face
the traumas in their life. This was the main
motto of Positive Psychology to nurture
the mind in a positive way.

Najma, doesn’t need to hide her face
inside the burkha even though it looks
ugly with the acid attack. Her courage
to face the world with her new face is
remarkable. Najma’s character shows
her psychological sickness how she
became the reason for the boy to treat
him. (Sumathi & Poonkodi Shrri,

2020, p. 40)

Personal growth and transformation
both were powerful elements in life
because for each and every transformation
people need personal growth in a positive
way. Approaching life in a good way and
overcoming adversities was also a major
role in transformation. In the novel Eating

Wasps, Anita Nair had brought forth many
characters who were traumatised by the
male victim and also the mental breakage

due to lack of stability. Sreelakshmi was
the protagonist and ghost narrator and she
explored all the traumas through her right
index finger after her death. This showed
the uniqueness of Anita Nair that she brought
a paradox that usually the index finger was
represented to point out someone or some-
thing and she infused this with her writing
to bring out the societal issues through the
character Sreelakshmi. Trauma and healing
were also considered as major aspects that
included Psychology. In Eating Wasps,

Characters like Megha and Najma were
traumatised by the mind but they both
overcame positive aspects of healing
themselves and bang with a new positive
spirit.

Research Outcomes :

One of the most impactful develop-
ments in a difficult life was the process of
transformation that occurs as a result of
facing and overcoming hardship. Thus,
this change provided a pathway to the field
of positive psychology. The fragmented
mental state was challenged with the task
of understanding the positive aspects in
the face of hardship. Positive Psychology
focuses on the growth of the mind and the
beneficial impacts of positive thinking.
This positivism facilitated the process of
self-discovery for individuals, enabling
them to recognize and use their inherent
potential and capabilities. Positive Psy-
chology also had a significant influence
by challenging society conventions and
emphasising the quest of a life of good-
ness. The impact of trauma and healing
acted as a medicine for the affected psyche.
The development of personal growth was
necessary because when the psyche was
shattered then transformation would only
be the major path of success and growth.
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Conclusion :

“Though her initial reaction was to flee
the situation, she eventually confronts
her problems, and her final decision
to resist her enterprises and leave the
unhealthy relationship is a strong
confession of her female suffering. As
a result, both of these womanish
narrators draw attention to the societal
pressures put on women by marriage,
family, and society and they success-
fully negotiate with patriarchy by
making their suffering, desire and
immorality public.” (Nagarajan &
Ezhil Mary, 2022, p. 25)

Anita Nair’s novel “Eating Wasps”

was a captivating examination of the
human experience that delved into the
complex journeys of its diverse ensemble
of characters as they navigate the
complexities of personal development and
transformation. The core of this story
revolved around the timeless theme of
personal growth, as each person faces the
obstacles and victories that mould their
changing identity. The pressure felt in the
mind due to the change of women’s suffe-
rings in terms of societal issues, marriage
issues and familial bond. These affect the

characters and make them lose their mind
and strength. To bring up the positive
feelings in the mind of characters Anita
Nair has brought in the concepts like
trauma and healing inside her works. This
research paper aimed to elucidate how
Anita Nair’s work illustrated the transfor-
mative power of self-discovery, the role
of interpersonal relationships in fostering
personal change and the broader socio-
cultural implications of the characters’
journeys through a multifaceted analysis
of the novel’s central narratives.
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Introduction :

Bhaarat initiated educational reforms
in 2020 with the declaration of National
Education Policy. There were reforms
introduced like recommendation of new
pedagogical approaches, structural stream-
lining, and more. It is the recommendation
of storytelling as a method to be used in
the teaching in school education is of
importance here. This recommendation
resonates with an ageless tradition that has
its roots in vedic era and in the modern
discourse of experiential learning and
moral, ethical and value education. Here
discussed, is the tradition of storytelling
and performing arts with its importance
and impact across various global cultures
and across the length and breadth of
Bhaarat.

The Emphasis :

National Education Policy 2020 has
introduced some changes in school educa-
tion after which the National Curriculum
Framework for Early Childhood Care and
Education (NCFECCE) was developed by
the NCERT and released nationwide on
20th October 2022. In this curriculum
framework, it is mentioned approximately
135 times how stories in different forms
and stages in a child’s developmental

journey, play important roles along with
other components like music, sports,
dance, theater, etc. the quotes speak for
themselves; Children enjoy learning
through conversations, stories, and poems.
This helps them build on their natural
sense of curiosity and develop deeper
thinking skills and values especially when
they are encouraged to reflect, predict,
question, and hypothesize (NCFECCE,
pg.43, point 1.4.3). Local stories, songs,
food, clothes, art, music, and dances
should be an integral part of the learning
experiences of children in school
(NCFECCE, pg.45, 1.5.2).

Global Roots of Storytelling :

Storytelling, like in Bhaarat, also finds
its uses and importance in the diverse
cultures such as West Africa where griots
who are troubadour- historians traveling
to places preserving the culture and oral
histories. The Jews, practice the tradition
of seder (Passover), where the elders
narrate the story of the Exodus after which
four of the youngest children can ask a
question. This serves as a recalling and
celebration of the freeing of the Jewish
people from Egyptian slavery. Ireland has
Seanchai- the story-keepers, going places,
reciting ancient lores and tales of Irish
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wisdom. Native American Choctaw tribe
finds use of storytelling for educating their
young and preserving native history,
interestingly, they also used animal chara-
cters in stories. There is also a ‘Chahta hihla’
dance which is a social dance to bring tribe
members together for bonding.

Storytelling of Bhaarat :

Gujarati and Rajasthani Bardic

Traditions :

Milton Singer in his anthropological
study published as a book entitled,
Traditional India: Structure and Change,
presents the account of the tribe named
Chaarans, Vahivanchaa Baarots, and the
Bhaats of Gujarat who provided with the
first hand information about the bardic
Sampradayas would transmit stories,
perform ballads, compose poetry and through
these, transmit and preserve knowledge of
history, lineage and genealogy. A more
detailed form of the art and longer poem
form termed as raso (famous example is
Prithviraj Raso by Chand Bardai) uses
modulations and gestures. Braj Bhaasha,
a dialect of Hindi, was used by the Bhaats
in composition of their poetry. Chaarans
tribe specifically crafted a dialect in western
rajasthani influence known as Dingal for
composing poetry and other storytelling.

Andhra Pradesh and Telangana :

Here, Telaka or Mutharasi tribe people,
also called Shaarada Kandru, usually
perform burra-katha, an oral storytelling
using a group of performers who present
narrative style stories with a hollow stringed
instrument for making it a complete
performance. This storytelling was so
powerful-in educating the masses and
spreading moral, ethics, ideas, activism-
it had to be banned during British, French
and Nizam rule here so that the awareness

in masses and activism does not create
problems for the oppressors.

Dance-Dramas :

Pandavani (Stories and Songs of the
Pāndavas) is famous in Chhattisgarh,
Madhya Pradesh and Orissa. Yakshagaana
is an oral style of dance-drama that has
evolved into a semi-classical performance
art is famous in Karnataka  and,
Kūdiyattam and Nangiar koothu are
dance-drama traditions found in Kerala,
Kathakali is also found here and interes-
tingly, it has a glove puppet counterpart
named as Pavakathakali. Therukoothu (or
Koothu) is a tradition in Tamil Nadu. This
form is believed to have evolved from
early Bhaaratiya performance styles that
were the predecessors of other performing
arts such as Mudiyettu, Kathakali,
Theyyam, Yakshagaana, Bhuta. The
Andhra version of storytelling by shadow
puppetry contains leather puppets and this
art is called Tolu Bommalata. This artform
even traveled to the afar shores of Java
islands and became an art form known as
Wayang. On the other hand, the
storytelling puppetry in the state of
Karnataka is termed as Togalu
Gombeyaata. The roots of the Killekyata
(tribe who are the traditional performers
of this art) are traced back to present-day
region of southern Maharashtra, from
where these groups of artists are said to
have migrated to Karnataka, Andhra
Pradesh and Tamil Nadu. These are just a
few examples and we are not even talking
about the Kathaa, Harikathaa, Daayro,
Pravachan, Vyakhyan and Aakhyaan
traditions.

These Performing arts often draw
from Bhaaratiya Classical Literature, here
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are some such works starting from Maha-
bharata, Ramayan, Shrimad Bhagavad
Gita, to Vikramorvasiyam, Abhijnana-
sakuntalam, Malavikagnimitra by Kalidasa;

Svapnavasavadatta, Urubhanga by Bhaasa

to episodes from Kathasaritsagara by
Somadeva. This is what is meant by NEP
2020 on recommending “engaging teaching
mechanisms” in school education.

What does Research say?

Isik, M (2016) finds that storytelling
helps children to develop a better
psychological and physical well being and
facilitates imitation learning, increasing
vocabulary and other learning related
skills. Tapio et. al. (2011) finds that using
drama as a training resource for teacher
trainees increases the creativity among
teaching skills of the teachers and improves
student interest towards topics of discussion
in the classroom. Kröger & Nupponen,
(2019) find after reviewing over 40 sources
like journals, books etc. that puppetry can
be used in the classroom for generating
communication, supporting positive class-
room climate and changing attitudes. Keogh
et al. (2012) found that teachers observed
puppets provide a means to introduce real-
world problems that children encounter in
their daily lives, making it easier for them
to relate to both the issue and the puppet.
They highlighted the importance of the
teacher adopting a non-judgemental stance,
allowing children to take primary respon-
sibility for resolving the problem. Candela
et al., (2013) found that dancing can lead
children to better awareness about their
body about the strength and energy that
they possess and an improved sense of
body language communication with peers
and various other kinesthetic concepts.

Conclusion :

In conclusion, Storytelling, a method
that dates back to the Vedic era, plays a
crucial role in fostering curiosity, deep
thinking, and value education in young
learners. The emphasis of NEP 2020 on
these methods has revitalized interest in
using cultural and engaging methods like
performing arts to impart knowledge, with
stories being a central component and with
a backing of research based works. This
not only helps preserve and transmit the
rich cultural narratives of India but also
connects young learners to their heritage.
The revival of storytelling traditions across
India, supported by governmental and
non-governmental efforts, underscores its
significance in shaping well-rounded
individuals.
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Amritsar, one of the most significant
cities in Punjab, India, has a rich history
that extends beyond its religious and
cultural importance. Founded in 1577 by
Guru Ram Das, the fourth Sikh Guru,
Amritsar quickly became a spiritual center
with the construction of the Harmandir
Sahib (Golden Temple), which continues
to be the holiest site in Sikhism. However,
the city’s influence was not limited to
religion; it also evolved into a vibrant cul-
tural and artistic hub. Amritsar’s strategic
location near the Grand Trunk Road
facilitated trade and cultural exchanges,
which played a vital role in nurturing
various forms of art, including painting,
music and crafts. Over the centuries,
Amritsar emerged as a cradle of artistic
expression, preserving traditional Punjabi
arts while also embracing new ideas and
techniques.

Colonial Influence :

The advent of British colonial rule in
the 19th century brought significant changes
to the cultural and artistic landscape of
Punjab. The British, recognizing the impor-
tance of art and craft in Indian society,
sought to regulate and influence these

practices to suit their economic and cultural
agenda. In Amritsar, as in other parts of
India, the British established art schools
and workshops as part of their colonial
policy. These institutions were aimed at
both preserving traditional Indian crafts
and introducing Western artistic techni-
ques. The colonial period thus marked a
complex phase in Punjab’s artistic history,
where traditional forms of art were
simultaneously preserved, modified and
challenged by new colonial influences.
The impact of this period is evident in the
blending of indigenous and Western styles
in the art produced in Amritsar during this
time.

Research Objective :

This paper aims to explore the
development of art schools and workshops
in Amritsar during the colonial period,
focusing on how these institutions contri-
buted to the city’s emergence as an artistic
hub. By examining the historical context,
the curriculum of these art schools, and
the socio-cultural impact of the workshops,
the study seeks to understand the role of
colonial influence in shaping the artistic
practices in Amritsar. The paper will also
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highlight the contributions of key figures
and institutions in the preservation and
evolution of art in the region, providing
insights into the lasting legacy of these
developments in contemporary times.

Literature Review :

Historical Context :

The region of Punjab has a rich artistic
heritage that dates back to pre-colonial
times. The art forms in Punjab were deeply
rooted in its cultural and religious practices,
often reflecting the agrarian lifestyle, spiri-
tual beliefs and social customs of the
people. Traditional Punjabi art included
folk music, dance and visual arts like
Phulkari (a form of embroidery), which
were expressions of the region’s vibrant
cultural identity (Grewal, 1990). The city
of Amritsar, known primarily for its religious
significance due to the Harmandir Sahib
(Golden Temple), also served as a nurtu-
ring ground for these artistic traditions.
The establishment of the city by Guru Ram
Das in the 16th century marked the
beginning of Amritsar’s association with
the arts, as the Sikh Gurus promoted music
and painting as a means of spiritual
expression (Singh, 2008).

Colonial Impact on Arts :

The advent of British colonialism in
the 19th century brought significant
changes to the art and cultural landscape
of Punjab. British policies aimed at restruc-
turing local education systems had a
profound impact on art education and
practices in the region. The colonial
administration introduced Western-style
art education, which emphasized realism
and academic techniques over traditional
methods. This shift is extensively discussed
in the literature, highlighting how these
policies led to the marginalization of indi-

genous art forms and practices (Mehrotra,
2002). Moreover, the establishment of art
schools in Punjab, modeled after European
institutions, further entrenched Western
artistic ideals, leading to a decline in the
local artistic heritage (Mitter, 1994).

Amritsar as an Artistic Hub :

Despite the colonial disruption, Amritsar
gradually emerged as a significant center
for the arts in Punjab. Several studies have
documented this transformation, empha-
sizing the role of local patronage and the
resilience of traditional artists in adapting
to new artistic influences. The city’s status
as a religious and cultural hub attracted
artists from various disciplines, contri-
buting to a vibrant artistic community
(Narang, 2010). Historical accounts also
underscore the influence of the Sikh Gurus
in fostering an environment where the arts
could thrive, particularly in the realms of
music and painting (Mann, 2001). This
period saw the blending of traditional and
colonial artistic elements, resulting in a
unique cultural synthesis that continues to
define Amritsar’s artistic identity.

Development of Art Schools in Amritsar:

Early Art Institutions :

The establishment of art schools in
Amritsar began in the late 19th and early
20th centuries, during the British colonial
period. These institutions were part of the
broader colonial educational reforms that
sought to introduce Western art forms and
techniques into the Indian subcontinent.
One of the first notable art institutions was
the Mayo School of Arts in Lahore, which
served as a model for subsequent art
schools in Amritsar. The Amritsar School
of Arts, founded in the early 20th century,
was among the first art schools established
in the city. Its mission was to provide
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formal art education that combined
traditional Indian art forms with the
Western academic style, reflecting the dual
influences of local culture and colonial
pedagogy (Mitter, 1994; Mehrotra, 2002).

Curriculum and Training :

The curriculum at these early art
institutions was designed to balance the
preservation of traditional Indian arts, such
as miniature painting and folk art, with
the introduction of Western techniques
that were being promoted by the British
colonial administration. Courses often
included studies in drawing, painting,
sculpture, and decorative arts, with an
emphasis on realism and perspective,
which were central to Western art training.
However, these schools also offered inst-
ruction in indigenous art forms, although
often relegated to a secondary status
within the curriculum. The integration of
these two distinct artistic traditions created
a unique educational environment where
students were exposed to a wide range of
artistic styles and techniques (Mitter,
1994; Singh, 2014).

Notable Figures :

Several prominent artists and educators
emerged from the early art institutions in
Amritsar, contributing significantly to the
development of art in the region. Notable
figures include Bhai Ram Singh, a distin-
guished artist and educator who was
instrumental in blending traditional Sikh
art with Western techniques. His work and
teaching methods greatly influenced the
next generation of artists in Punjab (Mitter,
1994). Another key figure was Sobha
Singh, an artist renowned for his portraits
of Sikh Gurus and historical figures, who
also played a significant role as a teacher,
inspiring many students with his mastery
of both traditional and Western styles

(Singh, 2014). The contributions of these
individuals and others like them helped
establish Amritsar as a vital center for art
education in Punjab.

Workshops and Guilds :

Traditional Workshops :

In pre-colonial Punjab, particularly in
Amritsar, traditional artisan workshops
known as karkhanas played a crucial role
in the production and preservation of
indigenous arts and crafts. These workshops
were often family-run enterprises, where
skills were passed down through generations,
maintaining the continuity of traditional
art forms such as Phulkari embroidery,
woodwork, and miniature painting (Singh,
2014). The karkhanas served not only as
production centers but also as informal
training grounds for artisans, who honed
their craft under the mentorship of master
artisans. With the establishment of formal
art schools in the colonial period, there
was a significant interaction between these
traditional workshops and the new educa-
tional institutions. While art schools intro-
duced Western artistic techniques and
academic rigor, the karkhanas provided
students and teachers with practical
insights into traditional methods. This
interaction led to a fusion of styles and
techniques, although the traditional work-
shops often found themselves marginalized
in the broader educational framework
(Mitter, 1994).

Colonial Workshops :

During the colonial period, the British
administration established new workshops
under their patronage to promote the
production of arts and crafts that catered
to both local and international markets.
These colonial workshops were often
affiliated with art schools and were part
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of the broader agenda of promoting
Western aesthetics while exploiting local
craftsmanship. The influence of these
workshops on local arts was significant;
they introduced new materials, tools, and
techniques that altered traditional practices.
Moreover, the products of these workshops
were often tailored to meet the tastes of
British patrons and international consumers,
leading to a shift in the focus of local
artisans from traditional, community-
based production to market-oriented
goods (Mitter, 1994). This shift not only
impacted the nature of the arts produced
but also had a profound effect on the
identity and cultural significance of the
works (Mehrotra, 2002).

Artisan Community :

The socio-economic status of artisans
in Amritsar was deeply intertwined with
the dynamics of both traditional karkhanas

and colonial workshops. Traditionally,
artisans held a respected position within
the community, their livelihoods sustained
by local patronage and the production of
culturally significant items. However, the
introduction of colonial workshops and
the shift towards market-driven production
significantly altered their economic condi-
tions. Many artisans were compelled to
adapt to the demands of the colonial
economy, often at the cost of traditional
practices and social standing (Singh,
2014). The new workshops provided
employment but often under less favorable
conditions, with artisans losing control
over the creative aspects of their work.
This led to a decline in the socio-economic
status of artisans as they became more
dependent on the colonial administration
and market forces, rather than on their
traditional roles within the community
(Mehrotra, 2002).

Socio-Cultural Impact :

Cultural Preservation :

The art schools and workshops estab-
lished in Amritsar during the colonial and
post-colonial periods played a significant
role in preserving Punjab’s cultural heritage.
These institutions served as custodians of
traditional art forms, such as Phulkari
embroidery, Sikh miniature painting, and
woodcraft, which were integral to the
region’s cultural identity. By incorporating
traditional techniques and motifs into their
curricula, these schools ensured that the
knowledge and skills of local crafts were
passed on to new generations (Mitter,
1994; Singh, 2014). Additionally, the
workshops associated with these schools
provided a platform for artisans to continue
their work, albeit often within a framework
influenced by colonial aesthetics (Mehrotra,
2002). Despite the pressures of moderni-
zation, these institutions contributed to a
cultural revival, enabling traditional arts
to survive in an increasingly globalized
world (Kumar & Gill, 2017).

Modernization vs. Tradition :

The introduction of Western art styles
and techniques in Amritsar’s art schools
created a significant tension between
modernization and tradition. While the
colonial art education system emphasized
realism, perspective, and other Western
artistic principles, it often relegated tradi-
tional Punjabi art forms to a secondary
status. This created a dichotomy where
students were torn between mastering
Western techniques, which were associated
with progress and modernity and preser-
ving their indigenous artistic heritage
(Narang, 2015; Mehta, 2013). The
imposition of Western styles sometimes
led to the erosion of traditional practices,
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as artisans and students alike were encou-
raged to adopt new methods that were not
always congruent with their cultural
identity (Mehrotra, 2002). However, this
tension also sparked a creative dialogue,
leading to innovative fusions of styles that
have come to characterize contemporary
Punjabi art (Gill, 2018; Kaur, 2016).

Legacy :

The long-term impact of these art
schools and workshops on Amritsar’s
artistic community is profound. These
institutions laid the groundwork for a
vibrant artistic tradition that continues to
thrive today. They not only preserved key
elements of Punjab’s cultural heritage but
also provided a foundation for contem-
porary artists to explore and innovate
within their cultural context (Gill, 2018;
Sharma & Kumar, 2019). The legacy of
these institutions can be seen in the
ongoing practice of traditional arts in
Amritsar, as well as in the city’s growing
reputation as a center for contemporary
art that bridges the gap between the past
and the present (Kaur & Singh, 2020). The
blending of traditional and modern
techniques has led to a distinctive artistic
identity that is both rooted in history and
open to global influences, making Amritsar
a key player in the broader narrative of
Indian art (Narang, 2015; Singh & Mehta,
2021).

Conclusion :

This paper has explored the historical
development of art schools and workshops
in Amritsar, highlighting their pivotal role
in preserving Punjab’s rich cultural
heritage. The early art institutions, rooted
in traditional practices, interacted closely
with artisan workshops (karkhanas),
which helped maintain indigenous art

forms even as Western techniques were
introduced during the colonial period. The
tension between tradition and modernization
was a recurring theme, with Western artistic
practices often challenging but also enriching
the local art scene. Notable figures such
as Bhai Ram Singh and Sobha Singh
emerged from this milieu, contributing to
the unique artistic identity that continues
to define Amritsar today.

Understanding the historical deve-
lopment of art schools and workshops in
Amritsar is crucial for appreciating the
city’s role as a cultural and artistic hub in
Punjab. These institutions not only preserved
traditional art forms but also facilitated a
fusion of Eastern and Western styles,
creating a distinctive artistic legacy that
resonates in contemporary art practices.
The study of these developments sheds
light on the broader cultural and socio-
economic transformations that have
shaped Punjab’s artistic identity, making
it a key area of interest for scholars of art
history and cultural studies.

Future research could delve deeper
into comparative studies between Amritsar
and other artistic hubs in India, such as
Jaipur or Kolkata, to understand the regional
variations in the impact of colonial art
education. Additionally, there is scope for
a more focused exploration of specific art
forms that thrived during this period, such
as Sikh miniature painting or Phulkari
embroidery, to further unravel the nuanced
interactions between traditional and
modern influences. Such studies could
provide a more comprehensive understan-
ding of the legacy and evolution of art in
Punjab and contribute to broader discourses
on cultural preservation and innovation in
post-colonial contexts.
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Introduction :

Gautam Bhatia’s novel constructs its
dystopia by conceiving the city of Sumer
enclosed by an ostensibly unassailable
Wall, brought into the world as a conse-
quence of a fabled disobedience of the
commands of its founding Builders.
Sumer is constituted by fifteen circles
called Mandalas between the tributaries
of the river Rasa. These Mandalas
function as organizing principles of labor
and power wherein residents of each
Mandala are designated to a certain
position in the workforce. The first five
Mandalas, closest to the geographic and
administrative center called the Forum, are
home to the Elders who make up the
central governing Council of the city. A
notable group within the city’s polity is
the Shoortan Priesthood, endowed by the
Builders with the responsibility to guard
the Wall.

The principal conflict arises from the
ideological struggle wherein the Shoortans
and a few Councilors are at odds with a
dissident group of youngsters called the
Young Tarafians led by protagonist
Mithila, who seek to surmount the Wall
because they believe that life in Sumer is

reigned by the Wall which dictates funda-
mental human experiences, freedoms and
curtails something as primeval as human
imagination. The detracting Councilors
and the Shoortans admonish any trans-
gressive overtures against the Wall. The
Councilors appropriate legal apparatus
under the guise of maintaining order and
peace in the city to dissuade any threat to
the status quo and the slightest sign of a
brewing public unrest is met with thinly
veiled reminders of the ruinous fate of past
mutineers. The Shoortans on the other
hand resort to cruder measures under the
aegis of guarding the Wall, appropriating
the authority endowed to them by the
scriptures of the founders that explain
Sumer’s origins and dictate the code of
conduct in the city.

I argue that the songs in the novel
function as sites of negotiating and resis-
ting the authoritarian leanings reflected in
the mechanisms and logic deployed by the
Councilors and the Shoortans against any
disconformity within the city to protect
their unmitigated stakes in power and
authority. The following sections illustrate
how various songs in the novel strate-
gically subvert these authoritarian leanings
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by accessing forbidden histories and
knowledge and thereby establish that
“[i]ndividual memory and collective
history are not just ways of looking
backwards but also tools for creating an
imagined future” (Khilnani & Bhatta-
charjee, 2022, p. 183).

The Song of the Pit :

The first song appears in the prologue
at the precipice of what seemed to the
Tarafians, the moment of fruition of half
a year’s hard work to breach the Wall by
digging underneath it. In the jubilant
anticipation of their rebellious breach, they
urge Mithila-training as a singer-to sing
on the occasion, which she obliges:

Beyond the Wall, sunrise swift

Dispels the iron dawn, to lift

The shards of mist, and sunbeams fall

Upon a World without the Wall

Beyond the Wall, the moonset late

Forgets -

Clang! (Bhatia, 2020, p. xxii)

The song highlights the enclosed
world where something elementally
ubiquitous and life-affirming as sunrise
has mutated into a life-constricting pheno-
menon of ‘wallrise.’ The song’s defiance lies
in its attempt to imagine a world without
the Wall where sunrise and moonset reach
the world uninterrupted. Throughout the
novel, there are several references to a
primordial tension experienced by
Sumerians stemming from the existential
state of being encased in a bounded city
and the transcendental longing to imagine
a world without the Wall, a yearning called
smara. Each citizen experiences smara in
childhood, but the longing slowly fades
into an ineffable memory as they grow up.

This smara, the primordial vestige of the
time before the Wall came into being, a
time before the version of history imposed
by the city’s stakeholders, has driven gene-
rations of rebels in the city from Taraf to
Savarian and now the Young Tarafians to
seek the world beyond. To these rebels,
the enclosing Wall is not just a mere sheath
of stone but an embankment of human
imagination itself that allows only so much
perception and freedom that it sustains the
dependency on the prevalent relations of
power produced by the hierarchal organi-
zation of labor and differential access to
knowledge within the walled city.

Hence, imagination becomes these
rebels’ first axis of resistance. They refuse
to let smara fade from their consciousness,
rather they hold on to it, shape it and
articulate it in their songs passed across
generations which is otherwise dissipating
into a docile, pliant unnamable loss of
imaginative freedom. In recent dystopian
fiction, the trope of ‘closure’ i.e. imagining
an end to the prevailing crisis is employed
to highlight the systemic nature of the
crisis necessitating a collective community
response which often takes the form of
“cultural memory to formulate potential,
imaginary routes toward an end of crises”
(Serrano-Muñoz, 2021, p. 1348). Similarly,
Mithila’s song here is a vessel of cultural
memory preserving the idea of smara

passed across generations of rebels to
imagine a world without the Wall and
thereby resist collective amnesia.

Mithila’s subversive song in the moment
of jubilant anticipation of the breach is
first interrupted by her failure to recollect
the lyrics and then it is abruptly cut short
by a resounding clang of the shovel striking
the black stone of the Wall which the
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Tarafians did not expect to find so far
under the ground. This is followed by the
Shoortans closing the only way out of the
pit by placing a boulder on the shaft. The
rupture of the song by the inharmonious
sound of the shovel’s vain strike is symbolic
as it casts a carpet of despair among the
Tarafians. They begin to give in and resign
to their fates in the pit, bemoaning the
unfulfilled parts of their lives in the city
and the dreams they would have pursued
in a world without the Wall. After a
momentary indulgence, Mithila’s elder
brother and the Tarafians’ first leader,
Garuda breaks through this entombing
despair and picks the shovel to dig further
for a new destination, to look for the mythic
subterranean Sumer of the Builders. As
other Tarafians look on in confusion and
disbelief, Garuda hums a tune as he moves
to dig. It is the ‘dream song’ of Taraf, the
first rebel against the Wall:

Who see above an endless ground

The sun upon a farther shore

Who sees the sky unwalled, unbound

Will live in dreams forevermore…
(Bhatia, 2020, p. xxvii)

Even in the face of impending death,
Garuda seeks to instill a sense of hope and
refuge among Tarafians to underscore the
grandeur and nobility of their rebellion.
By accessing a repressed song that survives
within hushed legends, Garuda affirms
that their deaths are not inconsequently
futile instead they attain immortality like
many rebels who have died for the cause
and thereby join the legacy of their
founding leader, Taraf.

The Songs of Transgressive Memory :

Throughout the novel, the city’s estab-
lishment seeks to maintain a totalizing

harmony. Consequently, it demands various
acts of allegiance such as the informal
‘pact of forgetting’ past rebellions like the
Savarian mutiny. Any transgressive move
that attempts to access or disseminate
these prohibited pasts like |writing an
alternate chronicle of Sumer as Arimun
dared to do, becomes an instructive edifice
as she was burnt to death by the Shoortans.

In this strictly policed circuit of
knowledge and history, the rebels subvert
an old Sumerian love song often referred
to by the refrain ‘Blue, I dream of you.’ In
Sumer, the color blue is worn exclusively
by the Elders because the source of the
pigment is so expensive that only the
Elders can afford it. The rebels reconfigure
this love song wherein they imagine a
world where everyone can access the color
blue, thus symbolically calling for a
systemic dismantling of structures that
perpetuate differential access to socioeco-
nomic freedom which is invariably hinged
on the existence of the Wall.

On another occasion, Mithila visits
the Maliot House with her lover and
Councilor Amrit’s daughter Rama. The
Maliot house is primarily a place inhabited
by the wealthy upper-circle Elders
wherein they accrue social capital along
with their family by way of dining and
drinking together. When Mithila is urged
to sing at the place, she is disconcerted to
be in a place filled with Elders, the most
gainful recipients of the Wall and mome-
ntarily finds herself at a loss for words as
the violent flashes of their struggles cast
her mind. In this stilled moment of crisis,
Mithila gravitates to the song that resonates
with her most meaningfully, the song of
Taraf :
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A world unbound and infinite

Beyond this map, beyond the sight

of Wall-bound gaze… (Bhatia, 2020,
p. 245)

In this moment of anxious emptiness,
Mithila is driven by Taraf’s song to commu-
nicate the philosophical cornerstone of
their rebellion, the horizon, to a room full
of people who refuse to comprehend the
world beyond the wall.

Such accounts of resistance to authori-
tarian repression of history by reconfigu-
ring songs to tap into collective cultural
memory reverberates Milan Kundera’s
famous dictum “[t]he struggle of man
against power is the struggle of memory
against forgetting” (Kundera, 1996, p. 4).

Conclusion :

In this paper, I sought to illustrate how
various songs in the novel engender gene-
rational accounts of repressed histories to
instill and inspire resistance to the autho-
ritarian tendencies of the city’s ruling

establishment. In the process, I explore
how major stakeholders of the ruling class
weaponize law and resort to coercive
measures to maintain the status quo
enabled by differential access to freedoms
and knowledge. Confronted with such syste-
mic repression of memory and knowledge,
the songs emerge as counternarratives to
imposed histories by harboring ideas and
images of generations of rebellions.
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Introduction :

Reader Response Theory emphasises
the active role of readers in interpreting
texts, suggesting that meaning is co-created
through the dynamic interaction between
the reader and the text. This theoretical
framework shifts the focus from the author’s
intent and the inherent meaning within the
text to the diverse experiences and inter-
pretations brought forth by readers. As
readers engage with a literary work, they
draw upon their backgrounds, emotions
and expectations, resulting in a unique and
evolving interpretation. Scholars like
Louise Rosenblatt and Wolfgang Iser have
been instrumental in developing this
theory. Iser articulated that “the act of
reading is a dynamic interaction between
the text and the reader’s mind, which
constantly oscillates between the given
and the new” (17). This oscillation highlights
the fluid nature of interpretation, where
the text catalyses a reader’s imaginative and
emotional engagement, transforming static
words into a vibrant and personalised
experience.

The emotional and empathetic engage-
ment that literature fosters plays a crucial

role in how readers connect with characters,
plotlines and themes. As complex psycholo-
gical states, emotions involve physiological
arousal, cognitive appraisal and subjective
experiences. Empathy, a multifaceted
construct, encompasses cognitive empathy
(understanding others’ perspectives) and
affective empathy (sharing others’ emotional
experiences). Psychological theories such
as the Affective Disposition Theory and
the altruism hypothesis provide valuable
insights into how literature can evoke these
emotional responses. Oatley observes that
“fiction simulates social experiences,
allowing readers to practice empathy in a
safe environment” (23). Through literature,
readers can explore and experience emotions
in a controlled and reflective manner,
enhancing their empathetic capacities.
This engagement deepens readers’ connec-
tion to the narrative and fosters a broader
understanding of human experiences,
highlighting literature’s profound impact
on personal growth and societal develop-
ment. By immersing themselves in diverse
stories and characters, readers can develop
a greater sense of empathy and emotional
intelligence, making literature essential for
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promoting understanding and compassion
in a complex world.

Emotional Arousal and Identification :

Readers often experience emotional
arousal when engaging with literature.
This arousal is linked to character identifi-
cation, where readers vicariously experience
the characters’ emotions and struggles.
Mar, Oatley and Peterson argue that
“identification with characters enhances
emotional engagement and fosters
empathy” (412).

In Crime and Punishment, readers are
introduced to Raskolnikov, a young,
impoverished student in St. Petersburg
who commits a murder and struggles with
intense guilt and paranoia. Dostoevsky’s
deep psychological insight allows readers
to identify with Raskolnikov’s internal
conflicts and moral dilemmas. The vivid
depiction of his guilt and torment evokes
strong emotional responses, making
readers feel the weight of his existential
crises. Dostoevsky writes, “He lay on the
sofa, facing the wall and thinking... He
thought of nothing, and yet was tortured
by the thought of the unsolved problem
that lay ahead of him” (73). Zunshine
comments that “Dostoevsky’s ability to
portray inner turmoil makes the reader a
participant in the character’s psycho-
logical struggle” (45). Similarly, in The

Kite Runner, readers follow Amir’s
journey from childhood in Afghanistan to
adult life in the United States. His betrayal
of his friend Hassan and subsequent quest
for redemption evoke many emotions.
Readers identify with Amir’s guilt, regret,
and longing for atonement. Hosseini’s
narrative technique of presenting Amir’s
inner thoughts and memories enhances the
emotional engagement, making readers

empathise deeply with his struggles and
transformations. Hosseini writes, “For
you, a thousand times over” (68), a line
encapsulating Amir’s guilt and eventual
path to redemption.

Narrative Transportation :

Narrative transportation refers to the
immersive experience of being “trans-
ported” into the world of the story. This
immersion enhances emotional engage-
ment, as readers become absorbed in the
narrative and feel the characters’ emotions
as if they were their own. Green and Brock
explain that “narrative transportation is a
critical mechanism for emotional and
empathetic responses to literature” (701).

Dostoevsky’s intricate narrative structure
and detailed psychological portrayal
transport readers into Raskolnikov’s
chaotic world. The intense atmosphere of
St. Petersburg, coupled with Raskolnikov’s
mental turmoil, creates a compelling narrative
that absorbs readers completely. This
immersion allows readers to experience
Raskolnikov’s fear, guilt and moments of
clarity as if they were their own, enhancing
their emotional engagement and empathy.
Dostoevsky writes, “He could not under-
stand how he had crossed the street without
being run over; and he laughed without
reason, because he saw the pedestrians and
carriages and lighted shops” (156). Miall
and Kuiken highlight that “Dostoevsky’s
vivid descriptions and narrative comple-
xity facilitate a deep immersive experience
for readers” (366). Likewise, Hosseini’s
evocative descriptions of pre-war Kabul
and the subsequent political turmoil immerse
readers in the cultural and historical context
of the story. The rich sensory details and
emotional depth of the narrative transport
readers into Amir’s world, making them
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feel the pain, joy and hope experienced
by the characters. This narrative transpor-
tation raises a deep emotional connection
and empathy for Amir, Hassan and other
characters, enriching the reading experience.
Hosseini writes, “There is a way to be
good again” (176), a line that reverberates
with the promise of redemption and the
emotional journey ahead. Hogan observes
that “Hosseini’s narrative style effectively
draws readers into the emotional landscape
of the characters” (72).

Cognitive Empathy :

Cognitive empathy involves under-
standing the thoughts, motivations and
perspectives of characters. Literature
provides a unique opportunity for readers
to practice cognitive empathy by exploring
the inner lives of diverse characters. Zunshine
asserts that “reading fiction enhances
theory of mind by allowing readers to engage
with complex characters” (91).

Dostoevsky’s exploration of Raskol-
nikov’s philosophical justifications for his
crime challenges readers to understand his
complex motivations. As readers delve
into his rationalisations and the moral
implications of his actions, they develop
cognitive empathy. Understanding Raskol-
nikov’s inner turmoil and the factors influen-
cing his decisions enhances readers’
ability to empathise with his psychological
journey. Dostoevsky writes, “It wasn’t a
human being I killed, it was a principle!
Yes, a principle!” (193). In the same way,
Hosseini’s portrayal of Amir’s internal
conflicts and his struggle for redemption
encourages readers to understand his
perspective. Readers gain insight into
Amir’s motivations, fears and regrets,
fostering cognitive empathy. This under-
standing is further deepened by the

contrasting perspectives of other
characters, such as Hassan and Baba,
highlighting the complexities of human
relationships and moral choices. Hosseini
writes, “I opened my mouth, almost said
something. Almost. The rest of my life
might have turned out differently if I had”
(93). Keen remarks that “Hosseini’s
nuanced characters offer a rich ground for
cognitive empathy, allowing readers to
explore moral ambiguity” (55).

Affective Empathy :

Affective empathy involves sharing and
resonating with the emotions of characters.
Literary devices such as detailed descrip-
tions, inner monologues, and emotional
dialogues facilitate affective empathy by
allowing readers to feel what the characters
feel. Nussbaum contends that “literature’s
capacity to evoke affective empathy is
fundamental to its ethical impact” (30).

The intense emotional portrayal of
Raskolnikov’s guilt and despair evokes
affective empathy in readers. Dostoevsky’s
use of inner monologues and vivid
descriptions of Raskolnikov’s psychological
state allows readers to share in his
suffering and emotional turmoil. This
emotional resonance creates a deep,
empathetic connection, making readers
feel the weight of his existential crisis and
his yearning for redemption. Dostoevsky
writes, “I did not bow down to you, I
bowed down to all the suffering of
humanity” (329). Booth comments that
“Dostoevsky’s emotional depth compels
readers to confront the human condition”
(88). Likewise, Hosseini’s narrative
technique of weaving past and present
events creates a powerful emotional
impact. The poignant scenes of betrayal,
loss and forgiveness elicit strong affective
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empathy in readers. By sharing Amir’s
emotional journey, readers experience the
profound pain of his mistakes and the
cathartic relief of his eventual redemption.
Hosseini writes, “I wondered if that was
how forgiveness budded, not with the
fanfare of epiphany, but with pain
gathering its things, packing up, and
slipping away unannounced in the middle
of the night”.

Empathy and Social Cognition :

Empathy in literature also extends to
social cognition, where readers learn to
understand and navigate social relation-
ships and moral complexities. Literature
often presents diverse perspectives and
ethical dilemmas, challenging readers to
consider multiple viewpoints and develop
a nuanced understanding of human
behaviour. Kidd and Castano argue that
“engaging with literary fiction improves
social cognition by fostering empathy and
understanding of others” (377).

Dostoevsky’s exploration of societal
and psychological themes in Crime and

Punishment offers readers a profound
understanding of the human condition.
Raskolnikov and other characters’ moral
and ethical dilemmas encourage readers
to reflect on their values and social norms.
Engaging with complex social issues
enhances readers’ social cognition and
empathy, promoting a deeper understan-
ding of the interplay between individual
actions and societal consequences.
Dostoevsky writes, “Pain and suffering are
always inevitable for a large intelligence
and a deep heart” (205). Kaufman observes
that “Dostoevsky’s exploration of ethical
dilemmas challenges readers to expand
their moral reasoning” (74). Similarly,
Hosseini’s depiction of cultural, social,

and political contexts in The Kite Runner

provides readers with insights into the
complexities of Afghan society and the
immigrant experience. The narrative
addresses themes of social class, ethnic
tensions and the impact of historical
events, prompting readers to consider
broader social issues. This engagement
encourages empathy and social cognition
as readers navigate the intricacies of
human relationships and moral choices
within the story’s context. Hosseini writes,
“There is only one sin, only one. And that
is theft... when you tell a lie, you steal
someone’s right to the truth” (18).

Conclusion :

The analysis of Crime and Punish-

ment by Fyodor Dostoevsky and The Kite

Runner by Khaled Hosseini demonstrates
the alchemy through which literature
transforms abstract words into vivid
emotional experiences. Dostoevsky’s
Crime and Punishment delves into guilt
and redemption, inviting readers into
Raskolnikov’s tortured psyche. The
narrative weaves moral quandaries and
psychological turmoil, compelling readers
to navigate the intricate corridors of
human frailty and ethical dilemmas. The
novel’s rich psychological portrayal and
moral complexity mirror readers’ fears,
hopes and uncertainties. As Iser posits,
reading oscillates between the given
narrative and the reader’s reflections,
creating a symphony of emotional
resonance and intellectual engagement.
Similarly, Hosseini’s The Kite Runner

immerses readers in the heart-wrenching
journey of Amir, a man haunted by guilt
and driven by a quest for redemption.
Through evocative storytelling, Hosseini
brings Amir’s struggles to life, painting a
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poignant picture of human vulnerability
and the redemptive power of forgiveness.
The narrative’s cultural and historical
richness allows readers to immerse them-
selves in a foreign and familiar world.
Oatley’s insight into fiction as a simulation
of social experiences is embodied in The

Kite Runner, providing a safe space for
readers to explore and empathise with
profound emotional experiences.

The intricate dance of narrative techni-
ques, from inner monologues to detailed
characterisations and immersive settings,
orchestrates readers’ emotional and
empathetic journeys. These elements are
not mere embellishments but the lifeblood
of the narrative, drawing readers into the
characters’ intimate lives and allowing
them to experience their joys, sorrows, and
moral struggles. This immersive engage-
ment enriches the reader’s experience and
cultivates a more profound capacity for
empathy and emotional understanding. By
walking in the shoes of diverse characters,
readers gain a panoramic view of the
human condition, nurturing compassion
and social awareness.

Ultimately, this research underscores
literature’s boundless potential as a beacon
of personal and societal growth. Litera-
ture’s magical ability to foster emotional
and empathetic engagement acts as a
bridge connecting diverse human experie-
nces, nurturing a sense of shared humanity.
By delving into the characters’ lives, readers
embark on a journey of self-discovery and
empathetic understanding, where each
story becomes a reflection of their inner
world and a window into the lives of others.
This transformative power of literature
transcends the written word, making it an
indispensable tool for nurturing emotional

intelligence and fostering a more empathe-
tic and understanding society.

In this symphony of words and emo-
tions, literature emerges as a vital force,
shaping hearts and minds and weaving a
tapestry of empathy and understanding
that binds us all. As readers, we do not
merely consume stories; we partake in a
grand narrative of human experience,
where each book becomes a stepping
stone on the path to greater emotional and
empathetic enlightenment. This is the
transformative magic of literature—a
journey that begins with turning a page
and extends into the very fabric of our
shared humanity. Through this explora-
tion, readers and society greatly benefit
from enhanced emotional intelligence,
more profound empathy, and a broader
perspective on the human condition,
contributing to personal growth and social
cohesion.
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ßeer Dejefkevo Deewj DeOÙeelce-oMe&ve
le®Ce efkeâMeesj veewefšÙee}

MeesOeeLeer&, efnvoer efkeYeeie,
nscekeleer vebove yengiegCee ieÌ{kee} kesâvõerÙe efkeÕeefkeÅee}Ùe, ßeerveiej

he=Lkeer hej ceeveke kesâ Deefmlelke keâer Meg®Deele mes
}skeâj kele&ceeve meceÙe lekeâ keâer Yeeweflekeâ-kew%eeefvekeâ Øeieefle
kesâ oewj ceW Yeer ceveg<Ùe-peerkeve keâer Devemeg}Peer efkemebieefleÙeeW
keâes meg}Peevee Skeâ yeÌ[er Ûegveewleer jne nw~ efkekeâeme keâer
Øeef›eâÙee kesâ Deheves ØeejefcYekeâ meceÙe ceW lees ceveg<Ùe keâes
Deheveer Øeeke=âeflekeâ DeekeMÙekeâleeDeeW keâer hetefle& ceW ner Tpee&
kÙeÙe keâjveer heÌ[er }sefkeâve Oeerjs-Oeerjs peye Yeeweflekeâ mece=efæ
Deewj mebheVelee keâer DeefveÙebef$ele Deewj DeefveefMÛele jen
keâneR peekeâj veneR ®keâleer nw leye ceveg<Ùe keâe yeewefækeâ ceve
peerkeve kesâ keemleefkekeâ GösMÙe keâer hegkeâej keâjlee nw~
peerkeve keâer Tneheesn Deewj GösMÙenervelee ves ceeveke meceepe
keâes Deheves Yeerlej Glejkeâj Gve efmeæebleeW kesâ Devkes<eCe kesâ
ef}S Øesefjle efkeâÙee pees Fmeer ceeveke peerkeve keâes Skeâ
meeLe&keâ GösMÙe Øeoeve keâj mekesâ leLee Devemeg}Pes okeboeW
keâes meg}Peekeâj efokÙe peerkeve keâer Deesj De«emej keâj
mekesâ~ Fme Âef<š mes YeejleerÙe hejbheje ceW efkeefYeVe $e+ef<e-
cegefveÙeeW Deewj ceneheg®<eeW ves leòke%eeve kesâ Fve ienjs cetuÙeeW
keâes Deece-peveceeveme kesâ ùoÙe ceW mLeeefhele keâjves keâe
yeerÌ[e G"eÙee, efpeveceW DeeOegefvekeâ Yeejle ceW cenef<e& Dejefkevo
meMeòeâ nmlee#ej kesâ ™he ceW DeeojCeerÙe nQ~

 cenef<e& Dejefkevo ves Yeejle kesâ mkeeOeervelee Deeboes}ve
ceW ØeefleYeeie keâjves kesâ oewjeve keâejekeeme kesâ Yeerlej efpeve
DevegYetefleÙeeW keâe DevegYeke efkeâÙee Gmekesâ DeeOeej hej je<šêrÙe
jepeveerefle mes mebvÙeeme }skeâj mkeÙeb keâes efokÙe meeOevee kesâ
ef}S meceefhe&le keâj efoÙee~ Øeke=âefle, F&Õej, efokÙe peerkeve,
peerkeve-ce=lÙeg, ceeveke-peerkeve keâe keemleefkekeâ GösMÙe pewmes

ØeMveeW ves cenef<e& Dejefkevo kesâ Deblece&ve ceW efokÙe-meòee kesâ
mee#eelkeâej keâer Deefive Øeppkeef}le keâj oer~ GvneWves
Deheves Fve ØeMveeW kesâ meceeOeeve Deheves Yeerlej ØekesMe keâj
Øeehle efkeâS leLee mechetCe& ceeveke meceepe keâes Fmekeâer
GefÛele efMe#ee osves keâe Yeer ØeÙeeme efkeâÙee~ cenef<e& Dejefkevo
keâe mhe<š ceevevee Lee efkeâ- ‘‘ceeveke peeefle Øeke=âefle kesâ
yee¢e ™he kesâ efkepeÙeer efkeM}s<eCe mes Demevleg<š neskeâj
Deheves Debeflece met$e keâer Deewj ner }ewš jner nw pees nw-
Yeiekeeve, ØekeâeMe, mkeeOeervelee Deewj Decejlee~’’1 peerkeve
keâer DeefveefMÛele Øeke=efòe kesâ okebOe kesâ ceOÙe ßeer Dejefkevo
keâe Ùen Âef<škeâesCe ceeveke meceepe keâes Skeâ efveefMÛele
}#Ùe Øeoeve keâjlee nw~

 peerkeve ceW DeOÙeelce keâer DevegheefmLeefle ves ceeveke-
ceve kesâ heeMeefkekeâ Yeeie keâes Yeeweflekeâlee keâer Devemeg}Peer
efkemebieefleÙeeW kesâ meeLe mebleg<š jnvee efmeKee efoÙee Lee~ efkeÕe
heâ}keâ hej Ùetjeshe kesâ meceepe keâe peerkeve Ssmee ner Âef<šieesÛej
neslee nw~ keneR otmejer Deesj Yeejle ves Yeeweflekeâ mece=efæ keâer
keâercele hej DeeOÙeeeflcekeâ cetuÙeeW kesâ mee#eelkeâej ceW Dehevee
meke&mke meceefhe&le keâj efoÙee efpememes keâF& ke<eeX keâer Yeeweflekeâ
ieg}eceer keâe meecevee keâjvee heÌ[e~ cenef<e& Dejefkevo Ùetjeshe
Deewj Yeejle oesveeW kesâ Âef<škeâesCe kesâ ceOÙe Skeâ mebleg}ve
keâer hegjpeesj kekeâe}le keâjles ngS keânles nQ efkeâ-

‘‘Ùen efveefMÛele nw efkeâ nce Deheves Yeeweflekeâ peiele
kesâ %eeve keâes efpelevee DeefOekeâ efkemle=le Deewj efpelevee DeefOekeâ
efveefMÛele yeveeSbies, GÛÛelej Deewj yeÇÿe efkeÅee kesâ ef}S
Yeer nceeje DeeOeej Glevee ner efkemle=le Deewj efveefMÛele
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nesiee~’’2 Ùen Âef<škeâesCe efkekeâefmele Yeejle kesâ }#Ùe ceW
Yeeweflekeâ mece=efæ Deewj DeeOÙeeeflcekeâ meòee kesâ ceOÙe Skeâ
efveefMÛele mebleg}ve keâer mLeehevee ceW Ùegefòeâmebiele Øeleerle
neslee nw~

cenef<e& Dejefkevo kesâ DeOÙeelce-oMe&ve keâer Ùes efkeefMe<šlee
jner nw efkeâ GvneWves Yeeweflekeâlee Deewj DeeOÙeeeflcekeâlee kesâ
ceOÙe kesâ efkejesOe keâes meecebpemÙe Deewj mecevkeÙe ceW heefjkeefle&le
keâj efoÙee~ ceeveke peerkeve kesâ Deefmlelke keâer mebhetCe&lee kesâ
ef}S Megæ Deelcee Deewj peÌ[keeo keâe lee}ces} DelÙeble
DeekeMÙekeâ nw~ oesveeW he#e Skeâ-otmejs kesâ hetjkeâ neskeâj
kÙeefòeâ keâer keemleefkekeâ efokÙelee keâe Megæ ØekeâšerkeâjCe
keâj mekeâles nQ~ kes ‘efokÙe peerkeve’ hegmlekeâ ceW mkeÙeb keânles
nQ- ‘‘nce Megæ Deelcee keâer hetCe& mkeeOeervelee Deewj kewÕe
peÌ[leòke kesâ yebOeve oesveeW kesâ oekes keâes mkeerkeâej keâjles nQ~
nceW Skeâ Ssmes melÙe keâer Keespe keâjveer nesieer pees Fve oes
efkejesefOeÙeeW ceW hetjer lejn ces} efye"e mekesâb leLee Ùen
megefveefMÛele keâjvee nw efkeâ nce oesveeW ceW mes efkeâmeer kesâ
hejce melÙe keâes Demkeerkeâej ve keâjW~’’3 mebmeej mes kewjeiÙe
Deewj meebmeeefjkeâ Yeesiekeeo kesâ ceOÙe keâer otefjÙeeW keâes
heešves ceW Ùen efkeÛeej ceewef}keâ Deewj vekeerve nw efpemekeâer
Deepe kesâ meceÙe ceW hetCe&le: Øeemebefiekeâlee yeveer ngF& nw~

meceepe ceW kewjeiÙe Ùee mebvÙeeme leLee meebmeeefjkeâ
megKeeW ceW mes efkeâmeer Skeâ keâes Ûegveves keâe Dehevee Fefleneme
nw }sefkeâve ceeveke peerkeve ceW ØelÙeskeâ kÙeefòeâ keâes Deheveer
yegefæ Deewj lekeâeX kesâ ceeOÙece mes mebmeej Deewj kewjeiÙe kesâ
mecegefÛele mebleg}ve keâer pe™jle mecePeveer nesleer nw~ DeOÙeelce
kesâ efmeæebleeW kesâ Devegmeej peerkeve kesâ meYeer he#e Gmeer
hejce meòee, efokÙe meòee keâer Deesj ieefle keâj jns nQ
keäÙeeWefkeâ peiele keâer ØelÙeskeâ kemleg ceW kener kÙeehle nw DeleŠ
nj Skeâ kemleg Gmeer ceW efce} peevee Ûeenleer nw~ Fmeer
Øekeâej Yeeweflekeâ peerkeve peer jne keâesF& Yeer kÙeefòeâ megKe-
ogKe mes iegpejkeâj Yeer Deheveer yegefæceòee kesâ kegâMe}
ØeÙeesie mes DeeveboceÙe efokÙe peerkeve keâer Deesj yeÌ{ mekeâlee
nw~ meebmeeefjkeâ mebmkeâejeW kesâ melele Deewj oerIe& DeYÙeeme
kesâ heâ}mke™he ceveg<Ùe keâer FbefõÙeeB leye lekeâ heeMeefkekeâ
ceve kesâ Oejele} hej peerves kesâ ef}S DeefYeMehle nesleer nw

peye lekeâ efkeâ Gvekeâes efokÙe peerkeve peerves kesâ ef}S GveceW
efÚheer ßeæe keâer Yeekevee keâes peeie=le ve efkeâÙee peeS~
DeleŠ FbefõÙeeW Deewj meebmeeefjkeâ efke<eÙeeW kesâ oyeeke le}s
efvejblej heefjßece keâjles ngS Gme melÙe keâe mee#eelkeâej
keâjves keâer Øeef›eâÙee ceW meoe ßeæe keâe meneje ef}Ùee peelee
nw, efpememes Ùen Deelceßeæe, Deelce%eeve Skeb hetCe&lee ceW
heefjkeefle&le ve nes peeS~ ‘‘mebhetCe& Deelceevkes<eCe keâer Øeef›eâÙee
kesâ ›eâce ceW peerkeve kesâ Yeerlej Gme efokÙe meòee, Gme hejce
yeÇÿe keâer le}eMe Meg® keâjves kesâ ef}S ceveg<Ùe heeMeefkekeâ
ØeeCe Deewj Gmekeâer ef›eâÙeeDeeW mes Meg™ keâjles ngS efokÙe
meòee kesâ mee#eelkeâej lekeâ keâer Ùee$ee keâjlee nw~’’4

mechetCe& ÛejeÛej peiele ceW Gmeer yeÇÿe keâe mee#eelkeâej
keâjves kesâ ef}S nceW Fme mechetCe& Øeke=âefle keâes yeÇÿe keâer
Meefòeâ kesâ ™he ceW osKevee neslee nw keäÙeeWefkeâ oesveeW cet}le:
Skeâ ner nw~ ØeeÛeerve YeejleerÙe ceveer<ee ves Yeer Fme yeele
keâes mkeerkeâej efkeâÙee nw efkeâ yeÇÿe Deewj Meefòeâ oes veneR
neskeâj Skeâ ner nw, DeefkeYeepÙe nw; Ûeens Meefòeâ Ùeefle ceW
nes Ùee ieefle ceW ken nj heefjefmLeefle ceW GheefmLele neskeâj
ceeveke keâes meled keâer Deesj ner De«emeeefjle keâj jner nw~
nceeje ceve Fme hej efvejblej mebosn Deewj leke&â keâjlee
jnlee nw leLee Fme efmLeefle ceW lees mebosnMeer} ceve Gme
efokÙe-Deevebo keâe mheMe& Yeer veneR keâj mekeâlee nw~ cenef<e&
Dejefkevo keâe ceevevee nw efkeâ ‘‘peye nce leke&â keâjvee ÚesÌ[keâj
Deheves Yeerlej keâer ienjeFÙeeW ceW ØekesMe keâj ietÌ{ Skeâeble ceW
Ûe}s peeles nQ leye ceve efveMÛe} nes peelee nw Deewj nceW %eele
nes peelee nw efkeâ efpemekeâer nceejer leke&âyegefæ ves OegbOe}s Skeb
efšceefšceeles ØekeâeMe ceW DeefveefMÛele keâuhevee keâer Leer,kener
efokÙe %eeve DeelceoMe&ve kesâ peepkeuÙeceeve efkeleeve ceW nceejs
ceve Skeb yeewefækeâ leke&â kesâ heerÚs kesâ Dece=leceÙe efmebnemeve hej
yew"e Øeleer#ee keâjlee nw~’’5  nceejer leeefke&âkeâlee Deewj peÌ[keeoer
ceeveefmekeâlee keâes Deblele: efokÙelee kesâ ØekeâeMehetCe& mee#eelkeâej
ceW efke}erve nes peevee heÌ[lee nw~

Deheves peerkeve ceW Deevebo Deewj Meefòeâ kesâ ØekeâeefMele
kesâbõ keâes mLeeefhele keâj peiele ceW efce}ves kee}s efkejesOeer
mebmkeâejeW, ÛegveewleerhetCe& Deekeâ<e&CeeW Skeb mecceesnveeW mes cegefòeâ
Øeehle keâer pee mekeâleer nw~ Ùen ceveg<Ùe keâes Gmekeâer DeYeÙe
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mkeÛÚbolee Deewj hejce mkeleb$elee keâer meeLe&keâ DeefYekÙeefòeâ
keâe Dekemej Ghe}yOe keâje mekeâleer nw Skeb DeOÙeelce-
peerkeve kesâ cetuÙeeW kesâ ØeefleefveefOe kesâ ™he ceW mLeeefhele keâj
mekeâleer nw~ nceejs Yeerlej efmLele ken ØeYegæ DeOÙeelce-
heg®<e ner nw pees nceW Fme peiele mes hejs }s peekeâj Skeâ
mee#eer Yeeke ceW mLeeefhele keâj mekeâlee nw Deewj Yeiekeeve kesâ
%eeve mebyebOeer efokÙe efMeKejeW keâer Deesj ceesÌ[lee nw~ cenef<e&
Dejefkevo peiele kesâ mkeYeeke kesâ yeejs ceW ef}Keles nQ-
‘‘peieled keâe jesie Ùen nw efkeâ kÙeefòeâ efpeme peiele ceW jnlee
nw Gme peiele keâer ÙeLeeLe& Deblejelcee meòee kesâ meej keâes,
Meefòeâ kesâ meej keâes, Deevebo kesâ meej keâes heeves keâe ØeÙelve
lees keâjlee nw hejbleg Fvekesâ mLeeve hej Gmes efkejesOeer mheMeeX
Deewj mebmkeâejeW keâer YeerÌ[ efce}leer nw~’’6 peiele kesâ Fme
mkeYeeke keâes mecePeves Deewj Gmemes hejs peeves kesâ ef}S nceW
Gme efokÙe meòee kesâ meccegKe Deelcemecehe&Ce keâjvee heÌ[lee
nw pees peiele kesâ keâCe-keâCe ceW DeefYekÙeòeâ nw~ mechetCe&
peiele ceW kÙeehle yeÇÿe meke&Meefòeâceeve meòee keâe ken ieghle
Deevebo nw pees nceejer meòee keâe ÛewlevÙe DeekeâeMe nw
efpemekesâ efyevee keâesF& Yeer peer veneR mekeâlee, ve ner meebme }s
mekeâlee nw~ mechetCe& ÛejeÛej peiele kesâ Gme mkeeceer keâe
mee#eelkeâej Fme efokÙe ceeveke peerkeve keâe Skeâcee$e }#Ùe
nw efpemes meYeer ØeeefCeÙeeW leLee meYeer kemlegDeeW ceW Yeer
cenmetme efkeâÙee pee mekeâlee nw~ Skeâ meeOekeâ keâes lees Gme
efokÙeefce}ve keâer keâuhevee keâe jmeheeve keâjvee neslee nw
Deewj DebleleŠ Gmeer keâe mee#eelkeâej keâjvee neslee nw~
cenef<e& Dejefkevo keânles nQ- ‘‘Deheves leòke ™he ceW keâef"veeFÙeeW
hej efkepeÙe nesleer nw, %eeve ceW efkepeÙe, Meefòeâ ceW efkepeÙe,
me=ef<š keâer DemebYeekÙeleeDeeW hej efkepeÙe pees efkeâ Skeâ
keâ<šceÙe ßece Deewj og:Ke keâer keâef"ve Deefivehejer#ee ceW
efkepeÙe Øeeefhle keâe Deevebo neslee nw~ efkeÙeesie kesâ Deble ceW
Deelee nw efce}ve keâe ØeieeÌ{ megKe, Skeâ Ssmeer Deelcee mes
efce}ves keâe megKe efpememes nce efkeYeòeâ nes ieÙes Les~’’7

Deelcee kesâ ™he ceW F&Õej mes efce}ve keâe efokÙe megKe
ØelÙeskeâ meeOekeâ keâer ceveeskeâecevee nesleer nw leLee DeeOÙeeeflcekeâ
peerkeve keâer DeeOeejefMe}e Fmeer mee#eelkeâej keâer Yeekevee
kesâ yeerpekeheve mes nesleer nw~

Fme Øekeâej ßeer Dejefkevo keâe DeOÙeelce-oMe&ve YeejleerÙe
leòke%eeve keâer hejbheje ceW DecetuÙe nw keäÙeeWefkeâ Yeeweflekeâ
peÌ[keeoer Âef<škeâesCe kesâ mechetCe& efve<esOe keâes Demkeerke=âle
keâjlee Gvekeâe DeOÙeelce-oMe&ve efokÙe peerkeve keâer DeÆgle
Ghe}efyOe kesâ ef}S meeOekeâ kesâ Yeerlej Skeâ pe"jeefive
Øeppkeef}le keâj oslee nw~ Gvekesâ DeOÙeelce mebyebefOele
Âef<škeâesCe keâer ceewef}keâlee ner nw efkeâ oes efkejesOeer meòeeDeeW
Yeeweflekeâ Deewj DeeOÙeeeflcekeâ peiele kesâ ceOÙe mesleg keâe
efvecee&Ce keâjles ngS GvneWves meecebpemÙe keâe DeveesKee efkeleeve
lewÙeej efkeâÙee nw~ YeejleerÙe meYÙelee Deewj mebmke=âefle kesâ
MeeÕele cetuÙeeW keâer mebjÛevee kesâ Yeerlej kele&ceeve Yeejle keâes
efkekeâefmele Yeejle yeveeves ceW ßeer Dejefkevo keâe DeOÙeelce-
oMe&ve cenleer Yetefcekeâe keâe efveke&nve keâj mekeâlee nw~ Dele:
ceeveke peerkeve kesâ }ewefkeâkeâ Deewj heej}ewefkeâkeâ peiele keâes
efokÙelee keâer De#ele megiebOe mes Yejkeâj ßeer Dejefkevo keâe
DeOÙeelce-oMe&ve Yeejle Deewj kewefÕekeâ mecegoeÙe keâes Yeer
}eYeeefvkele keâj mechetCe& ceevekelee keâes GÛÛelej }#ÙeeW
keâer Øeeefhle nsleg Øeeslmeeefnle keâj mekeâleer nw~
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The intersection of environmental
exploitation and colonialism forms an
important area of study in literature, espe-
cially within the framework of ecocriticism.
Ngugi wa Thiong’o’s Weep Not, Child

(1964) provides a poignant narrative that
not only explores the socio-political issues
of British colonial rule in Kenya but also
insights into the ecological consequences
of this domination. The novel captures the
deep connection between land, culture and
identity while illustrating how colonial
power disrupts these relationships through
its exploitative environmental practices.
The title of this research, “Colonial Shadows
and Environmental Struggles: An Ecocri-
tical Approach in Ngugi wa Thiong’o’s
Weep Not, Child,” reflects the focus on
how colonialism reshaped the Kenyan
landscape and its people, leading to pro-
found ecological and social consequences.
Through an ecocritical approach, this
research aims to explore the environmental
challenges as depicted in Weep Not, Child.
It focuses on the way of colonial land
appropriation and agricultural exploitation
and how it affected indigenous relation-
ships with the land. Ngugi portrays the

land is not only considered as a physical
space but also a repository of cultural
identity, spirituality and sustenance for the
native community. The novel emphasizes
that colonial exploitation of land and
resources led to environmental degradation,
alienation and complicating the struggle
for independence. In this context, the Mau
rebellion emerges not only as a political
revolt but also as a movement to reclaim
both land and ecological balance. This
research aims to reveal the environmental
dimensions of colonialism as depicted in
Ngugi’s novel which analyzes the themes
of cultural identity, land ownership and
ecological destruction. By adopting a
colonial ecocritical approach, the study
will explore how the colonial legacy of
environmental degradation continues to
influence Kenya and how the fight for
independence is intrinsically tied to the
reclamation of land, culture and ecological
harmony.

Colonial Environmental Degradation :

Environmental degradation of the
land during the colonial period was the
systematic extraction and depletion of the
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natural resources by colonial powers for
economic gain. During this time of coloni-
zation, European powers imposed various
foreign agricultural practices, appropri-
ated fertile lands and implemented policies
that affected the natural environment and
cultural significance of the land of indige-
nous communities. This exploitation led
to widespread environmental degradation
and disrupted traditional land management
systems. The white people implemented
a new way of farming and replaced the
traditional farming practices which led to
the depletion of the soil, deforestation and
a loss of biodiversity. For their economic
growth, the Britishers implemented the
forced labour system and exploitative
farming techniques with little regard for
the environmental consequences. In Weep

Not, Child novel, Ngugi wa Thiong’o used
the colonial exploitation of the land to
highlight the socio-economic inequalities
which were imposed on the Kenyan
people under British colonial rule. It was
considered a vital role in this novel. The
author portrayed the fertile land were
seized by the White people. So native
people had small plots of fertile land to
cultivate their crops. This land alienation
symbolized the colonial oppression and
exploitation faced by the Kenyan people
in their fertile land. For instance, in this
novel, the character Jacobo, a wealthy
African landowner, collaborates with the
colonizers, benefiting from this unequal
distribution of land, while most Kikuyu
are forced to work as laborers on land that
once belonged to them.

The novel explored how colonists used
the land for cash crop production such as
mainly coffee and tea for export, especially
benefiting the colonial economy while
leaving the local population impoverished.
Farming laborers who work on these farms

are paid meager wages, falling them in a
cycle of poverty. The character, Ngotho’s
life was opted for this situation. He was
longing for the return of their ancestral
lands and who were exploited as cheap
labor by the colonial system. The author
also touched on the environmental
consequences of colonial exploitation.
The large-scale agricultural practices
introduced by the Britishers. It disrupted
the traditional farming techniques of the
Gikuyu. It had been more in harmony with
the land. The novel reflected a loss of
connection to the land and the damaging
effects of colonial monoculture farming,
contributing to a deeper sense of displace-
ment and alienation. The author shows it
through the line this novel,

‘‘The land had always been good to
them. The land had fed them, clothed
them, given them everything they had.
And now the land was becoming
foreign. They were strangers to the
land and the land was a stranger to
them (Thiong’O, 1964 P.15)’’

The following pie chart can help to
understand the environmental degradation
during the colonial period by breaking
down the contributing factors into distinct
sections, each representing a percentage
of the whole.
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The above piechart provides colonial
environmental degradation which
represents different factors contributing to
environmental degradation during the
colonial period. Soil depletion (25%)
refers to the decline in soil quality due to
overuse, erosion, and nutrient loss, which
often occurred in colonial times due to
exploitative practices like intensive
agriculture without adequate sustainable
practices. Deforestation (25%) during the
colonial period largely resulted from the
clearing of land for agriculture, timber and
other resources. This not only reduced
forest cover but also resulted in a loss of
habitat for millions of species, contri-
buting to biodiversity loss. Loss of bio-
diversity (15%) can be a direct cause of
deforestation and also due to invasive
species introduced during the colonial
period which disrupted local ecosystems
and led to the extinction or endangerment
of indigenous species. Disruption of
traditional farming practices (15%) refers
to replacing the traditional farming
practices with those beneficial to their own
economic interests, such as the introduc-
tion of cash crops, which disrupted local
food systems and ecological balance.
Environmental consequences of cash crop
production (20%) focuses on cash crops
often leading to monoculture plantations,
requiring extensive use of fertilizers and
pesticides and leading to further soil
degradation, reduced agricultural diversity
and increased vulnerability to pests and
diseases.

For the degradation of the environment
during the colonial period, “Decolonial
Theory” offers a framework for understan-
ding and exploring the environmental
degradation that gives results from the
practices of the colonial period. This

approach aims to cover the need to
deconstruct and challenge the legacy of
colonialism, which includes not only
socio-cultural imposition but also explores
the impacts of the natural environment.
This theory is particularly relevant to the
context of Ngugi wa Thiong’o’s Weep Not,

Child. It analyzes how colonialism led to
environmental degradation and disruption
of traditional ways of life. It shows how
colonial rulers imposed new governance,
agricultural methods and economic systems
that harmed the environment and disrega-
rded local knowledge and practices. In this
way, “Decolonial Theory” argues that to
address environmental degradation to
recognize and dismantle the colonial struc-
tures, mindsets that continue to exploit
natural resources and marginalized
indigenous knowledge. It also advocates
for the restoration of traditional customs,
practices and values that promote the
sustainability of the natural environment,
which were suppressed or replaced by the
colonial forces. In this novel also, Ngugi
wa Thiong’o explores how the imposition
of European methods and the seizure of
land led to ecological harm and a loss of
connection with culture to the land. It
reflects the decolonial perspective that
emphasizes the need to protect and respect
the native knowledge and practices in the
natural environment. By applying decolo-
nial theory to the issues of the natural envi-
ronment , the research entitled “Colonial
Shadows and Environmental Struggles:
An Ecocritical Approach in Ngugi wa
Thiong’o’s Weep Not, Child highlights the
interplay between exploitation and
ecological damage during the colonial
period. It aims to suggest that understan-
ding and addressing these struggles of the
natural environment continue to impact
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both the natural environment and the
cultures of the indigenous people.

An Argentine semiotician and scholar,
Walter Mignolo, who had written exten-
sively on decoloniality and the notion of
“decolonial aesthetics of decolonial theory
in his work The Darker Side of the

Renaissance: Literacy, Territoriality and

Colonization which was published in
1995. In this work, he examined the
processes of colonialism and its impact on
the native knowledge and epistemology.
He showed the decolonial aesthetics in his
work The Darker Side of the Renaissance:

Literacy, Territoriality and Colonization

through the lines,

‘‘However, when pushed to the limit,
the notion of colonial discourse,
desirable and welcome as it is, is not
the most comprehensive one we
connect to comprehend the diversity
of semiotic interactions in colonial
situations and this to shed more light
on the darker side of the renaissance.
The notion of discourse, although it
embodies both oral and written
interactions may not account for
semiotics interactions between
different writing systems, such as the
Latin alphabet introduced by the
Spaniards, the picto-ideographic
writing system of Mesoame-rican
cultures and the quipus in colonial
Peru. (Mignolo, 1195, P. 8)’’

From the above lines, Walter Mignolo
emphasized the colonial discourse which
was considered as a valuable tool to
understand the impact of colonialism, it
addressed the semiotics interactions
between different writing systems and
cultures during the colonial period. It
highlighted broader issues about the
disruptions and transformation experienced
by the native cultures under colonial rule.
It explored the cultural displacement that

not only affected the communication and
knowledge systems but also led to disrupt
the cultural practices and identities.

Cultural Displacement :

Cultural displacement refers to the
process by which a community’s traditional
ways of life including its customs, practices
and social structures. It was disrupted or
replaced by outside influences. In Kenya,
this phenomenon occurred extensively
during the colonial period when European
powers imposed their own belief systems
and values on indigenous native people.
The arrival of colonial rulers marked a
significant one in Kenyan society. Their
imposition like foreign governance,
economic systems and cultural practices
led to various changes in the everyday
lives of the Kenyan people. This period
saw the erosion of traditional practices,
the reorganization of social structures and
a profound sense of disconnection from
their cultural heritage. By understanding
this concept of cultural displacement in
Kenya, it explored how colonial policies
affected various aspects of life from land
ownership and agriculture to education
and religion. This displacement did not
only impact material aspects of life but
also deeply affected the sense of identity
and continuity among Kenyan communities.
Ngugi wa Thiong’o explored the cultural
displacement through the experiences of
his characters in Weep Not, Child. Through
this novel, he illustrated how colonial rule
disrupted traditional Kenyan life. He
explored it through the character Ngotho
and Jacobo.

In Weep Not, Child, Ngugi wa
Thiong’o used Ngotho’s struggles to
vividly illustrate the theme of cultural
displacement caused by colonial rule.
Ngotho’s experiences reflect how coloni-
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alism disrupted and diminished traditional
Kenyan culture. His main struggle was the
loss of his ancestral land, which was taken
by the British colonizers. This land was
central to Ngotho’s cultural identity and
heritage, symbolizing his connection to
history and tradition. Losing it represents
a deep cultural loss for him and his
community. After losing his land, he
struggled with severe economic hardship,
forced to work as a laborer on land once
owned by his people. This situation was
driven by colonial policies that prioritized
colonizers’ interests, highlighting how
colonialism disrupted traditional liveli-
hoods and caused widespread poverty.
The imposition of European values and
practices caused him to feel increasingly
disconnected from his own traditions and
community. This alienation was compoun-
ded by the replacement of local cultural
practices with foreign ones. Despite these
challenges, Ngotho yearned for the return
of his ancestral land and strived to preserve
his cultural identity. His desperation and
resistance reflected a deep attachment to
his cultural roots and a refusal to fully
succumb to colonial oppression. The
author showed it through the line

‘‘The white man’s presence had altered
everything. Traditional ceremonies
were forgotten, and the old ways of life
were replaced by new, alien customs
(Thiong’O, 1964 P.35)’’

Similarly, Ngugi wa Thiong’o showed
the different aspects of cultural displace-
ment through the character Jacobo in the
same novel. He was a wealthy Gikuyu
landowner and collaborated with the
British colonizers. By working with the
colonizers, he helped to maintain the
system that seized land from his fellow
people. His actions contributed to the

displacement of many Gikuyu families
who were forced off their land and lost
their traditional ways of life.While Jacobo
gained materially, his collaboration also
led to internal conflict and alienation from
his own cultural roots. His role highlighted
the complex dynamics of cultural displa-
cement, where some individuals were
caught between benefiting and betraying
their cultural heritage.

Ngugi wa Thiong’o showed the cultural
displacement through the imposition of
European education and language.
Characters are forced to learn in foreign
languages and adopt European ways of
thinking, which undermines their tradi-
tional knowledge and cultural practices.
For instance, the character Njoroge excited
to go to school and learn English because
he believed it would help him succeed. As
he got more involved in the colonial educa-
tion system, he started to feel disconnected
from his Gikuyu culture and traditions. His
education focused on European history
and values, making it harder for him to
connect with his own heritage.The novel
also showed how this education affected
families and communities. Njoroge’s father,
who initially supported his son’s schooling,
became worried as he saw how much the
European ways were changing their lives
and weakening their cultural ties. Through
these experiences, Ngugi illustrated the
broader impact of colonial education: it
not only changed individual lives but also
disrupted entire communities by pushing
aside their traditional ways in favor of fore-
ign customs and languages. The following
pie chart provides a visual representation
of these various aspects, illustrating how
colonial influence disrupted traditional Kenyan
life and affected the sense of cultural
identity and continuity among its people.
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The above chart is broken down into
five categories with corresponding percen-
tages, showing the relative impact or
contribution which leads to the cultural
displacement. In this chart, loss of ances-
tral land and economic hardship (30%) is
the largest segment and indicates that
losing ancestral lands and experiencing
economic difficulties are considered the
most significant factors contributing to
cultural displacement. This usually happens
through colonization or modern develop-
ment that forces indigenous or native
populations to relocate, disrupting their
traditional lifestyle and means of subsis-
tence. Imposition of European education
and language (25%) represents a signifi-
cant issue where the education systems
and languages of European origins are
introduced, often replacing local languages
and traditional forms of knowledge. This
can lead to a loss of cultural identity and
heritage. Broader Impact on identity and
community continuity (20%) indicates the
effect on the cultural identity of indivi-
duals and the continuity of community
practices and relationships. Changes in
cultural practices, reduction in the use of
native languages and alterations in social
structures due to external influences

contribute heavily to this. Erosion of
traditional practices and social structures
(15%) refers closely to the broader impacts
on identity, this factor refers to how tradi-
tional customs, rituals, governance and
social norms are degraded or replaced,
often due to external pressures or as a
consequence of the aforementioned
factors. Impact of collaboration with
colonizers (10%) is the smallest segment
and refers to the changes that occur when
indigenous or local groups collaborate
with colonizers or external powers, which
can lead to assimilation and alteration of
original cultural practices and ideals. Each
of these factors plays a role in how cultural
displacement unfolds and can have pro-
found effects on the affected communities.
Each percentage reflects the perceived
impact or frequency of each factor
contributing to cultural displacement in
the context represented by the chart. By
reference of these piechart and above
content, Ngugi’s portrayal of these themes
reveals how colonialism not only changed
the material aspects of life but also deeply
affected cultural identity and community
cohesion. The novel underscores the
broader consequences of colonial rule,
illustrating its lasting impact on indivi-
duals and their sense of cultural continuity.

Conclusion :

In Weep Not, Child, Ngugi wa Thiong’o
vividly illustrated the consequences of
colonial period on both the environment
and indigenous cultures through its eco-
critical approach. The novel demonstrates
not only traditional ways of life as
demonstrated by colonial rule but also the
natural world that indigenous people
based on. Environmental exploitation
during the colonial period led to signi-
ficant ecological damage, as traditional
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agricultural practices and environmental
stewardship are replaced by foreign
methods. It is not only considered as a
physical change but also a loss of culture
and environment. The novel underscores
how colonial policies not only deprived
people of their land but also undermined
their sustainable practices and knowledge,
which had been crucial for maintaining the
balance between human activity and the
environment. This novel provides signifi-
cant insights into the ongoing effects of
colonialism on both people and the planet.
It prompts us to address these historical
legacies and seek solutions that honor and
restore both cultural traditions and envi-
ronmental health. By recognizing the past
consequences of colonialism can guide
more effective and equitable approaches
to both environmental sustainability and
cultural preservation.
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Amitav Ghosh : A Modern Literary

Icon :

Amitav Ghosh, an anthropologist
with an education from India, Alexandria,
and Oxford, has emerged as a prominent
figure in modern Indian literature. His
work intricately examines the complexi-
ties of humanity and civilization, often
exploring themes of diaspora, emigration,
exile, cultural displacement and transnational
cultural flow. Unlike many of his contem-
poraries, Ghosh offers nuanced interpreta-
tions of the concept of nationhood,
frequently contrasting his perspectives
with those of other prominent writers, such
as Salman Rushdie, while delving into
broader aspects of human life.

Central to Ghosh’s work is the concept
of family, whether joint or nuclear, which
he treats as a primary imaginative unit. His
storytelling is marked by a blend of narrative
techniques, genres, and styles that create
a ‘never land’ rooted in reality, blurring
the lines between narrative aesthetics and

the political ideologies of the contem-
porary world. His protagonists often
embody a ‘migrant sensibility,’ navigating
diasporic experiences that reflect the complex
social dynamics of the modern era.

Regarded as one of the finest writers
to emerge from the post-Midnight’s
Children boom in Indian English fiction
during the 1980s, Ghosh has consistently
produced novels and non-fiction that have
garnered critical acclaim both in India and
abroad. His work has become a subject of
significant academic interest, with critics
recognizing his skill as a chronicler of
contemporary history, enhancing our
understanding of overlooked or buried
histories, and bearing witness to pivotal
events of our time.

Weaving Global Histories and Marginal

Voices into Timeless Narratives :

Ghosh’s literary focus extends beyond
India, viewing the country as part of a
global network of nations and historical
activities. He engages with India’s ancient
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civilization, offering stories that highlight
its enduring relevance. His fiction often
carries a sense of ghostliness or ‘epiphanic’
moments, where the past haunts the present,
particularly in the context of suppressed
or repressed histories. This ghostliness
reflects the persistence of cultural memories
and the lingering impact of colonialism,
aligning Ghosh with the broader field of
post-colonial studies.

Despite these thematic concerns,
Ghosh remains primarily a storyteller,
known for his aversion to theoretical
frameworks. His work resonates with the
voices of the marginalized and the sub-
altern, drawing comparisons to thinkers
like Gayatri Chakravorty Spivak, though
his focus remains firmly on narrative
rather than criticism. Ghosh’s fiction, with
its deep engagement with history and the
present, continues to captivate a global
audience, making him a prominent figure
in contemporary literature.

Ghosh’s writing delves into psycho-
logical and sociological ‘truths,’ exploring
how these are reflected through the actions
and development of his protagonists over
time. His novels often revolve around
characters whose consciousness of time
as a universal factor allows them to engage
deeply with history. Ghosh is particularly
attuned to how colonizers have written
history, whether it’s about the Indian subcon-
tinent, Egypt, or the Arabian territories-
often as part of a ruling discourse that
suppresses or overlooks unsettling truths.
Ghosh taps into this colonizer’s history to
unearth and reclaim the obscured roots of
identity for his characters, who embark on
journeys across the world in search of a
shared truth or commonality hidden
beneath the surface of foreign cultures.

Ghosh’s stories, noted for their huma-
nistic appeal, often draw on figures and
sources from his ethnic culture, weaving
lost stories with ethical concerns. Rabind-
ranath Tagore and Satyajit Ray serve as
Ghosh’s moral mentors, both known for
upholding a strict ethical code in their
works. Like Ghosh, they embraced the
best of Western culture while maintaining
a global, cosmopolitan vision of human
history.

In June 1997, The New Yorker
published a special issue on English-
language Indian fiction to mark the fiftieth
anniversary of India and Pakistan’s inde-
pendence. The issue featured a photograph
of celebrated Indian English novelists,
including Salman Rushdie, Anita Desai,
Arundhati Roy, Rohinton Mistry, Amit
Chaudhuri, and Vikram Seth. In the
background, slightly out of focus, stands
Amitav Ghosh-his marginal position in the
photograph symbolically reflecting his
literary focus on marginal people, histo-
ries, and knowledge systems. Notably, the
text next to the photograph is an article
by Ghosh on the ‘forgotten army’ led by
Indian nationalist leader Subhash Chandra
Bose, emphasizing his concern with
overlooked narratives.

Ghosh’s explorations of nationhood,
diaspora, and the relationships between
individuals and communities that cross
political borders are further developed in
his novels. These stories depict communities
bound by circumstance, effort, and
kinship, which transcend traditional social
boundaries of race, ethnicity, class,
religion, and nationality. In ‘The Shadow
Lines’, for instance, Ghosh uses the trope
of the family to move away from the notion
of a ‘national allegory’ often associated
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with ‘Third World’ fiction. He has expressed
frustration with such interpretations, empha-
sizing that his work aims to explore more
complex, human-centered narratives.

‘the family is the central unit because
it is not aboutthe nation, you know?
Families can actually span nations’.

(Mondal,p.15)

The Shaping of Amitav Ghosh’s Narrative

Voice: Trauma, Displacement and the

Evolution of Historical Fiction:

‘In An Antique Land’, Amitav Ghosh
presents a polyglot diaspora-a network of
hybrid identities reminiscent of a medieval
world. However, this community is fragile
and by the novel’s end, it is violently
uprooted as war displaces these groups,
forcing them to embark on a perilous
overland march from Burma and Southeast
Asia to seek refuge in India. Ghosh’s
recovery of this forgotten episode from
one of the most documented conflicts in
history highlights his enduring interest in
‘subaltern pasts,’ the overlooked and
marginalized histories.

The year 1984 was a tumultuous one
for India, marked by significant and tragic
events: separatist violence in Punjab, the
military assault on the Sikh temple in
Amritsar, the assassination of Prime
Minister Indira Gandhi, the subsequent
riots, and the catastrophic gas disaster in
Bhopal. These events irrevocably altered
the lives of many, including Ghosh
himself. Reflecting on this period, Ghosh
acknowledges how these events
profoundly impacted his worldview and
possibly his literary trajectory.

I see that the experiences of that period
were profoundly important to my

development as a writer. (Hawley, p.2)

At this point in his life, Amitav Ghosh
was already recognizing writing as his
‘real’ vocation, something distinct from his
roles in teaching and research. However, the
subjects he would explore and the style
he would adopt were still evolving. The
traumatic events of 1984 seemed to crysta-
llize his thoughts on both fronts. The anti-
Sikh riots that followed Prime Minister
Indira Gandhi’s assassination were parti-
cularly harrowing, with over 2,500 deaths
in Delhi alone. Ghosh reflects on this
period, noting that the violence targeted
primarily Sikh men. He writes, ‘it was not
just grief I felt. Rather it was a sense of
something slipping loose, of a mooring
coming untied somewhere within.’ This
sense of dislocation and loss was profound
and Ghosh acknowledges that, like many
of his generation, these events deeply
affected his perspective and, consequently,
his writing.

I grew up believing, that mass -
slaughter of the kind that accompanied
the Partition of India and Pakistan in
1947, could never happen again. But
that morning, in the city of Delhi, the
violence had reached the same level of
intensity- How do you explain to
someone who has spent a life time
cocooned in privilege that a potentially
terminal rent has appeared in the

wrapping? (Hawley, p.3)

Amitav Ghosh was working on ‘The
Circle of Reason’ in a small, rooftop space,
employing a style reminiscent of Salman
Rushdie’s imaginative, serio-comic story-
telling-a narrative approach more concerned
with flights of fancy than with historical
accuracy. However, the events of 1984
marked a significant shift in Ghosh’s
writing. His next novel, ‘The Shadow
Lines’, diverged sharply in tone and style.
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While the new work maintained a sophis-
ticated narrative, it moved away from the
fantastical and instead engaged directly
with the very real and traumatic history
of Partition. In this novel, the broader
historical context serves as a backdrop for
the intimate, personal struggles of the
young protagonist and his family, high-
lighting Ghosh’s deepened focus on the
intersection of personal and historical
narratives.

Amitav Ghosh’s Narrative Techniques

and Historical Insights :

Ghosh’s body of work, both fiction
and non-fiction, explores the histories of
nations through the lens of connection
rather than isolation, challenging essen-
tialist ideas of self, community and nation.
His writing examines the movements of
ordinary people, whether voluntary or
forced, driven by indenturement, trade, or
ethnic violence, particularly before and
after the Partition of the Indian subcon-
tinent. While post-colonial studies have
often focused on displacement in the
context of colonial encounters, construc-
ting an aesthetic of migrancy and hybridity,
Ghosh’s work suggests a broader perspective.
He interrogates dislocation not only as a
result of imperial occupation but also in
relation to intra-national movements and
the formation of nations.

Post-colonial theory has often empha-
sized the dislocation caused by coloniza-
tion, focusing on the displacement of a
select group of individuals and the
metaphorical displacement of colonized
elites from indigenous knowledge
systems. However, Ghosh’s work draws
attention to the need for a shift in focus-
from the dislocations caused by coloniza-
tion to those arising from nationalist

histories and geographies. His fiction and
non-fiction illuminate both pre-colonial
and colonial movements but place parti-
cular emphasis on the dislocation resulting
from the drawing of borders, what he has
termed ‘the shadow lines’ that divide
nations. In ‘The Shadow Lines’ (1988),
Ghosh explores the contrast between pre-
national boundaries and modern national
borders. Scholars Akil Gupta and James
Ferguson have discussed the discontinuity
in the organization of space

‘The Glass Palace’ by Amitav Ghosh
is a grand historical saga that chronicles
the life of Rajkumar, a character of mixed
heritage, as he navigates through the
complex histories of Burma (Myanmar)
and India. The novel traces Rajkumar’s
rise to prominence and eventual freedom,
only to have his world shattered by the
loss of his son during a Japanese bombing
in World War II. This event highlights the
devastating effects of conflict and the
instability of national boundaries.

Ghosh’s narrative technique in ‘The
Glass Palace’ is notably cyclical, where each
ending paves the way for a new beginning.
This approach reflects Buddhist metaphy-
sical ideas, which view life, death, success
and failure as part of ongoing cycles. The
use of binoculars early in the novel serves
as a symbol for this perspective, urging
readers to perceive the story through a lens
that underscores the cyclical nature of
events.

Covering a century, from the fall of
the Konbaung Dynasty in Mandalay
through the upheavals of World War II to
modern times, Ghosh explores Burma’s
and India’s shifting landscapes and national
identities. This exploration is framed within
a broader context of modernity. Homi
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Bhabha has observed that postcolonial
subjects often encounter both repression
and repudiation, a theme reflected in
Ghosh’s work. Carool Kersten notes, ‘Apart
from its absorbing story, what makes The
Glass Palace into special book is the fact
that in this history of the British Empire,
there is hardly an Englishman in sight. The
epoch is seen entirely through the eyes of
locals-the so-called colonized people-or
‘subaltern’ as many post-modern scholars
from the Indian subcontinent like to call
them. So in answer to the question raised
by one of them in a debate on historio-
graphy-Can the subaltern speak?-we may
apply with a wholehearted ‘Yes, most
elegantly’’ (Kersten, p.33).

Exploration of Identity, Displacement,

and Historical Narratives :

In a 2000 interview with ‘Outlook’,
Amitav Ghosh revealed that ‘The Glass
Palace’ was inspired by his father’s family
history in Burma. The novel serves as a
creative retelling of this personal history,
though the extent of factual accuracy is
unclear. Ghosh expressed a deep connec-
tion to Burma and a desire to document
aspects of history that might otherwise be
forgotten. He highlighted the under-
reported exodus during the Long March,
when many Indians fled Burma due to
fears of Japanese invasion. Ghosh
remarked,

It is not been written about at all... It is
strange—there were over half a million
people on the Long March, over
400,000 of them Indian, and there is
such a silence about it... It makes you
realize to what degree Indians felt
themselves to be the sheep of the
British: the delusions that governed

their lives. (Hawley, p.113-4).

Ghosh’s novels often feature charac-
ters engaged in the quest for familial
connection, even in transnational contexts.
This pursuit enables them to resist rigid
nationalistic impositions and navigate
diaspora challenges.

His work challenges fixed notions of
familial space, emphasizing its fluid
and evolving nature. This thematic
exploration is enriched by his detailed
descriptions of lifestyle, cultural
impacts, and daily life. (Sinha , p.59).

‘The Hungry Tide’, another significant
work by Ghosh, delves into the Sunderbans,
a deltaic region with mangrove forests
where two-thirds of the land is in
Bangladesh and one-third in India. This
setting symbolizes the fluidity between
nations and the interplay of freshwater and
saltwater. Central to the narrative is the
1979 eviction of refugee settlers from the
island of Morichjhapi by the Left Front
government of West Bengal. These
settlers, fleeing persecution from 1947 and
1971, faced harsh conditions in the
Sunderbans, reflecting the broader theme
of displacement. John C. Hawley
comments,

Such a setting makes an apt symbol for
the ebb and flow of history and the
uprooting of populations, both of
which have come to be seen as ‘Ghosh-
ian’ themes. Furthermore, just as the
natural tides of the area tend to
obliterate the sense of permanent
division between land and sea, Ghosh’s
characters gradually learn to recognize
the transient nature of the divisions
between individuals-of whatever social
class. (Hawley, p.132)

Ghosh’s portrayal of the Sunderbans
in ‘The Hungry Tide’ brings the region’s
history, language and myth to life while
exploring deeper aspects of the human
experience. The novel’s depiction of the
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tragic eviction of settlers from Morichjhapi
serves as a poignant allegory for the impacts
of Western intrusion and modernization.
Ghosh’s narrative examines the environ-
mental and cultural disruptions caused by
these forces, shedding light on the conse-
quences for displaced communities.

Building on his earlier successes,
Ghosh’s ‘Sea of Poppies’ begins his Ibis
Trilogy, which re-examines the origins and
spread of the Indian diaspora and the
British Empire’s role in this process. The
novel portrays the opium factory, a symbol
of colonial exploitation, through vivid and
disturbing imagery of its workers’ suffering.
This depiction underscores the inhumane
conditions imposed by colonialism.

In ‘Sea of Poppies’, Ghosh’s characters
embark on a journey of transformation,
reflecting the broader impacts of colonia-
lism and nationalism. The British characters
are portrayed as exaggerated caricatures,
emphasizing the novel’s focus on margi-
nalized voices and experiences. Through
its diverse cast, the novel challenges
established concepts of colonialism and
nationalism, providing a multifaceted
portrayal of loyalty and identity within a
transnational context.

Ghosh’s work frequently addresses
themes of war, colonialism and displace-
ment. In ‘The Glass Palace’, he explores
the effects of Japanese invasion on Burma,
while ‘The Hungry Tide’ addresses environ-
mental and cultural issues stemming from
Western intrusion. His novels highlight the
experiences of marginalized groups, such
as Dalit refugees and displaced communities,
capturing their struggles and resilience.

Ghosh’s reflections on identity in a
conversation with Lila Azam Zanganesh
reveal his view on the fluidity and diversity

of Indian identity. He remarks,

People often talk about identity. It’s not
one of the things which really is
washing about in my head at all... India
is incredibly, incredibly diverse. It
would be almost impossible to define
what it means to be, moreover to say
that everyone who identifies them-
selves as Indians is what they are. (Jha,
p.275).

Amitav Ghosh is widely recognized
as a prominent Indian writer in English.
His debut novel, ‘The Circle of Reason’,
won France’s Prix Médicis Étranger in
1990, and he received several other
awards for his works, including the
Sahitya Akademi Award for ‘The Shadow
Lines’ and the Arthur C. Clarke Award for
‘The Calcutta Chromosome’. His novels,
such as ‘The Glass Palace’ and ‘The
Hungry Tide’, have achieved critical acclaim
and commercial success, reflecting his
ability to blend historical and cultural
narratives.

Ghosh’s writing provides a voice to
marginalized communities and highlights
forgotten stories. His novels offer profound
insights into displacement, identity and the
human condition, making a significant
contribution to postcolonial and historical
literature. His ambitious Ibis Trilogy conti-
nues to explore these themes, underscoring
his role as a key figure in contemporary
literature.

Conclusion :

Amitav Ghosh’s literary journey offers
a profound exploration of complex themes,
such as diaspora, displacement, and the
fluidity of identity, all intricately woven
into the broader tapestry of global history.
Through his narratives, Ghosh challenges
conventional notions of nationhood and
community, presenting a nuanced view
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that transcends geographical and political
boundaries. His work reflects a deep
engagement with the overlooked and margi-
nalized aspects of history, particularly
those shaped by the forces of colonialism
and its lingering impacts. Ghosh’s ability
to intertwine personal and collective
histories in his storytelling provides a rich,
humanistic perspective on the broader
socio-political dynamics that have shaped
the modern world.

Ghosh’s emphasis on the family as a
central unit in his narratives allows him
to delve into the intimate, yet universal,
experiences of individuals navigating the
complexities of a rapidly changing world.
His characters, often marked by a ‘migrant
sensibility,’ grapple with the challenges of
belonging and identity in a transnational
context, reflecting the broader movements
of people and cultures across borders. By
focusing on these personal journeys,
Ghosh effectively critiques the rigid frame-
works of nationalism and colonialism,
highlighting the enduring relevance of
cultural memory and the persistent effects
of historical trauma.

Ultimately, Amitav Ghosh stands as a
towering figure in contemporary literature,
known for his meticulous historical
research and his ability to give voice to
the subaltern and the marginalized. His
works resonate with a global audience,
offering a powerful commentary on the
interconnectedness of human experiences
across time and space. Through his
evocative storytelling, Ghosh not only
chronicles the past but also illuminates the

present, making significant contributions
to the fields of postcolonial and historical
literature.
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Rajanikanta Bordoloi known as the
Scott of Assam is one of the writers whose
contribution to the establishment and
growth of Assamese novel literature is
especially memorable. In the last decade
of the 19th century, the foundation of
Assamese novels founded by Padmanath
Gohainbaruah and Lakshminath Bezbarua
was strengthened by the novel Emperor
Rajanikanta Bordoloi. Historical novels
were the first attempt at Assamese novel
literature. At a time when the journey of
Assamese novels began with historical
novels, Rajanikanta Bordoloi made his
debut in Assamese novel literature with a
novel titled ‘Miri Jiyori’ (1893) based on
the Mising tribe. Rajanikanta Bordoloi,
who has written nine novels one by one,
has established Assamese novel literature.
His novels are: Miri Jiyori (1893), Mano-

mati (1900), Danduadroh (1909), Rangili

(1925), Radha-Rukminir Ran (1925),

Nirmal Bhakat (1926), Tamreswari

Mandir (1926), Rahadai Ligiri (1930),

Thamba-Thoibir Sadhu (1932). Rajani-
kanta Bordoloi’s last gift in Assamese
historical novel literature is ‘Rahadai
Ligiri’. This is the largest of his novels.
This novel is divided into three parts.

The Novel is set against the background
of Burmese’s first invasion of Assam; the
main story of this novel is based on the
romance of Rahadai and Dayaram. The
first part of the novel is divided into 51
chapters. In which Rahadai-Dayaram’s
romance, Rahadai-Dayaram grazing
buffaloes, Festival of Durga Puja in the
king’s house, King Chandrakanta Singha
was fascinated by the beauty of Rahadai,
the time of Rahadai in the form of a ligiri
in the king’s house, Chandrakanta Singha’s
addiction to Rahadai, Burmese’s first
unequal invasion, the mother of a King
conspired and killed Badan Borphukan by
the Rupsing Bongal, Rahadai’s surrender
to Rupsing Bongal, Rahadai’s escape from
palace, eventually attempted suicide by
jumping into the Brahmaputra to escape
from the hands of Rupsing Bongal is
beautifully explained.

The second part is divided into 16
chapters. This volume consists of
Brajanath Singha after the murder of
Borphukan and then his son Purandar
Singha being made king, the rescue of
Rahadai from the Brahmaputra by
Agamananda Swami, the Vamachari
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Tantrik system, yoga a spiritual contem-
plation, the transformation of Rahadai to
a sixty-year-old woman by Yoga a spiritual
contemplation, There are descriptions of
the spiritual pursuits of Rahadai under the
Tantrik.

The third part is divided into 30 chapters,
the description of various monasteries,
satras, fane or temples etc. in Assam,
Rahadai, in the guise of Krishnadasi
Vaishnavi, signals the upcoming attack of
Burmese from one end of Assam to the
other. She is being guided by the moral
strength of the people and advising them
to face danger unitedly. He has taken care
of the sufferer and finally has also moved
to Vrindavan by initiating Dayaram with
the mantra of ‘Human Service is Service
to God’.

The Influence of Religion in the Novel

Rahadai Ligiri :

Shakta, Vaishnava, Tantric etc. are
found in various religions in Assamese
society. Rajanikanta Bordoloi has also
discussed religious views more or less
between past stories and social events.
Especially in the description of the Nava-
Vaishnava religion, Satra, Naamghar,
Drama etc. propagated by Mahapurush
Srimanta Sankardeva can be seen in most
of his novels.

The influence of religion in Bordoloi’s
Rahadai Ligiri novel is very high. In the
second and third volumes of the Rahadai
Ligiri novel, the storm that brought Rahadai’s
life seems to be god-oriented, swami
Agamananda rescued Rahadai from the
water starts with the discussion of the
Vamachari Tantrik system, yoga a spiritual
contemplation, miracles with the help of
yoga a spiritual contemplation and Vaish-
nava theology. The novelist portrayed

beautifully of Rahadai as Krishnadasi
spreading religion by roaming around in
various Monasteries, Temples, Satras, etc.
In the novel, the Ghosha, Verses also points
to the influence of religion. The novelist
is seen taking the help of various means
to break the influence of supernatural
elements and religion. They are mentioned
below:

Vamachari Tantrik System :

Vamachar is a festival or religious
ritual performed with forbidden objects
such as alcohol etc. and the tantrik who
runs according to that Vamachar is called
Vamachari Tantrik. Today there was an
ashram of a monk like a beautiful ashram
of a sage on a high island without people
on the west of Kokilamukh Ghat in Jorhat.
The monk’s name was Agamananda. He
was a monk of the Vamachari Tantrik system
and had an assistant named Shravan-
ananda. Since Swami Agamananda was
an enthusiastic Vamachari, he used to
drink alcohol. Ducks, parrots, goats etc.
were sacrificed before Gossani (God) and
cooked and ate it. He ate the fish as ‘The
fruits of the Ganga’. He could not eat for
ten or twelve days when he said no, and
he could eat a lot of fish, meat, chapatti
(Roti), split pulse (Dal), curry and rice
alone when he was told to eat. The Miri
Tribes, seeing his red eyes, gave him a lot
of things like alcohol, duck, parrot, goat,
rice, etc. by saying that he was a Godman.
There is a proverb that he was also served
by the tiger by leaving the way.

The novel tells us that Agamananda
was a severe Vamachari Tantrik, so he
travelled around the world and reached his
final stage and performed various
adorations on the beautiful Rahadai to
attain liberation.
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Yoga A Spiritual Contemplation :

In the Indian practice of yoga, a spiri-
tual contemplation, there is a description
of the power that can increase the intensity
of his body, mind and energy through
austerity. In Bordoloi’s novel, there is
frequent use of yoga a spiritual contempla-
tion supernatural etc. According to the
story of the novel ‘Rahadai Ligiri’, Rahadai
made a huge change in life through yoga
a spiritual contemplation. Rahadai was
very beautiful as a result King Chandra-
kanta Singha was impressed with his
beauty and took away from his parents and
lover Dayaram. She keeps her ligiri and
wants to become a little queen by marrying
later. But because of being the daughter
of Paik (lower caste) and Rahadai loved
Dayaram wholeheartedly, it was not
possible, but in the end Sardar Rupsing
was also impressed with her and expressed
his desire to get him and later Rahadai
jumped into the river to escape the hands
of Rupsing and tried to commit suicide.
In that river, Swami Agamananda went to
bathe and took the body to the ashram and
made him healthy by serving and caring.
Later Swami Agamananda promised to
give whatever he needed to get rid of him
in his last state and performed the rituals
by performing various adorations on him.

When the rituals of Agamananda were
accomplished, Rahadai said that if he
wants to make the most beloved queen of
the Chandrakanta king, he will bring the
lakh of rupees, a manor in some country;
he will give him whatever he wants.
Rahadai wanted to see Dayaram from that
place and at that time Swami Agama-
nanda, with the help of Yoga a spiritual
contemplation, told Rahadai to Dayaram.
In his state of drowsiness, Rahadai tells
Dayaram as follows:

“Moi Rahadai!

Tumak saboloi aru hudiboloi ki

karonotnu tumi honghar tyag kori

udashin hoisa.

Rahadai-Hai! Hai! Apuni okol ei

dukhunir nimittei enekoi udash

dharma dhorile.......nath! nath! Moitu

atia mora nai jiyai asu. Pisot jodi

apuni mok hohorire pai tente apuni

udash dharma tyag koribo paribane?”

(Bordoloi, Rajanikanta, pp. 97-98)

(I’m Rahadai!

Why do you leave the world and
become indifferent to seeing and
asking you?

Oh! Oh! You have adopted such a
depressed religion just for the sake of
this poor person. Why don’t you marry
another one and bring satisfaction to
your father’s mind and not become a
householder?

Swami! Swami! I am not dead now, I
am alive. Later, if you find me, can you
leave the religion of destitution?)

Rahadai understood that this condition
of her, his family and lover Dayaram, the
main cause of her various dangers is her
beauty. So she requested Agamananda to
change that body and get a youthless state
as follows:

“....Mor ei bhubonmohini ruptu – ji

mok hokolore lubhor bostu kori mor

jibontu dukhiya korile- apuni

gusai............ tinikuri bosoriya burhi

menuh ejonir rup diyok...........”

(Bordoloi, Rajanikanta, p. 98)

(This beauty of mine- which made my
life miserable by making me the object
of everyone’s greed-give me the beauty
of a sixty-year-old woman with the
strength your yoga a spir itual
contemplation and the power to move
around- so that I can peacefully walk
around with the name of Krishna in
peace without creating affection for my
body in anyone’s mind. I can also recite
the name of Krishna to ten.)
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At first, Agamananda did not agree,
but at her request, Rahadai was kept in
the cave where the wind and water could
not enter, and after ten months and ten
days of yoga a spiritual contemplation, he
turned into a sixty years ugly old woman
and gave her name Krishnadasi. Swami
Agamananda also became like an eighteen-
year-old boy with the help of yoga a
spiritual contemplation and named him
Premananda Swami. Rahadai, who
changed her beauty to Krishnadasi, has
shown the earlier beauty form to a unique
person. Borboruah, lover Dayaram has
also been shown the beauty of Rahadai
Ligiri.

Description of Satra, Temple etc. :

The two main elements of The Sankari
culture are the Satra and the Namghar.
Among them, the Satra is a ceremony
established by Sankardeva and Madhav-
deva to promote and propagate the Nava-
vaishnava religion in Assam. The satras
regularly hold prayer, drama, religious
discussion etc. The literal meaning of the
word ‘Satra’ is- ‘Sat’ means a religious
person and ‘Tra’ means to savage i.e. to
save the honest people. Baikunthanath
Bhattadeva has defined satra in his Sarana
Malika as- “Ji sthan devata aru

boishnnobor dwara bondito, ji sthanot

ekanto bhaktohokole iswaror priyo karjya

hadhan kore..............hei srestha sthanoke

satra buli kuwa hoi.” (The place where
gods and Vaishnavas worship, where
devotees perform God’s favorite deeds,
and where daily new devotion is practiced
is called a satra.)

In most of the novels of Rajanikanta
Bordoloi, the influence of religion can be
seen. In particular, the influence of the
Nava-Vaishnava religion, satra, naamghar,

drama etc. propagated by Mahapurush
Srimanta Sankardeva was observed.
Troilokyanath Goswami has said that:
“Bordoloir upanyashar oport bharatiya
darshanor dhara aru bixekhkoi boishnob
guruhokolor rasmoiyi bhaktir pravab
spasta.” (Bordoloi’s novels are clearly
influenced by Indian philosophy and
especially by the devotion of the Vaishnava
gurus.)

In the novel Rahadai Ligiri, the
description of the Satras is beautifully
depicted. The role of satriya culture, which
has traditionally been going through
rituals, is important in the promotion and
spread of Vaishnavism in Assam. It has
already been continued that women people
are not allowed to enter the Satra of
Assam. In the novel, Swami Agamananda,
with the help of yoga a spiritual contem-
plation, refers to the Satra of the Assamese
society. It reveals the rituals and traditions
of the Satra of Assamese society. When
Dayaram was singing with other devotees
in the Namghar, he could not get inside
with the help of yoga a spiritual contem-
plation and could not get inside and said:
“Baba! Moi humabo nuwaru. Mor sadhya

nai. Purbapor riti ase maiki manuh asomor

sataror naamgharar vitoroloi humabo

napai.” (Bordoloi, Rajanikanta, ‘Rahadai
Ligiri’, 97) (Baba! I can’t enter. I can’t
afford to. There is a tradition of the past
that the woman people will not be able to
enter the Satra, Namghar of Assam.)

At that time i.e., before the days of the
British, there were no pucca houses in
Assam. Only monasteries and temples were
ripe bricks. Many places in the present-
day populated city of Guwahati city were
deserted at that time. The novelist describes
the monasteries and temples of Guwahati
city, which were not popular at that time.
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“Nogorkhonir pube horu tila etar

oport chatrakar devalayor moth-

mandir. Uzan bozaror jor pukhurire

hoite Ugratara matrir mandir ............

Brahamaputraor majot umananda.

Uttar guwatit noir parot poshime

ashwaklanta, pube monikorneswar.”

(Bordoloi, Rajanikanta, ‘Rahadai

Ligiri’, pp. 149-150)

(The Chatrakar Devalaya temple is
located on a mound east of the town.
The Ugratara Mother Temple, with a
pair of ponds, is situated in Uzan
Bazar. To the west, on a mound by the
riverbank, lies the temple of Sukleswar
Mahadeva. Nearby is the temple of
Janardan Deva. A little outside the city,
to the east, is the Navagraha temple.
In the west are the temples of
Bhuvaneshwari and Kamakhya. In the
south, at a distance of Six miles,
Sandhya, Lalita, and Kanta are the
temple of Vasishtha with three streams.
Umananda is situated in the middle of
the Brahmaputra. To the west, on the
banks of the river in North Guwahati,
is Ashwaklanta, and to the east is

Manikarneshwar.)

The novel mentions the satra of the
pattern of villagers of Upper Assam with
straw bamboo. The Gossains, who had
fled in the nuisance of the Burmese, lived
on both sides of the Brahmaputra on the
pattern of the Satra of Upper Assam. In
the morning, afternoon and evening, in
these satras, the prayer by the cymbal, the
name of Krishna and the devalayas also
made the city of Guwahati buzz with the
sound of drums, conch, bell, cymbal etc.
and many devotees have mentioned by the
novelist that they are visiting the
monasteries of Guwahati city, Kamakhya,
Navagraha and Vashishtha etc. The name
of the special satra mentioned in the novel
is ‘Kamalabari Satra’.

Conclusion :

Rajanikanta Bordoloi’s ‘Rahadai
Ligiri’, written in the background of the
Burmese Invasion of Assam, is a novel of
prominent quality in all aspects of Assam’s
political, economic, cultural, social, religious
etc. The presentation of historical events
such as the atrocities of the Burmese
Invasion of Assam during the Ahom rule,
the plight of the people of Assam, the
running away from their homes, etc. have
increased the dignity of the novel. Among
the other novels of the novelist, ‘Rahadai
Ligiri’ has the greatest religious influence.
In the novel, the beautiful description of
incantations, yoga a spiritual contem-
plation, the young girl being old, the old
man becoming young with the help of
yoga as a spiritual contemplation, etc.
makes the novel interesting. Krishna
devotion is an essential religious aspect
of Assamese society. This aspect is also
beautifully portrayed in the novel. Rahadai
changed his earlier beauty into a sixty-
year-old woman by the name of Krishna-
dasi and later she started living by singing
the name of Krishna completely initiated
into Krishna religion. Apart from this, the
realism of Assamese society has also been
beautifully portrayed by the novelist. Since
ancient times, the position of women in
the male-dominated society has been
considered to be low. The character of
Rahadai is particularly notable in this
regard. She has been the victim of the rule
for her beauty crushing the hearts of her
mother and father and lover Dayaram and
bringing it to the palace by force. She has
to be humiliated, deprived, and exploited
at the hands of a male society. This social
system almost ruined her life.
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A Plague Tale: Innocence is a video
game about a young girl named Amecia
de Rune. It is set in France during the
Black Death and the Hundred Years’ War.
The game tells the story of Amecia
escaping the plague-ridden environment
and the Inquisition troop to an innocuous
place with her brother Hugo. Hugo is
cursed with Macula, which lets him control
the plagued rats. Throughout their journey,
they met with many challenges. However,
Amecia’s determination to save her brother
has directed them to an innocuous location.
Their journey was not entirely satisfactory.
They encounter many challenges and
exhibit emotional turmoil through their
loved one’s exodus. A Plague Tale :

Innocence delivers a rich narrative
exploration that immerses the player
within the game environment. The game
environment proposes a bountiful condition
of the then-contemporary society. As we
explore this game, the environment suffuses
a distinct story. It has a severe impact on
Amecia’s character development. Analysing
from the beginning to the end, we can recon-
noitre the environment as her psyche. This
environment influences her psyche and

denudes two sides, giving way to conscious
and unconscious recognition.

Carl G Jung excavated the depths of
the psyche through his works. He depicted
two personalities within an individual-
conscious and unconscious dominion
(Jung et. al., 1990, p. 23). Consciousness
is advanced through a civilised state, which
is imperfect. The mind is covered with
darkness, yet needs to reconnoitre the
unperceivable aspects. They are concealed
within the psyche. These are known as
unconscious. Within the unconscious
dominion are little-known or unknown
attributes and qualities of ego-‘shadow’ (p.
168). Shadow, cast by the conscious mind,
contains hidden, repressed, and unfavou-
rable aspects of personality (p. 118).
‘Shadow’ is one of many archetypes.
Archetypes have a conspicuous impression
on uplifting human emotions, personality,
and ethics as they manifest through thoughts,
symbolic imaginations, and acts (Gunanda
& Puspita, 2022, p. 10). Furthermore,
‘shadow’, according to Ladkin et al.,
produces a definite result in understanding
a character’s personality. It is considered
an emotional quality that an individual
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hankers to enshroud and impede from
reappearing into the conscious world. An
individual must maintain a balance between
the conscious and the unconscious mind
in executing the assiduous individuation
process (as cited in Asl & Ramli, 2021, p.
891). The individuation process transpires
through observing patterns, which is part
of a great web of psychological factors
(Jung et al., 1990, p. 160).

Understanding ‘Shadow’ In Narrative

Context :

Carl G Jung describes how ‘shadow’
appears in stories and myths and how it
affects the narration. His explanation of
the part when ‘Moses meets Khidr’
elucidates the integration of shadow. At
first, Khidr is seen as lawless, law-abiding,
and capricious. Later, it revealed Khidr’s
God-like nature while helping people
(Jung et al., 1990, p. 175). The conflict
between good and evil often manifests the
concept of shadow in English literature.
The antihero undoubtedly embraces the
shadow archetype. The battle with Grendel
in Beowulf exemplifies the shadow of the
hero. The collective shadow of Victorian
society is replicated through Mary Shelley’s
Frankenstein. Similarly, Count Dracula
discloses then-contemporary qualms and
cravings. Deplorable feminine traits are
epitomised through witches. Dark lords
like Sauron and Voldemort are considered
significant figures of shadow. Even Shakes-
peare introduced shadow characters such
as Lady Macbeth, Iago, Richard III,
Claudius, and Shylock (Kechan & Ismail,
2022).

Gholamhossein Sâedi profoundly
explores the human psyche through his
works. In his House Should Be Clean, the

symbolisation of ‘mouse’ is embodied as
an insidious and devious aspect of the
protagonist’s shadow, which haunts his
personality. The ‘dog’ in Bayal’s Mourners

denotes the protagonist’s unresolved
internal conflicts and desires. The death
of the ‘cow’ symbolises the downfall of the
protagonist’s psyche and a loss of self. In
his Fear and Shiver, the protagonist’s
encounter with a dark figure exposes his
shadow, evoking fear and instability. The
dual nature of shadow is accompanied in
the fourth story of Bayal’s Mourners through
the ‘strange child’. The child’s dual-
coloured eyes and the wind accompanying
him evince the dual nature of the shadow,
which encourages the development of
distress (Veskari et al., 2018).

Sally Rooney’s work Normal People

describes the behaviours and actions of
characters Connell, Marianne, and Alan,
influenced by their psychological condition
and social environments. Connell’s shadow
exhibits repressed emotions. Mariannes’s
shadow is manifested through her rude
behaviour and unconventional voluptuous
behaviour. Alan’s habit of demeaning
others, jealousy, and violence illustrate his
darker aspects; his shadow (Rahayu &
Hum, 2023).

The characters of Edgar Allan
Poe and Tunku Halim unveil grotesque
behaviour and self-discovery. Moral
challenges are signified as shadows in this
condition and the characters’ acknowled-
gement apprehends their individuation.
The works of Poe, The Premature Burial

and The Fear of the Death, demonstrate
the narrator’s shadow. The protagonists in
The Black Cat and The Tell-Tale Heart are
haunted by their murder, illustrating their
shadows. The narrator’s obsession with
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Berenice’s teeth represents the shadow in
Berenice. As in Halim’s work, Haunted

Apartment, the grotesque imagery and her
father’s voice resemble the shadow. In the

Rape of Martha Teoh, the protagonist’s
shadow emerges from her hatred towards
her deceased husband. These characters
were unsuccessful in comprehending their
shadows, which resulted in their downfall
(Asl & Ramli, 2021).

Environmental Symbolism and the

Shadow Within :

Imaginations are a part of the human
psyche. The human psyche is never wholly
traversed. Hence, some parts are still
obscure, belonging to the dominion of the
unconscious. Unconsciousness in literature
is characterised in several ways. We will
look at the theoretical aspects. In his work
The Interpretation of Dreams, Freud
discusses the representation of unconscious
thoughts through a dream environment.
The unconscious desires and conflicts are
echoed within the dream environment.

On the other hand, Jung reconnoitres
the environmental elements in literature
through the organisation of archetypes.
In his work The Archetypes and the

Collective Unconscious (1980), he contem-
plates the collective unconscious through
archetypal images and environments in
literature. Dark forests, caves, and such
natural elements constitute the unconscious
mind. Nonetheless, we zero in on the
character Amecia de Rune and the game
environment and inspect the pivotal points
where the environmental settings aid as
influential symbols of Amecia’s unconscious
mind, especially her ‘shadow’. Through
the integrated lens of environmental
psychology and environmental storytelling,

we examine crucial plot points and
comprehend how the game environment
manifests Amecia’s psyche while integra-
ting her shadow.

The Woods as a Representation of the

Unconscious :

In the initial stage of the game, players
perceive the atmosphere as it depicts a
bright environment. It gradually fades and
gives way to a darker, eerie environment
through the integration of a Wild Boar
escaping into the woods. This shift mirrors
Amecia’s journey into the unconscious. As
Jung stated, the threshold of conscious-
ness, as the sun’s circuit followed by an
ascent to the bright peak of consciousness,
is lowered through the descent into the
night, representing the zenith of the
unconscious (Jung et al., 1990, p. 299).
Similarly, ‘King of the Forest’ depicted
‘woods’ and ‘water’ as a symbolisation of
the unconscious. (Jung, 1980, p. 222). The
dark and tangled pathways of the woods
became a symbol of her inner turmoil and
uncertainties. The foreboding nature of the
woods signifies the transition from a state
of conscious awareness to an encounter
with her unconscious fears representing
her ‘shadow’. The transformation in the
wood’s atmosphere affects her psycholo-
gical condition. The oppressive and
unpredictable nature of the environment
evokes a sense of menace and bewilder-
ment - characteristics of directing one’s
shadow.

Plague-Ridden Environment as an

Indicator of Inner Turmoil :

The game’s depiction of the plague-
ridden environment serves as a visual repre-
sentation of Amecia’s internal turmoil. The
overwhelming nature of shadow is reflected
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through her surroundings as it portrays
decay and death. However, the portrayal
of death parallels with the transition into
a new life (Jung et al., 1990, p. 122).
Gholamhossein Sāedi symbolised the
‘mouse/rat’ as a treacherous and devious
aspect of the protagonist’s shadow (Veskari
et al., 2018). This element is already
within us, representing feral, chthonic
aspects of ourselves within the furtive
edges of consciousness (Ronnberg &
Martín, 2010, p. 292). In this scenario, rats
are represented as a direct manifestation
of her repressed fears. Their emergence
from the depths of the underground
mirrors the advent of shadow from her
unconscious mind. This visual storytelling
accentuates her internal struggles’ distur-
bing and permeating nature. Amecia’s
difficulties in enduring these environments
parallel her internal battle to integrate
these ‘shadow’ aspects into her conscious
self.

War-Torn Landscapes and Internal

Conflicts :

The chaos and conflict within Amecia’s
psyche are symbolised through the back-
drop of the Hundred Years’ War. The visual
scenes of dead bodies and destruction
epitomise psychological scars and
unresolved battles. These scars, left by loss
and viciousness, are necessary for her
character development. These scenes of
dead bodies and the constant threat of
danger symbolise the penetrating impact
of her shadow on her conscious mind.
Death, as stated by Jung, is a pathway or
a transformational journey towards a new
life, displaying her necessity to confront
the darker aspects of her psyche. They are
driven by these environments, which is a
metaphor for the internal conflicts she

must confront to achieve significant
character development.

Loss and Resilience : The Journey

Through Grief :

The loss of her family, friends and dog
and the necessity to protect her brother
Hugo illustrate Amecia’s journey through
grief and resilience. The death of her dog
‘Lion’, who represents loyalty and courage,
denotes the shattering of Amecia’s confi-
dence, leading to her initial psychological
journey. Similarly, the deceased father
embodies the damnation of the protective
structure, enhancing her sense of isolation
and fear. The emotional weight of her
journey through the oppressive and
threatening environments equals the inner
struggles and distressing experiences,
which leads to the integration of her
‘shadow’.

Metaphor of Transformation :

The frequent crossings of rivers in the
game symbolise pivotal moments of trans-
formation and self-discovery. Amecia’s
willingness to delve into her unconscious
mind and confront her shadow is implied
in each crossing. Further, crossing a river
symbolises a fundamental change in
attitude (Jung et al., 1990, p. 199). In
mythology, a river is a boundary between
the living and the dead. The crossing is a
metaphor for travelling between two
shores of the psyche: conscious (a familiar
shore) and unconscious (farther shore)
(Ronnberg & Martín, 2010, p. 42). The
first leap into the river at the beginning of
the game exemplifies Amecia’s immersion
into the depth of her unconscious mind,
as the river is considered a boundary
between conscious and unconscious
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dominion. She consciously submerges
into the unconscious realm, integrating her
shadow. The subsequent crossings followed
by the initial to the culmination symbolise
her progression and psychological deve-
lopment. The final confrontation, where
Hugo, her brother, governs his power and
obliterates the antagonist with the succour
of plagued rats, represents the culmination
of her internal turmoil and successful
integration of her shadow. Her brother
Hugo, a child, symbolises man’s pre-
conscious and post-conscious essence.
The all-embracing nature of psychic
wholeness is expressed at the end of the
game (Jung, 1980, p. 178).

The Relationship with Shadow :

Amecia’s relationship with her shadow
evolves as she navigates through these
symbolic environments. At the beginning
of the game, her shadow is delineated as
qualms and vulnerability. As she proceeds,
she comprehends and integrates these
repressed aspects herself. The journey
through the dark and tangled pathways in
the woods symbolises her willingness to
confront the mysterious aspects of her
psyche, indicating the initiation of her
individuation process. The plague-ridden
and war-torn landscapes drive her to face
the fear and despair that threatens to
consume her. As she survived the hostile
environments, she gained strength and
resilience for her personal growth. The
swarms of rats and her brother’s ability to
control them at the end illustrate an
invaluable essence of shadow in guiding
her repressed emotions and fears in the
individuation process. It provides a canny
photogravure of the all-embracing nature
of psychic wholeness.

Conclusion :

A Plague Tale: Innocence entwines
environmental storytelling and environ-
mental psychology to explore the ‘shadow’
archetype through the protagonist Amecia
de Rune. In the game, the environment
symbolises Amecia’s shadow, bringing
internal conflicts and fears to the surface.
At the initial stage, the foreboding woods
epitomises her venture into the unconscious.
The plague-ridden and war-torn land-
scapes manifest her inner turmoil, conflict,
and chaos within her psyche. The swarms
of rats ascending within the underground
symbolise her bellicose nature of stifled
worries and ordeals.

Environmental storytelling in the game
uses these settings to convey her descent into
the unconscious and gradually uncovering
shadow, which engenders a conspicuous
connection between the environment and
Amecia’s internal world. Environmental
psychology further ameliorates this narrative
by accentuating the impact of these settings
on Amecia’s psyche. The experiences she
encountered further augment the integra-
tion of shadow, leading to her individuation
process. It allows players to experience her
qualms, vulnerabilities, and resilience. The
integration of environmental storytelling and
psychology provides a spellbinding
framework for exploring the ‘shadow’
archetype. It provides a deep pathway for
the players to immerse into the narrative
in an emotionally resonant manner. The
portrayal of shadow through the game’s
environment offers an unambiguous
elucidation of the human psyche and its
transformative power. Enriching these
approaches in the narrative allows players
to attain an intensely influential and
reflective gaming experience.



252
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

References :

1. A Plague Tale: Innocence (Version Base
Game). (2019). [Windows PC]. Asobo
Studio.

2. Asl, M. P. , & Ramli, A. R. (2021).
Grotesque, Shadow and Individuation: A
Jungian Reading of Selected Short Stories
by Tunku Halim and Edgar Allan Poe.
Pertanika Journal of Social Sciences and

Humanities, 29(2). https://doi.org/
10.47836/pjssh.29.2.08

3. Freud, S. (1900). Interpretation of Dreams.
International Alliance Pro-Publishing.

4. Gunanda, S. D., & Puspita, I. D. (2022).
Persona And Shadow of Kevin in Lionel
Shriver’s Novel We Need to Talk About
Kevin. Lintang Songo: Jurnal Pendidikan,
5(1), 10–18.

5. Jung, C. G. (1980). The Archetypes and The

Collective Unconscious (R. F. C. Hull,
Trans.; 2nd ed). Princeton University Press.

6. Jung, C. G., von Franz, M., Henderson, J.
L., Jacobi, J., & Jaffé, A. (1990). Man and

His Symbols. Arkana Penguin Group.

7. Kechan, A., & Ismail, S. (2022). The
Shadow Archetype: Casting Light On Evil.
IJEP, 3(2), 19–25.

8. Rahayu, P., & Hum, S., S. S. ,. M. (2023).
The Portrayal of Persona And Shadow In
Normal People By Sally Rooney: An
Archetypes Study.  Linguistics and

Literature Journal, 4(1), 50–57.

9. Ronnberg, A., & Martín, K. R. (Eds.).
(2010). The Book of Symbols: Archetypal

Reflections in Word and Image. Taschen.

10. Veskari, H., Pouralkhas, S., Moharami, R.,
& Ranjbar, E. (2018). Analyzing Negative
Aspects of the Shadow Archetype in
Gholamhossein Sâedi’s Stories (A Model
for the Analysis of Archetypes in Literary
Works. International Journal of

Pharmaceutical Research, 10(1), 261–268.



253
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

Mythopoesis and Feminism: Examining
Janak-Sita Relationship in Contemporary

Retellings of the Ramayana
Ayushi Saini  Dr. Rajiv Ranjan Dwivedi
Research Scholar Associate Professor

Department of Humanities Department of Humanities

Delhi Technological University Delhi Technological University

Pita Dharma Pita Swarga Pitahi Paramantapa

Pitori Preetimapanne Priyontay Sarvadevata

Father is dharma, Father is heaven, Father is the supreme subject of meditation

If father is contented, all other gods and goddesses will be satisfied.

Chanakya- Sloka

The father (Pita) is someone who
gives birth; who initiates children (boys)
into spirituality/lord through the sacred
thread ceremony; who imparts knowledge;
provides sustenance; and offers protection
from fear. To cultivate the character of a
son, a father nurtures him for five years,
disciplines him for ten years and thereafter
treats him as a friend. This encapsulation
of Chanakya’s slokas provides the scriptural
foundation for the role of a father. The
father-son dynamic, prominently featured
in ancient Indian texts such as the
Upanishads and the Puranas, particularly
the epics, underscores societal norms
prioritizing male lineage and inheritance.
Although the father-daughter relationship
is present, it often lacks the same depth of
exploration, leading to a notable scarcity
of literature and research on this dynamic.
However, contemporary novels that
reimagine traditional stories such as the

Ramayana and Mahabharata are gradually
bridging this gap.

This paper seeks to explore a father-
daughter relationship (Janak-Sita) that not
only challenges traditional gender roles
but also supports feminist interpretations,
thereby setting the stage for a broader
discussion on the role of feminist pers-
pectives in mythological literature. By
examining how mythopoesis defies
patriarchal norms, this study aims to
highlight an exemplary father figure from
our epics, illuminating the progressive
aspects of his character by analysing the
novel Sita: Now You Know Me by Sini
Panicker. Through this analysis, the paper
will emphasize the importance of
reinterpreting classical narratives to reflect
contemporary values and contribute to the
ongoing discourse on gender equality in
literature.
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Janak, also known as Siradhwaja, is
traditionally celebrated as the wise and
benevolent king of Mithila, renowned for
his scholarship and virtue. Janak is known
to hold spiritual conferences encouraging
intellectual debates between not just rishis
but women seers who challenged and
questioned their male counterparts. In the
classical Ramayana, he is depicted as
a loving father who nurtures Sita and
supports her choices, notably in her
marriage to Rama, which is arranged
through a svayamvara - a ceremony
allowing Sita to choose her husband. His
actions are seen as progressive within the
constraints of his time, but contemporary
retellings of the Ramayana offer deeper
insights into his character, presenting him
as a figure who embodies feminist
principles in a more explicit and profound
manner.

Novels such as The Forest of Enchant-

ments by Chitra Banerjee Divakaruni, The

Ramayana Series by Amish, Sita: Now

You Know Me by Sini Panicker, Sitayana

by Amit Majumdar, and Sita’s Sister by
Kavita Kane, among others, explore the
Ramayana’s narrative from new perspec-
tives. Each novel helps us rediscover the
story’s characters as progressive, tradi-
tional, and yet modern. Through these
modern retellings, Janak emerges not
merely as a virtuous king but as a character
who embodies feminist ideals and an
exemplary father. He is portrayed as a
supportive father who respects Sita’s
autonomy, raising her to be a scholar, a
warrior, a ruler, an administrator, and a
sensitive and strong woman.

Sini Panicker’s Sita: Now You Know

Me reimagines Janak’s relationship with

Sita from a feminist perspective, presenting
him as a father who actively supports his
daughter’s choices and challenges societal
expectations. Panicker’s portrayal empha-
sizes Janak’s role in empowering Sita, not
just as a father but as a mentor who instills
in her the confidence to challenge patri-
archal structures. This interpretation of
Janak underscores his alignment with
feminist ideals, particularly in his support
for Sita’s independence and agency. In the
prologue of the novel, Panicker writes, “I
felt I was a daughter. I was not a mother
anymore. Not a wife anymore. I was just
a daughter. A blissful daughter.” Sita finds
solace in her identity as a daughter even
in her final moments, highlighting the
deep bond with her father.

Janak and his kingdom are depicted
as progressive from the beginning of the
novel. “My father and mother prayed to
the goddess for something else too. For a
daughter. Not for a son, but a daughter.”
(Panicker 13) While other kings performed
elaborate yajnas for sons, King Janak and
Queen Sunetra wished for a daughter and
adopted Sita without hesitation. Janak’s
love for farming, despite being a king, and
his joy at finding a daughter in Sita further
illustrate his progressive nature. “The
farmers and the priests laughed as they
knew their king and his love for farming.
My father ploughed on enthusiastically.”
(Panicker 13) King Janaka also proves to
be a leader to his people; he is equally
involved in farming as in administration
and family. While ploughing the field is
done by farmers and the king is supposed
to plough for the sake of a ritual, King
Janaka finds happiness in farming.

Janak not only became a father but
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also a friend to his daughters, involving
them in activities beyond traditional
princess roles. He made Sita and Urmila
scholars, allowing them to attend and
participate in debates on the Vedas and
Upanishads. Sita grew up in a household
where women were valued equally to men.
When she expressed a desire to lift Shiva’s
bow, Janak, after consulting Sunetra,
encouraged her: “You may, Sita! You
may.” (Panicker 21) Janak treated both
daughters equally, despite Sita being
adopted, and prepared her to rule Videha.
He was content with passing the kingdom
to a woman in an era where patrilineal
succession was the norm. He believed Sita
could balance ruling with having a family,
emphasizing the importance of both
aspects: “Sita, I want you to be married. I
want you to have a family, a loving
husband and several children. Otherwise,
you will be very lonely in life, especially
if you become a ruler. I don’t want that. I
am serious about the wedding, Sita. And
you have to take it seriously too.”
(Panicker 25)

At the Svayamvar, King Janak does
not shy away from showing his emotions
as he has to give away his daughter to
Ram. Although he wanted her to rule
Videha, giving her away was also a norm
he had to accept. Despite the pain of
giving away his daughter, Janak felt happy
that Sita was in love. In a time when
Svayamvars were just a front for political
alliances between kingdoms, Janak
happily obliged to give his daughter away
in a marriage of love. Janak also stood as
a pillar to his daughters at the Vidai,
“Don’t think of Mithila and us as a world
that you lost. You will never lose us, and
we are here for you. Always. You both can
come and visit whenever you feel like. I

suggest that you come every other month.
You don’t even have to ask for a chariot
from Ayodhya. I will send one. And… we
will visit you as often as we can.” In a
time when daughters were brought up with
the lesson that their house is the one they
will be married into, Janak stands as a
strong pillar for his daughters, making
sure they know how much they mean to
him.

Beyond Janak, Sita found another
father figure in Valmiki after being
abandoned by Lakshman on Rama’s
orders. Valmiki rescued her and provided
solace, much like Janak had earlier: “A
thin, saffron-robed man, his eyes saturated
with this world’s endless agony, the sage
held me close and comforted me as my
dear father would. He made me look at
his eyes, and he began to absorb my pain.”
(Panicker 9)

Janak’s portrayal in contemporary
retellings of the Ramayana offers a
progressive and feminist interpretation of
his character. His supportive and empo-
wering relationship with Sita challenges
traditional gender roles and highlights the
potential for mythological literature to
reflect contemporary values. The values
and strength in both his daughters are well
visible in the Ramayana as Sita being a
single mother brought up her two son
without any animosity towards Ram, who
sent her to the forest; and Urmila bore the
pangs of marital separation alone without
shedding a tear of self-pity or remorse.
Unfortunately, the Ramayana does not
elaborate on Janak after Sita’s wedding,
leaving this complex character incomplete.
He stands at the intersection of feminism
and fatherhood. By reinterpreting classical
narratives, authors like Sini Panicker
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present Janak as an exemplary father who
embodies feminist ideals and gradually
bridge the gap to present the complexity
of a father-daughter relationship. This
analysis underscores the importance of re-
examining mythological characters
through modern lenses to contribute to the
ongoing discourse on gender equality in
literature. The exploration of Janak’s
character demonstrates the potential for
mythopoesis to challenge patriarchal
norms and inspire progressive thinking in
both literature and society.
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Øekeemeer keâLeeDeeW ceW meebmke=âeflekeâ cetuÙeeW keâe mke™he, m$eer efkeceMe&
kesâ yeo}les meceerkeâjCeeW, kesâ efkeMes<e meboYe& ceW

[e@Ê efØeÙee Mecee& jepehee}
meneÙekeâ ØeeOÙeeefhekeâe (efnvoer efkeYeeie) MeesOeeLeer& (efnvoer efkeYeeie)
efnceeÛe} ØeosMe kesâbõerÙe efkeÕeefkeÅee}Ùe  efnceeÛe} ØeosMe kesâbõerÙe efkeÕeefkeÅee}Ùe

Oece&Mee}e efÌpe}e keâebieÌ[e Oeew}eOeej heefjmej Skeâ Oece&Mee}e efÌpe}e keâebieÌ[e Oeew}eOeej heefjmej Skeâ

meceerkeâjCe ieefCeleerÙe keâLeve nw~ Ùen oes efYeVe-
efYeVe ÛeerpeeW keâes Skeâ leguÙelee kesâ DeeOeej hej ceehelee nw~
Øekeemeer Meyo kesâ Deveskeâ heÙee&Ùe nQ~ Øekeemeer Meyo keâe
DeefYeØeeÙe nw Deheveer pevce Yetefce mes Flej efkeosMeer Yetefce
hej efvekeeme keâjvee~ efnboer meeefnlÙe ceW Øekeemeer efkeceMe&
efkeâme meceÙe ÛeÛee& keâe efke<eÙe yevee Fmekeâes }skeâj Deveskeâ
cele nQ~ efkeceMeeX kesâ ØeejbYe nesves keâe keâesF& efveefMÛele
meceÙe veneR neslee~ efnboer meeefnlÙe keâe nj keâe}Keb[
Øeke=efòeÙeeW kesâ DeeOeej mes Ûe} jne nw~ Øeke=efòeÙeeW mes
efkeceMe& Yeer DeÚtles veneR nQ~ heefjkesMe kesâ Devegmeej m$eer
efkeceMe& kesâ meceerkeâjCe Deewj mke™he ØeYeeefkele nesles nQ~

Øekeemeer keâLeeDeeW ceW meebmke=âeflekeâ cetuÙeeW keâe ™he
YeejleerÙe Deewj DeØeâerkeâer mebmke=âefleÙeeW kesâ meeceeefmekeâ ™he
ceW ØeÙeesie ngS nQ~ meebmke=âeflekeâ cetuÙeeW mes DeeMeÙe keâercele
Deewj cenòke neslee nw~ m$eer efkeceMe& kesâ meceerkeâjCe nj
#es$e ceW Skeâ meceeve veneR nesles~ mLeeve yeo}ves mes Yeeke
yeo} peeles nQ~ meeefnlÙe meceepe keâe efyecye neslee nw~
efyecye meceepe keâer meÛÛeeF& efoKeelee nw~ meeefnlÙe Deewj
meceepe keâe mecyebOe DeefYeVe nw~ meceepe Deveskeâ meebmke=âeflekeâ
cetuÙeeW mes yevee nw~ ceveg<Ùe keâer yeewefækeâ ef›eâÙeeSb ceveg<Ùe
keâes efpe%eemeg yevee osleer nQ~ ØeejbefYekeâ DekemLee ceW nj
ceveg<Ùe meebmke=âeflekeâ ™he mes DeefkeefÛÚVe neslee nw~
DeefkeefÛÚVelee kesâ keâejCe ken DeemLeekeeoer yeve peelee nw~

efyevee leLÙe Deewj leke&â kesâ nj yeele keâes mkeerkeâej keâjvee
Gmekeâer efheâlejle yeve peeleer nw~

yeewefækeâ Øeefleef›eâÙeekeeoer meceepe ves Deveskeâ efkeceMeeX
keâes pevce efoÙee~ nj efkeceMe& keâer Deheveer-Deheveer meebmke=âeflekeâ
OejesnjW Deewj cetuÙe nQ~ meebmke=âeflekeâ cetuÙe meceÙe-meceÙe
hej heefjkeefle&le nesles nQ~ meceÙe kesâ keâe}Ûe›eâ keâe mLeeefÙelke
veneR neslee~ efkeceMeeX ves meeefnlÙe keâes veÙee ceeie& Deewj veF&
Tpee& Øeoeve keâer~ Ghesef#ele keie& keâer oefcele Ûeslevee keâe
GoÙe efkeceMeeX ceW mebjef#ele efkeâÙee ieÙee nw~

Øekeemeer efkeceMe& ceW keâ®Cee Deewj kÙeehekeâlee nw~
Øekeemeer efkeceMe& ves efkeosMeer mebmke=âefle Deewj meeefnlÙe keâes
Deheves Yeeke ceW meceeefnle efkeâÙee~ ØekeeefmeÙeeW keâes De}ie-
De}ie meceÙe ceW De}ie-De}ie mLeeveeW hej Deveskeâ mebIe<eeX
mes iegpejvee heÌ[e~ De}ie-De}ie mebIe<eeX kesâ keâejCe
efkeceMeeX keâe meebmke=âeflekeâ mke®he yeo}lee nw~ efkeceMeeX kesâ
mke™he kesâ meboYe& ceW jekesâMe yeer. ogyes ves ‘Øekeemeer efnvoer
meeefnlÙe Deewj efyeÇšsve' veecekeâ jÛevee ceW ef}Kee nw :

‘De}ie-De}ie meceÙe hej, De}ie-De}ie osMe-
keâe} ceW ØekeeefmeÙeeW kesâ keâ<šeW keâe mke™he Yeer yeo}lee
jne nw~ ØeejbYe ceW GVeermekeeR Meleeyoer ceW efiejefceefšÙee
ØekeeefmeÙeeW kesâ meceÙe kesâ keâ<š efpeleves Meejerefjkeâ Les,
Gleves ner ceeveefmekeâ Yeer~ ÙeÅeefhe Gme meceÙe kesâ Øekeemeer
meeefnlÙe ceW Meejerefjkeâ keâ<šeW keâe efve™heCe ØeOeevelee mes
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efkeâÙee ieÙee nw, }sefkeâve yeeo ceW Ùen keâ<š Meejerefjkeâ mes
DeefOekeâ ceeveefmekeâ nes ieÙee~ Ùen keânvee DeefleMÙeesefòeâ
veneR nesieer efkeâ Øekeemeer meeefnlÙe efkeâmeer ve efkeâmeer Øekeâej
kesâ keâ<šeW keâe ner meeefnlÙe nw~’1

Thej keâne pee Ûegkeâe nw efkeâ meceerkeâjCe Skeâ pewmes
veneR jnles~ jekesâMe ogyes keâer jÛevee mes Ùen Yeer efkeefole nes
ieÙee efkeâ meceÙe Skeâ pewmee veneR jnlee~ YeejleerÙe efiejefceefšÙee
cepeotjeW keâes meceÙe-meceÙe hej Deveskeâ Øekeâej kesâ mebIe<eeX
keâe meecevee keâjvee heÌ[e~ heg®<e keie& kesâ meeLe Meejerefjkeâ
Deewj ceeveefmekeâ Mees<eCe efkeâÙee ieÙee lees Ye}e efm$eÙeeW hej
keäÙee iegpejer nesieer? m$eer nj meceÙe oesnjs ceeheob[ keâe
efMekeâej nesleer nw~ m$eer keâes efkeâmemes meecevee veneR keâjvee
heÌ[lee~ Iej ceW efhelee Deewj YeeF& keâe, Meeoer kesâ yeeo heefle
Deewj memegj keâe, Deble ceW m$eer kesâ iegCe Deewj oes<eeW keâe
cetuÙeebkeâve meceepe keâjlee nw~ efpeme Øekeâej kesâ ceeheob[
m$eer kesâ ef}S efveOee&efjle efkeâS ieS nQ keäÙee kewmes ner
ceeheob[ heg®<e hej }eiet nesles nQ?

ceQves Deveskeâ meebmke=âeflekeâ GlmekeeW ceW osKee nw~
meebmke=âeflekeâ keâeÙeeX keâe jKe jKeeke heg®<e meceepe mes
DeefOekeâ m$eer meceepe kesâ neLeeW ceW jnlee nw~ meesnj,
meefjÙee, keâpejer, }eskeâieerle, pewmes keâeÙeeX keâes efm$eÙeeW ves
Deheves mkej mes ncesMee DeekeeÌpe Øeoeve keâer nQ~ Deveskeâ
Øekeâej kesâ ieerleeW ceW meebmke=âeflekeâ cetuÙeeW keâe heu}keve Deewj
hees<eCe neslee nw~ meebmke=âeflekeâ cetuÙeeW keâe mke™he osMekeâe}
Deewj keeleekejCe kesâ Devegmeej yeo}lee nw~ Øekeemeer efkeceMe&
ves efm$eÙeeW kesâ peerkeve kesâ mke™he keâes ØeYeeefkele efkeâÙee~
m$eer ves mebIe<e& keâer heefjYee<eeDeeW keâes vekeerve ™heeW ceW
mLeeefhele efkeâÙee nw~ vekeervelee keâer mLeehevee kesâ ef}S m$eer
keâes MeeÙeo me=peveMeer} ØeeCeer ceevee ieÙee nw~

Øekeemeer keâLeeDeeW kesâ mecyebOe ceW keâne peeS lees
FveceW YeejleerÙe, DeØeâerkeâer Deewj ÙetjesheerÙe mebmke=âefleÙeeW keâer
ceevÙeleeDeeW keâe mecegÛÙe oMee&Ùee ieÙee nw~ Øekeemeer YeejleerÙeeW
ves nj #es$e ceW keâÌ[er cesnvele keâer nw~ Øekeemeer efkeceMe& kesâ
kesâvõ ceW mebIe<e& nw~ cepeotjeW Deewj yesmeneje }esieeW ves
YeejleerÙe mebmke=âefle keâes mebpeeskeâj YeejleerÙelee keâer efceMee}

keâes pe}eÙee nw~ Øekeemeer efkeceMe& keâer keâLeeDeeW ceW m$eer keâer
keâ}e Deewj mebIe<e& keâes Yeejle keâer nj m$eer menve veneR keâj
mekeâleer~ Øekeemeer meceepe keâer efm$eÙeeb Skeâ meeLe oes veneR
yeefukeâ leerve-leerve peerkeve peerleer nQ~ Øekeemeer efm$eÙeeW keâes
heg®<e kesâ meeLe keâbOes mes keâvOee efce}ekeâj keâeÙe& keâjvee
heÌ[lee nw~ m$eer Iej heefjkeej kesâ oeefÙelkeeW keâe efvekee&n
keâjleer nw~ meceepe ceW meebmke=âeflekeâ cetuÙeeW keâer keenkeâ m$eer
nesleer nw~ Øekeemeer keâLeeDeeW ceW heewjeefCekeâ Deewj Oeeefce&keâ
keâLeeDeeW kesâ mLeeve hej mebIe<e& efoKeeÙee ieÙee nw~ Øekeemeer
efkeceMe& keâef"veeÙeeW Deewj mebIe<eeX keâe mecegÛÛeÙe yeve ieÙee~
keâef"veeF& Deheveer henÛeeve Deewj DeheveeW keâer henÛeeve keâe
yeesOe keâjeleer nQ~ megefkeOee Yeesieer meceepe ceW keâewve Dehevee
Deewj keâewve hejeÙee nw Fmekeâe yeesOe DeekeMÙekeâ nw~ Øekeemeer
efkeceMe& keâer keâef"veeFÙeeW keâe keCe&ve keâjles ngS Deefve}
peesMeer ves Deheveer jÛevee ‘Øekeemeer }sKeve veÙeer Ìpeceerve,
veÙee Deemeceeve’ ceW ef}Kee nw :

‘efkeosMe ceW efnvoer mes pegÌ[e jnvee keâef"ve keâeÙe& nw
heÌ{ves kesâ ef}S vee hegmlekesâb Ghe}yOe nQ ve heef$ekeâeSb Deewj
vee ner meeefneflÙekeâ heefjkesMe~ Fme meyekesâ yeekepeto efnvoer
kesâ Øeefle DeieeOe efve…e jKeves kee}s Deewj jÛeveelcekeâ
#ecelee jKeves kee}s mewkeâÌ[eW keâef"veeFÙeeW kesâ yeekepeto
efnvoer mes pegÌ[s jnles nQ Deewj Deheveer jÛeveelcekeâ #ecelee
keâes efnvoer ceW DeefYekÙeòeâ keâjles nQ~ Ùen efmeÌHe&â efkeâmmes-
keâneefveÙeeb veneR Ùen Øekeemeer YeejleerÙeeW keâe Fefleneme nw,
veÙes meceepe ceW Gvekesâ jÛeves-yemeves, Gvekeâer DeeMeeDeeW-
efvejeMeeDeeW, mebIe<eeX, Gvekesâ Debleefke&jesOeeW, efke[byeveeDeeW,
meheâ}lee Deewj Demeheâ}lee keâer keâneveer nw~’2

Øekeemeer keâLeeDeeW kesâ cet} DeeOeej ceW keâef"veeFÙeeW,
mebIe<eeX, Deewj DeYeekeeW keâes oMee&Ùee ieÙee nw~ Øekeemeer
keâLeeDeeW keâe m$eer efkeceMe& kesâ meboYe& ceW cetuÙeebkeâve keâjves
mes nj #es$e ceW m$eer kesâ mebIe<e& keâer Peebkeâer efoKeeFË osleer nw~
nj osMe ceW m$eer keâe ™he Skeâ pewmee veneR neslee~ m$eer
efkeceMe& kesâ meceerkeâjCe nj #es$e ceW heefjkesMeiele nesles nQ~
meceÙe Skeâ pewmee veneR neslee "erkeâ Gmeer Øekeâej mes
efkeceMeeX ceW efveefnle meceerkeâjCe Skeâ pewmes veneR nesles~
Øekeemeer efkeceMe& kesâ kesâbõ ceW peeeflekeeo veneR nw yeefukeâ
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#es$ekeeo efoKeeF& oslee nw~ meeefnlÙe kesâ keâój meceLe&keâ
Fme meÛÛeeF& keâes mkeerkeâej veneR keâjles efkeâ nj Øekeâej kesâ
efkeceMeeX ceW jepeveereflekeâ nmle#eshe nesves }iee nw~ efkeceMe&
jepeveereflekeâ nmle#esheeW mes DeÚtles veneR jns~

Øekeemeer efkeceMe& ceW Ùee m$eer efkeceMe& ceW efm$eÙeeW kesâ
efnle ceW Deveskeâ keâeÙe& efkeâS pee jns nQ~ efkeceMe& Deheveer
cet} DekeOeejCeeDeeW mes De}ie nesves }ies nQ~ efkeceMe& Ùee
mejkeâej keâer keâuÙeeCekeâejer ÙeespeveeSb~ mejkeâej keâer keâesF&
Ùeespevee hetCe& ™he mes Gme kÙeefòeâ keâes Øeehle veneR nes
heeleer efpemekesâ ef}S ÙeespeveeDeeW keâe efvecee&Ce efkeâÙee peelee
nw~ mebIe<e&Meer} Ùee cepeotj keie& keâer efm$eÙeeW keâes keäÙee
helee efkeceMe& keäÙee neslee nw~ efkeceMe& heg®<e meòee kesâ
efkejesOe keâer Øeef›eâÙee mke™he ØeejbYe neslee nw Deble ceW
efkeceMe& kesâ OegjbOej efvepeer mkeeLe& ceW Ûe}s peeles nQ~ Øekeemeer
efkeceMe& keâer kesâboerÙe mecemÙee Gvekeâes efpeme Yetefce ceW jnvee
heÌ[lee nw~ Gmeer Yetefce ceW veeieefjkeâlee efmeæ keâjves kesâ
}e}s heÌ[ peeles nQ~

efkeceMeeX keâer Skeâlee leYeer mebieef"le nes mekeâleer peye
jepeveereflekeâ nmle#eshe keâes Ûegveewleer osves keâe efkeceMeeX ceW
meeceLÙe& nes~ meceepe efkeâlevee Yeer efMeef#ele keäÙeeW ve nes
Ùeefo GveceW mebieef"le nesves kesâ Yeeke veneR nQ lees ken efkeâmeer
Yeer GösMÙe ceW meheâ} veneR nes mekeâlee~ Deveskeâ efm$eÙeeW ves
ØeejbYe ceW heg®<e meòee mes }esne ef}Ùee Deheves ceevekeeefOekeâejeW
keâes Øeehle keâjves kesâ ef}S meheâ} }sKeve efkeâÙee~ mecemÙee
leye yeveer peye kÙeefòeâiele }eYe keâes efkeceMe& kesâ ceeie& ceW
jKe efoÙee~ efkeceMe& keâes keâe}peF& yeveeves kesâ ef}S efkeceMe&
kesâ DeeÙeeceeW kesâ meeLe efkeâmeer Øekeâej keâe Dee[byej veneR
nesvee ÛeeefnS~ m$eer efkeceMe& Deelcemecceeve Deewj Deefmlelke
keâe Yeeke nw~ m$eer keâer DeeÌpeeoer efkeâmeer kesâ Thej Deeefßele
veneR nesleer~ yeefukeâ DeeÌpeeoer m$eer kesâ Thej Deeefßele
nesleer nw~ m$eer heg®<e keâe me=peve keâj mekeâleer nw lees ken
meceÙe kesâ Devegmeej DeeÌpeeoer keâe me=peve keäÙeeW veneR ?
meeefnlÙe keâes keâwmes keâe}peF& yeveeÙee peeS Fme meboYe& ceW
yeÛÛeve efmebn ves Deheveer jÛevee 'efnboer meeefnlÙe keâe otmeje
Fefleneme' veecekeâ hegmlekeâ ceW ef}Kee nw :

‘m$eer }sKeve keâer Deheveer ogefveÙee nesleer nw pees heg®<e
}sKeve keâer ogefveÙee kesâ meceeveeblej Ûe}leer jnleer nw-
Fleveer meceeveeblej Yeer veneR efkeâ keâner Gmekeâe mheMe& Yeer ve
keâjs, Gmes keâešs Yeer veneR~ m$eer mes meke&Lee De}ie ve
heg®<e keâer ogefveÙee nes mekeâleer nw Deewj ve heg®<e mes meke&Lee
De}ie m$eer keâer ogefveÙee~ efheâj Yeer Ssefleneefmekeâ- jepeveweflekeâ,
ØeeCeerMeem$eerÙe keâejCeeW mes GveceW De}ieeke efoKeeF& oslee
nw~ Fme Deblej Ùee heeLe&keäÙe mes m$eer-}sKeve keâer henÛeeve
yeveleer nw~’3

m$eer efkeceMe& ceW m$eer keâer cegkeâcce} henÛeeve Deewj
Gmekeâe Deefmlelke DeekeMÙekeâ nw~ efkeceMeeX Éeje m$eer keâer
Deheveer ogefveÙee keâe ie"ve ngDee~ m$eer keâer nj meercee keâe
efkemleej ngDee~ heeKeb[ keâer peÌ[s efn}ves }ieer~ kew%eeefvekeâ
Deewj leeefke&âkeâ hewceeves mLeeefhele ngS~ keâce&Meer}lee keâer
cenòkelee mLeeefhele ngF&~ efkeceMe& kesâ kesâbõ ceW efkeIešve veneR
nesvee ÛeeefnS~ oef#eCehebLeer Dee}esÛekeâ yeewefækeâ efkeceMeeX
keâes efmejs mes KeeefjÌpe keâjles nQ~ oef#eCehebLeer efkeÛeejkeâeW
keâe leke&â neslee nw efkeâ efkeceMe& YeejleerÙe %eeve hejbheje kesâ
Debie veneR nQ~ efkeceMe& heeMÛeelÙe Mew}er keâe efkeIešve Deewj
efkemheâesškeâ ®he nw~ heeMÛeelÙe efkeOee keâe YeejleerÙe Yee<eeDeeW
ceW DeOÙeÙeve Deewj DeOÙeeheve leke&â mebiele veneR nw~

efkeceMeeX keâes efmejs mes KeeefjÌpe veneR efkeâÙee pee
mekeâlee~ efkeceMe& oyeeF& ieF& Ûeslevee keâe mkej nw~ neefMeS
kesâ meceepe keâer efm$eÙeeW keâe Meejerefjkeâ Deewj ceeveefmekeâ
Mees<eCe efkeâÙee ieÙee~ Mees<eCe kesâ oo& keâes m$eer }eskeâieerleeW
kesâ Éeje kÙeefòeâ keâj jner nw~ oo& keâes DeefYeveÙe Éeje
kÙeòeâ keâj jner nw~ m$eer keâer DeefYekÙeefòeâ mes efMe<š
meceepe Ùee DeefYepeelÙe meceepe YeÙeYeerle keäÙeeW nw? efkeceMeeX
keâer peneb Yeer yeele nesleer nw keneb oef#eCehebLeer efkeÛeejkeâ
veF&-veF& DeheâkeenW keäÙeeW heâw}eles nQ? Gvekeâe keânvee nw
efkeceMeeX mes osMe efkeYeeefpele nes peeSiee~ keCe& kÙekemLee kesâ
meboYe& ceW mekee} G"lee nw lees oef#eCehebLeer efkeÛeejkeâeW kesâ
cegbn ceW iegCe pece peeleer nw~ DeeKeefÌj meÛÛeeF& keäÙee nw?

meeefnlÙe Deewj meceepe ceW Goejkeeoer Âef<škeâesCe
osKeves keâes efce} jne nw~ efm$eÙeeb mejkeâejer Deeefheme peeleer
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nQ Gvekeâe heefle Gvekesâ ef}S Keeves Deewj heerves keâe yeboesyemle
keâj oslee nw~ m$eer keâe }bÛe hewkeâ keâjves mes Ùee Keevee
yevee osves mes kewefokeâ hejbheje keâer keâneb }bkeâe }ie ieF&?
Iej kesâ keâheÌ[s, Iej keâer meheâeF& heg®<e Deewj m$eer Skeâ
meeLe keâjves }ieer lees keâneb Dekeâe} heÌ[ ieÙee? m$eer
Deewj heg®<e kesâ mecevkeÙeelcekeâ keâeÙeeX mes keâewve meer ceneceejer
heâw}ves }ieer?

nj m$eer Skeâ pewmeer veneR nesleer~ GmeceW yengle meer
ØeefleYeeDeeW keâe keeme neslee nw~ ØeefleYee keâes efveKeejves kesâ
Dekemej efkeceMe& ceW efce}ves }ies nQ~ Fme mevoYe& ceW
[e@Ê veiesvõ ceW ‘efnvoer meeefnlÙe keâe Fefleneme' jÛevee ceW
ef}Kee nw :-

‘Fvner ÛeerpeeW keâes OÙeeve ceW jKekeâj m$eer-efkeceMe&keeoer
Deheves keâes m$eer kesâbefõle keâjles nw~ Ùen m$eer kesâvõCe yengle
DeLe& hetCe& nw~ peeeflekeeÛekeâ meb%ee kesâ ™he ceW peye m$eer
Meyo keâe ØeÙeesie efkeâÙee peelee nw, leye GmeceW yengle meer
mecYeekeveeSb Debleefve&efnle nesleer nQ~ nj m$eer Skeâ pewmeer
veneR nesleer~ nj m$eer Skeâ kÙeefòeâ kesâ ™he ceW Skeâ
efkeefMe<š FkeâeF& nesleer nw~ efheâj ØelÙeskeâ m$eer peerkeve kesâ
efkeefYeVe ceesÌ[eW hej Deewj efmLeefleÙees ceW De}ie-De}ie
nesleer nw~ ken Skeâ ner peerkeve ces Deveskeâ m$eer peerkeve
peerleer nQ~ m$eer kesâ Deveskeâ Ûesnjs nw~ efheâj Yeer m$eer hej
Deheves keâes kesâbefõle keâjvee m$eer efkeceMe&keâes keâe cegKÙe
mejeskeâej nw~’4

m$eer keâer YeekeveeDeeW ves efnboer meeefnlÙe keâes Deveskeâ
ØeMveeW kesâ Gòej osves kesâ ef}S yeeOÙe keâj efoÙee~ m$eer
efkeceMe& meeefnlÙe Deewj meceepe keâer efkeefMe<š FkeâeF& nw~
nj heg®<e, efhelee, YeeF&, heefle Deewj yesšs kesâ ™he ceW m$eer
keâes Øesce keâjlee nw~ m$eer kesâ ceevekeeefOekeâejeW kesâ he#e ceW
Øesce keâjves mes keâef"veeF& keäÙeeW?

efkeceMeeX ceW G«ekeeoer ®he keâer Pe}keâ efoKeeF& osves
}ieer nw~ efkeceMe& ceW G«ekeeo kesâ meceLe&keâ Yeer efoKeeF&
osles nQ~ efkeâmeer mecemÙee keâe meceeOeeve G«ekeeo veneR nes
mekeâlee~ efkeceMeeX ceW G«ekeeo veneR, yeefukeâ mecevkeÙe Deewj
Øesce nesvee ÛeeefnS~

mevoYe& «evLe metÛeer :

1. yeer. ogyes jekesâMe, Øekeemeer efnvoer meeefnlÙe Deewj efyeÇšsve,
ØekeâeMeve kesâbõ, meeceefÙekeâ ØekeâeMeve, mebmkeâjCe, ØeLece
he=… mebKÙee-164

2. peesMeer Deefve}, Øekeemeer }sKeve veÙeer peceerve, veÙee
Deemeceeve, ØekeâeMeve kesâbõ, keeCeer ØekeâeMeve, mebmkeâjCe,
ØeLece, he=… mebKÙee-59

3. efmebn yeÛÛeve,efnvoer meeefnlÙe keâe otmeje Fefleneme, ØekeâeMeve
kesâbõ, jeOee ke=â<Ce ØekeâeMeve efou}er, mebmkeâjCe, he=…
mebKÙee-493

4. [e@Ê veiesvõ, efnvoer meeefnlÙe keâe Fefleneme, ØekeâeMeve
kesâbõ, vesMeve} heefy}efMebie neGme veF& efou}er, mebmkeâjCe,
2012, he=… mebKÙee-433



261
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

je<š^ efvecee&Ce ceW ueeskeâ meeefnlÙe Skeb mebmke=âefle keâe Ùeesieoeve
efveefleMe kegâceej

MeesOeeLeer& (efnboer efkeYeeie)
efnceeÛeue ØeosMe kesâvõerÙe efkeefÕeÅeeueÙe Oece&Meeuee

ueeskeâ meeefnlÙe Skeb mebmke=âefle keâe efkeMuesef<ele mke™he:

 ueeskeâ keâer Glheefòe meecetefnkeâ Ûeslevee keâe mekeâue
heefjCeece nw~ Fmekeâe kÙeòeâ ™he ueeskeâ meeefnlÙe kesâ
mke™he keâes mkele: ner Øeehle keâj ueslee nw~ ueeskeâ meeefnlÙe
kesâ Debleie&le ueeskeâ mebmke=âefle keâer mebhetCe& Ssefleneefmekeâ
DeefYekÙeefòeâ nesleer nw~ efMe<š meeefnlÙe kesâ Gûce œeesle keâer
Øeeefhle Yeer Fmeer Øekeâej keâer ueeskeâeefYekÙeefòeâ keâe mekeâejelcekeâ
heefjCeece nw~ ueeskeâ leLee meeefnlÙe oesveeW ner Deheves Yeerlej
Skeâ ceneved hejbheje keâes mebpeesS ngS nQ Deewj oesveeW keâe
meceemeÙegòeâ ™he nceejer hegjeleve hejbheje ceW efÛejkeâeue mes
efkeÅeceeve nw~ ueeskeâ meeefnlÙe Deb«espeer kesâ ‘heâeskeâ efuešjsÛej’
kesâ ™he ceW efnboer Yee<ee ceW «enCe efkeâÙee ieÙee nw~ peyeefkeâ
heâeskeâ (Lkemee) Meyo keâe mebyebOe Sbiuees mewkeämeve Lkmee kesâ
efkekeâefmele mke™he mes nw~ Meyo ØeÙeesie keâer Âef<š mes
Fmekeâe ØeÙeesie Demebmke=âle, ietÌ{ meceepe Deewj peeefle kesâ
meboYe& ceW efkeâÙee peelee jne nw~ ueeskeâ Meyo keâe Devegkeeo
Deb«espeer kesâ heâeskeâ (Folk) Meyo kesâ ™he ceW ceevee ieÙee
nw~ ‘menœeMeer<ee&hegj<e: menœeheele' $e+ikeso ceW ueeskeâ Meyo
Skeâ efkeješ meceepe keâer Deewj mebkesâle keâjlee nw~ Dele:
ueeskeâ Meyo keâe cetue DeLe& peve meceepe ner ceevee ieÙee
nw~ ueeskeâ meeefnlÙe ceewefKekeâ ™he mes heerÌ{er oj heerÌ{er
mebØesef<ele neslee nw~ meceepe kesâ YeekeeW, efkeÛeejeW ke peve
efkeÕeeme kesâ ef›eâÙeekeâueeheeW keâer DeefYekÙeefòeâ efkeefYeVe ™heeW
ceW ueeskeâ meeefnlÙe kesâ ceeOÙece mes keâer peeleer nw~ hetke&
$e+ikewefokeâ keâeue mes ner ceeveke meecetefnkeâ ™he ceW jnvee

meerKe Ûegkeâe Lee~ Dele: ken Deheveer ueeskeâ Yee<ee ceW
Deheveer DevegYetefle keâes ieerleeW, ieeLeeDeeW, DeeKÙeeveeW kesâ
™he ceW DeefYekÙeòeâ keâjlee jne~ ueeskeâ meeefnlÙe Meyo
ueeskeâ Deewj meeefnlÙe oes MeyoeW kesâ cesue mes yevee nw~
ueeskeâ Meyo keâe Meeefyokeâ DeLe& nw ‘osKevee’ leLee meeefnlÙe
keâe DeLe& nw ‘pees efnle meefnle nes’~ efpeme meeefnlÙe ceW
Deece ueesieeW kesâ menpe Skeb Deeefoce hejbhejeDeeW kesâ efkeÛeej
kesMeYet<ee kesâ Éeje peve meeceevÙe keâe efnle neslee nw mener
DeLeeX ceW kener ueeskeâ meeefnlÙe nw~ ueeskeâ meeefnlÙe kesâ
mekeeËefieCe mke™he keâes Yeueer-Yeebefle mecePeves kesâ efueS
DeekeMÙekeâ nw efkeâ #es$e efkeMes<e keâer mebmke=âefle ke Gmekeâer
meeceeefpekeâ mejbÛevee keâes mecePee peeS~ mebmke=âefle ken
DeeOeej Yetefce nw, efpeme hej ueeskeâ meeefnlÙe keâe me=peve
neslee nw~ Dele: mkeleb$elee Øeeefhle kesâ yeeo mes ner meeefnlÙekeâej
Yeejleke<e& ceW ueeskeâ meeefnlÙe keâes Yeueer-Yeebefle mecePeves
nsleg ienvelee mes ØeÙeemejle nQ~ ueeskeâ meeefnlÙe Deewj DevÙe
meeefneflÙekeâ GheueefyOeÙeeW kesâ DeeOeej hej ner ve=-kew%eeefvekeâeW
ke ceeveke Meem$ekesleeDeeW ves ueeskeâ meeefnlÙe ke mebmke=âefle kesâ
efkeefkeOe ™heeW keâes DeeOeej ceevekeâj kegâÚ efveefMÛele ceeveob[eW
keâes hetCe& ™he mes heefjYeeef<ele keâjves keâe ØeÙeeme efkeâÙee nw~
efkeÉeveeW Éeje ceeveob[eW kesâ GefÛele efkeMues<eCe kesâ DeeOeej
hej ner meeefnlÙe Meyo kesâ hetke& ueeskeâ efkeMes<eCe keâes peesÌ[e
ieÙee nw~ meeefnlÙe Deewj ueeskeâ meeefnlÙe keâer efYeVelee Deewj
Gmekesâ kÙekeÚsokeâ Oece& he#e keâes ueskeâj hejmhej Yeso
kÙeòeâ efkeâÙee ieÙee nw~ efkeâmeer Yeer meeefnlÙe keâes ceewefKekeâlee
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Ùee Deeefocelee kesâ keâejCekeMe ueeskeâ meeefnlÙe keâer meb%ee
Øeoeve veneR keâer pee mekeâleer~ efnboer meeefnlÙe peiele ceW
ueeskeâ meeefnlÙe, ueeskeâieerle, ueeskeâ keâLee Fve meYeer kesâ
meboYe& ceW ueeskeâ Meyo keâe ØeÙeesie ØeejbYe mes ner mebefoiOe
DeLe& kesâ ™he ceW ØeÙegòeâ ngDee nw~ ueeskeâ Meyo keâe ØeÙeesie
keâF& yeej Deb«espeer kesâ ‘yewues[me' Meyo kesâ heÙee&Ùe kesâ ™he
ceW Yeer ØeÙeesie ngDee nw~ Deb«espeer Yee<ee ceW ‘heâeskeâ’ Meyo
keâe ØeÙeesie ceeveke Meem$ekesleeDeeW Éeje ceeveke efke%eeve
mebyebOeer DeejbefYekeâ KeespeeW keâer DeefveefMÛelelee kesâ keâejCe
Deeefoce Deewj ØeeÛeerve ueesieeW keâer mebmke=âefle kesâ meboYe& ceW
ØeÙeesie efkeâÙee ieÙee nw~ hejbleg keâeueeblej ceW Deb«espeer Meyo
heâeskeâ kesâ DeLe& ceW kÙeehekeâlee keâe efceueve ngDee~ Fme
kÙeehekeâlee keâes ueeves keeues heeMÛeelÙe ceeveke Meem$ekesòee
pesveheâLe&, jepesue, mšsveues, šsuej, Øeâspej Deeefo nQ~
[yuÙet pesÊ šesceme ves heâeskeâ Meyo keâe ØeÙeesie efkeâmeer keie&
efkeMes<e keâer jerefle-veerefle, ØeLeeDeeW ke heejbheefjkeâ efkeÕeemeeW
Deeefo kesâ meboYe& ceW efkeâÙee nw~ ueeskeâ mebmke=âefle mes nceeje
DeefYeØeeÙe pevemeeOeejCe keâer Gme mebmke=âefle mes nw pees
Deheveer ØesjCee ueeskeâ mes Øeehle keâjleer nw~ efkeâmeer Yeer kemleg
keâe mebMeesOeve keâj Gmes Gòece mke™he Øeoeve keâjvee ke
Gmes heefj<ke=âle keâjvee ner mebmke=âefle nw~ Yeeweflekeâ mebmeeOeveeW
kesâ ØeÙeesie heMÛeele ceve Deewj Deelcee keâes mebleg<š keâjves
nsleg ceveg<Ùe efpeme efkekeâeme heLe hej De«emej jnlee nw ken
mebmke=âefle ner nw~ ØeeÛeerve YeejleerÙe meeefnlÙe kesâ Dekeueeskeâve
mes mhe<š neslee nw efkeâ kewefokeâ keâeue keâer efueefKele meeefneflÙekeâ
jÛeveeDeeW kesâ hetke& Yeer Fme osMe ceW mebmke=âefle keâer he=Lekeâ
OeejeSb Øekeeefnle nes jner Leer~ FveceW ØeLece mLeeve hej
efMe<š mebmke=âefle nw pees yeewefækeâ efkekeâeme kesâ GÛÛeòece
efMeKej hej Deheveer efkepeÙe heleekeâe heânje jner Leer~
mebmke=âefle meceepe mes he=Lekeâ kemleg veneR yeefukeâ peerkeve kesâ
efkeefkeOe he#eeW, meeceeefpekeâ ™efÌ{ÙeeW, oeMe&efvekeâ efÛevleve
Deewj keâueelcekeâ me=peve keâer DeefYekÙeefòeâ nw~ ueeskeâ meeefnlÙe
ceW ueeskeâieerle, ueeskeâ veeškeâ, ueeskeâieeLeeSb, DeemLee
ceveesjbpeve, heewjeefCekeâ hejbhejeSb ke ceveeskeâeceveeSb efkeâmeer
ve efkeâmeer Øekeâej mes pegÌ[er ner nesleer nQ~ efpeme keâejCekeMe

FveceW efvejblejlee keâe iegCe efveefnle jnlee nw~ Dele: ueeskeâ
peerkeve keâe mebhetCe& DebMe hetCe& ™he mes ueeskeâ mebmke=âefle mes
Deblejcegòeâ neslee nw pees keâer DelÙeble vewmeefie&keâ nw~ mebmke=âefle
peerkeve heæefle keâe otmeje veece nw~ Dele: Fme peerkeve
heæefle keâe efkekeâeme ceveg<Ùe keâer Glheefòe kesâ meeLe ner
ngDee nw~ mebmke=âefle kesâkeue ceveg<ÙeeW keâe ner Deštš Debie
veneR nw Deefheleg mebmke=âefle keâe mebyebOe heMeg peiele mes Yeer
jne nw~ efkeâmeer Yeer je<š^ keâer ßes…lee ke GlLeeve keâe
cetuÙeebkeâve Gme je<š^ keâer keâuee mebmke=âefle ke meYÙelee mes
efkeâÙee pee mekeâlee nw~ efpeme je<š^ kesâ heeme Deheveer keâuee
ke mebmke=âefle keâe DeYeeke jnlee nw, ken je<š^ meowke DevÙe
je<š^eW kesâ GheefvekesMe ™he ceW keâeÙe& keâjlee nw~ Yeejle pewmes
efkeefYeVe meebmke=âeflekeâ FkeâeF&ÙeeW kesâ osMe ceW kesâkeue je<šk̂eeo
kesâ mke™he keâes Skeâ$e keâj DeeOegefvekeâ je<š^ efvecee&Ce keâer
heefjkeâuhevee keâer pee mekeâleer nw~ Yeejleke<e& kesâ DeeOegefvekeâ
je<š ̂hegveefve&cee&Ce kesâ efueS jepeveereflekeâ meeceeefpekeâ DeeefLe&keâ
GheeoeveeW keâe ØeÙeesie DeefvekeeÙe& nw~ peyeefkeâ Ûeslevee ceW
efveefnle Ùen je<š̂keeo kele&ceeve Yeejleke<e& kesâ DeeOegefvekeâerkeâjCe
ceW kejoeve efmeæ nesiee~ efnboer meeefnlÙe peiele ceW GÛÛe ke
ceOÙece keie& keâer Ûeslevee ceW efveefnle je<š^keeo kesâ mke™he
keâes mecePeves kesâ heMÛeele ueeskeâ Ûeslevee ceW je<š^keeo keâes
mecePeves keâe DeefOekeâ ØeÙeeme efkeâÙee ieÙee nw~ ueeskeâ
Ûeslevee keâe ØeefleYeeme ner ueeskeâ mebmke=âefle nw~ keâuee,
meeefnlÙe ke mebmke=âefle je<š^ keâer ken efkejemele nw pees efkeâmeer
Yeer je<š^ kesâ efueS oMe&ve Deewj %eeve kesâ vekeerve ceeie&
ØeMemle keâjles ngS Gme je<š^ keâes DeeOegefvekeâlee keâer Deesj
GvcegKe keâjleer nw~

je<š^ efvecee&Ce ceW Ùeesieoeve :

DeeOegefvekeâ efÛebleveOeeje ØeeÛeerve oMe&ve ke heejbheefjkeâ
peerkeve Mewueer mes efkeefÚVe veneR yeefukeâ ØeeÛeerve oMe&ve ke
efkeÛeejeW keâe ner heefjkeefle&le mke™he nw~ kele&ceeve Yeejleke<e&
Skeâ ueeskeâ keâuÙeeCekeâejer jepÙe kesâ ™he ceW efkekeâefmele
nw~ je<š^erÙelee keâe cetue DeeOeej efkeÛeejcetuekeâ DeekeMÙekeâ
nw efkeâvleg je<š^erÙelee keâe efke<eÙe hetCe& ™he mes Yeekeveelcekeâ
he#e mes DeefOekeâ ØeKej nw~ DeeOegefvekeâ meeceeefpekeâ Skeb
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meebmke=âeflekeâ efÛebleve keâe Gûce meebmke=âeflekeâ Skeb meeefneflÙekeâ
heefjkele&veeW keâe mekeâejelcekeâ heefjCeece nw~ Fmeer keâejCekeMe
je<š^erÙelee keâer Ùen Yeekevee kÙeefòeâ keâes #egõ mkeeLeeX mes
efkejòeâ keâjves ceW meceLe& nw~ YeejleerÙe mebmke=âefle efpeleveer
DeefOekeâ ØeeÛeerve nw, Gleveer ner DeefOekeâ efkeefYeVe mebmke=âefleÙeeW
kesâ meefcceefuele mke™he keâer keenkeâ Yeer nw~ ueeskeâ meeefnlÙe
kesâ Fòej mebhetCe& YeejleerÙe meeefnlÙe pevemeeOeejCe kesâ
keâuÙeeCekeâejer GosMÙe keâes meceeefnle efkeâÙes ngS nw~ je<š^
efvecee&Ce ceW meeefnlÙe keâe mekee&efOekeâ Ùeesieoeve efveefnle
jnlee nw~ meeefnlÙe kesâ Ùeesieoeve keâes Fme Øekeâej mes
mecePee pee mekeâlee nw keâer efpeme Øekeâej Mejerj mes Õeeme
keâes he=Lekeâ veneR efkeâÙee pee mekeâlee Gmeer Øekeâej je<š^ keâes
Yeer meeefnlÙe mes he=Lekeâ veneR efkeâÙee pee mekeâlee~ ueeskeâ
meeefnlÙe Deewj ueeskeâ mebmke=âefle Deheves mkeeYeeefkekeâ Øekeen
ceW lelkeâeueerve Fefleneme keâes mecesšles ngS De«emej nesleer
nw~ efnboer meeefnlÙe kesâ Debleie&le efkeefkeOe Yee<eeDeeW kesâ
ueeskeâ meeefnlÙe ceW vekepeeiejCe kesâ meeLe ner mkeeOeervelee
meb«eece, Yeejle efkeYeepeve Deewj osMe Deepeeo nesves keâer
Deveskeâ keâneefveÙeeb ke ueeskeâkeâLeeSB Øeehle nesleer nQ~ ueeskeâ
meeefnlÙe meeOeejCe peveceeveme keâer DeefYekÙeefòeâ ke DevegYetefleÙeeW
keâes kÙeòeâ keâjves keâe meMeòeâ ceeOÙece nw~ ueeskeâ meeefnlÙe
ceW heÙee&hle Meefòeâ efveefnle nw keâer ken meceepe ke mebmke=âefle
ceW nes jns vekeerve heefjkele&veeW keâes Deelcemeele keâj DeeOegefvekeâ
je<š^ efvecee&Ce ceW Dehevee hetCe& menÙeesie Øeoeve keâj mekesâ~
DeeOegefvekeâ peerkeve Mewueer ke meboYeeX ves ueeskeâ ceeveme keâes
ØelÙe#e ke DeØelÙe#e ™he mes ØeYeeefkele efkeâÙee nw~ efpeme
keâejCe mes ueeskeâ meefnlÙe keâer jÛevee Mewueer ceW efkeefYeVe
heefjkele&ve efoKeeF& heÌ[les nQ~ DeeOegefvekeâ peerkeve meboYeeX ves
Yeeef<ekeâ mejbÛevee ke Gmekesâ DevegØeÙeesie keâes efpeme Øekeâej
mes ØeYeeefkele efkeâÙee nw ken meYeer iegCe ueeskeâ meefnlÙe ceW
heefjueef#ele nesles nQ~ ueeskeâ meeefnlÙe Deewj ueeskeâ mes pegÌ[s
lelkeeW ves DeeOegefvekeâ je<š^ mebyebOeer mebhetCe& meeefnlÙe keâes
ØelÙe#e ke hejes#e ™he mes ØeYeeefkele efkeâÙee nw~ YeejleerÙe
meeefnlÙekeâejeW keâe cegKÙe keâle&kÙe nw efkeâ kes Ssmes meeefnlÙe
keâe efvecee&Ce keâjW keâer efpememes je<š^erÙe Skeâlee Skeb je<š^

kesâ Deelce ieewjke ceW ke=efæ nes~ osMe keâe mekeeËieeRCe
efkekeâeme Deewj mece«e je<š^ keâe Ûeeefjef$ekeâ hegve®lLeeve hetCe&
™he mes efMe… meeefnlÙe hej efveYe&j nw~

efve<keâ<e& :

ueeskeâmeeefnlÙe ves Oejeleue mes G"keâj Dehevee Skeâ
Meer<e&mLe mLeeve yeveeÙee nw peneB Gmes kewefokeâ meeefnlÙe kesâ
mecekeâ#e Deemeve Øeehle nw~ nceejs ueeskeâpeerkeve kesâ yengle
mes meebmkeâeefjkeâ leLee Oeeefce&keâ keâeÙe& kewefokeâ ceb$eeW mes hetCe&
nesles nQ~ peneB Ùes ceb$e mebmke=âle ceW heÌ{s peeles nQ, keneR
«eeceerCeeW Éeje ieeS peeveskeeues ueeskeâieerle leLee ueeskeâeÛeej
hej DeeOeeefjle DevÙe ef›eâÙeekeâueehe Yeer Ûeueles jnles nQ~
Skeâ Deesj hegjesefnle ceb$eesÛÛeejCe keâjlee nw lees otmejer Deesj
«eeceerCe efm$eÙeeB kÙekeneefjkeâ ueeskeâieerleeW keâe ieeÙeve keâjleer
nQ~ cegb[ve, keâCe&kesOe, Ùe%eeshekeerle leLee efkekeen Deeefo
mebmkeâejeW hej Deewj cekeâeve, Oece&Meeuee, kegâbS, leeueeye
leLee heesKej Deeefo keâe MegYeejbYe keâjles meceÙe Yeer ceb$e
leLee ueeskeâieerle meeLe-meeLe Ûeueles nQ~ Ssmee veneR nw keâer
meebmkeâeefjkeâ Skeb Oeeefce&keâ leLee hejceeLe& keâe keâeÙe& ueeskeâpeerkeve
ceW veneR efceuelee~ ØeeÛeerve %eeve hejbheje ke meeefnlÙe kesâ
Deveg™he ner ueeskeâmeeefnlÙe keâes Yeer GÛÛe mLeeve Øeehle nw~
ueeskeâ meeefnlÙe yengOee DeefueefKele ner jnlee nw Deewj
Deheveer ceewefKekeâ hejbheje Éeje Skeâ heerÌ{er mes otmejer heerÌ{er
lekeâ Deeies yeÌ{lee jnlee nw~ Fme meeefnlÙe kesâ jÛeefÙelee
keâe veece De%eele jnlee nw~ ueeskeâ keâe ØeeCeer pees kegâÚ
keânlee-megvelee nw, Gmes mecetn keâer keeCeer yeveekeâj Deewj
mecetn mes Iegue-efceuekeâj ner keânlee nw~ ueeskeâ Yee<ee kesâ
ceeOÙece mes ueeskeâ DeefYekÙeefòeâ ueeskeâ meeefnlÙe ke mebmke=âefle
keâer meyemes yeÌ[er efkeMes<elee nw~ ueeskeâ mebmke=âefle GÛÛe
peerkeve cetuÙeeW Skeb mebmkeâejeW keâes meowke menspe keâj jKeleer
nw~ ceneYeejle Deewj jeceeÙeCe pewmes Oeeefce&keâ «evLe Fmekesâ
Øeyeue ØeceeCe nw~ meceÙeeveg™he mecevkeÙeelcekeâlee keâe
Øeyeue Yeeke ueeskeâ mebmke=âefle keâe efkeMes<e iegCe nw peesefkeâ
meeceeefpekeâ ueeskeâ peerkeve Skeb je<š^erÙe hegve®lLeeve kesâ
efueS Deefle DeekeMÙekeâ nw~
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Voices of Empowerment: Investigating the
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Kuniya, Muthur, Coimbatore Thamaraikulam, Coimbatore

“Words are like arrows that can be shot at the narratives of the colonial power.
Word arrows have transformative power and can help Indigenous people come home.
They help to establish a new discursive space. Every time a story is told, every time
one word of an Indigenous language is spoken, we are resisting the destruction of our
collective memory.”

Neil McLeod (67-68)

Introduction :

Indigenous communities globally face
challenges like language loss, cultural
assimilation, and educational inequities.
In Canada, efforts to revitalize Indigenous
languages and cultures in education are
key to promoting cultural continuity and
self-determination. This research article
examines how Indigenous authors Beatrice
Culleton, Katherena Vermette and Lee
Maracle contribute to this discourse
through their literary works. By comparing
their writings, the article explores the
intersection of language, culture and edu-
cation in Indigenous contexts and its
implications for education policy and
practice.

Author Profiles :

Beatrice Culleton : Beatrice Culleton
Mosionier, also known as Beatrice Culleton,
is a Métis author born in St. Boniface,
Manitoba, Canada, in 1949. She is best
known for her groundbreaking novel In

Search of April Raintree, which explores
the experiences of Métis sisters growing
up in the Canadian foster care system.
Culleton draws from her own experiences
as a survivor of the Sixties Scoop, a period
during which Indigenous children were
forcibly removed from their families and
placed in non-Indigenous foster homes. In
Search of April Raintree has become a
seminal work in Canadian Indigenous
literature, addressing themes of identity,
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family, resilience, and the legacy of
colonialism.

Katherena Vermette : Katherena
Vermette is a Métis writer, poet and film-
maker from Winnipeg, Manitoba, Canada,
born in 1977. She is of Métis descent and
has deep roots in the Red River Métis
community. Vermette gained widespread
acclaim for her debut novel The Break,
which won the Amazon.ca First Novel
Award, the Margaret Laurence Award for
Fiction, and was a finalist for the Governor
General’s Literary Award for Fiction. The

Break is a powerful exploration of inter-
generational trauma, violence against
Indigenous women, and the resilience of
Métis and Indigenous communities.
Vermette is also known for her poetry
collections and her work as a screenwriter
and filmmaker.

Lee Maracle : Lee Maracle is a Stó:lô
author, poet, educator, and activist from
the Sto:lo Nation in British Columbia,
Canada, born in 1950. She is widely
regarded as one of the most influential
Indigenous writers in Canada. Maracle’s
writing spans various genres, including
novels, poetry, essays and autobiographical
works, and addresses themes such as
colonialism, Indigenous identity, femi-
nism and the importance of Indigenous
knowledge and storytelling. Some of her
notable works include Ravensong, Celia’s

Song, and I Am Woman: A Native Pers-

pective on Sociology and Feminism.
Maracle is also a respected elder, teacher,
and community leader, known for her
advocacy for Indigenous rights and social
justice.

Battiste says :

Indigenous Knowledge encompasses
a diverse array of languages, traditions,

and practices cultivated and upheld by
Indigenous societies. Predominantly
conveyed orally and symbolically, it is
disseminated through rituals, linguistic
structures and experiential learning, rather
than conventional written documentation.
This knowledge is intricately woven into
the fabric of Indigenous cultures, trans-
mitted through generations via storytelling,
ceremonies, problem-solving techniques,
and cultural expression, rather than being
catalogued in libraries or academic
journals. (Battiste, 2008, p. 87)

These authors have made significant
contributions to Indigenous literature in
Canada, using their writing to explore
complex issues facing Indigenous commu-
nities, celebrate Indigenous resilience and
culture, and advocate for social change.

Analysis :

Indigenous education in Canada has
been shaped by a long history of colonia-
lism, assimilationist policies and cultural
genocide. The residential school system,
in particular, had a devastating impact on
Indigenous languages and cultures, as
generations of Indigenous children were
forcibly removed from their families and
communities and forbidden from speaking
their own languages. In recent decades,
there has been a growing recognition of
the importance of Indigenous languages
and cultures in education, as well as a
concerted effort to incorporate Indigenous
perspectives and knowledges into the
curriculum. Indigenous authors have
played a central role in this movement, using
their literary works to challenge dominant
narratives, celebrate Indigenous resilience
and resistance, and advocate for the
revitalization of Indigenous languages and
cultures.
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Walker added that :

Because of that stark revelation,
organic leaders and intellectuals were
forced to adopt the radical strategy of
seceding from mainstream education.
They took control of the education of their
own children by setting up a parallel
system of schooling. The immediate goal
was to rescue the Māori language from
extinction (p. 165).

The residential school system in
Canada, with its profound impact on
Indigenous communities, is a recurring
theme in the works of Beatrice Culleton,
Katherena Vermette, and Lee Maracle.
Each author approaches this dark chapter
of Canadian history with sensitivity and
depth, weaving narratives that shed light
on the intergenerational trauma, cultural
disconnection, and resilience experienced
by Indigenous people affected by the
residential school system.

Beatrice Culleton, in her seminal
work In Search of April Raintree, delves
into the lasting effects of the residential
school system on Indigenous families.
Through the experiences of the Métis
sisters April and Cheryl Raintree, Culleton
explores the trauma of separation from
family and culture, as well as the struggle
to reclaim identity and self-worth in the
aftermath of residential school experiences.
Culleton’s novel provides a poignant
portrayal of the complex legacy of the
residential school system and its enduring
impact on Indigenous individuals and
communities.

A client recalls the racism and other
abuse she suffered while being held in
foster care :

To me it was a house of hell because
they tried to break my spirit. They called

down the native people . . . I was trained
that native people were dirty, were ugly, a
disgrace and because of me being the
darker one of the family. They always
called me squaw or dirty or filthy things,
you know. But, one thing I am grateful
for, I never got raped. But I was abused
mentally, physically. I was locked up in
basements my whole day, when I wasn’t
in school. I worked hard like a slave, got
nothing out of it in return but lickings, you
know. And at the age of about seventeen,
I got out of that place. (Waldram et al. 12)

Similarly, Katherena Vermette’s novel
The Break delves into the repercussions
of historical trauma, including the legacy
of residential schools, within an Indi-
genous community in Winnipeg. As the
characters grapple with the aftermath of a
violent crime, Vermette skilfully inter-
twines past and present, revealing how the
trauma of residential schools reverberates
through generations, shaping relation-
ships, identities and perceptions of self.
Through her powerful storytelling,
Vermette confronts the painful realities of
colonization while also highlighting the
resilience and strength of Indigenous
communities in the face of adversity.

Through the interconnected narratives
of various characters affected by a violent
assault, Vermette exposes the pervasive
influence of systemic racism and colonia-
lism, constraining every character’s life in
some way. Despite the diversity of responses
to trauma, from criminal behaviour to
resilience, each character grapples with
the legacy of historical injustices.

Vermette skilfully delves beneath the
surface of each character’s persona,
revealing their internal conflicts and
vulnerabilities. Through intimate portrayals
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of familial bonds, cultural traditions and
everyday acts of kindness, she demons-
trates the profound healing power of love,
community and cultural identity. By show-
casing the importance of family, tradition,
and culture in the face of adversity, Vermette
underscores the devastating impact of
colonial policies, such as the banning of
potlucks, which aimed to erode Indige-
nous identity and connection.

Resilience in the novel is depicted
through everyday acts of endurance and
solidarity within kinship networks, parti-
cularly among the women of the Charles
and Traverse families. These women
support each other through tough times,
much like a pack of wolves. Métis officer
Tommy observes how they ‘hold each
other up,’ reflecting the support his own
Métis mother and aunt provide. Aubrey
Jean Hanson highlights that resilience is
found in the simple, essential tasks of daily
life, such as sharing coffee, taking walks,
making phone calls, and being present for
one another.

The association of the family with
wolf imagery features the communal
strength and interconnectedness among its
members. Just as wolves rely on their pack
for survival and protection, the women in
the novel draw strength from their familial
bonds and mutual support. This portrayal
highlights the resilience inherent in collec-
tive solidarity and emphasizes the impor-
tance of community in navigating adversity.
Through their shared experiences and
mutual aid, the characters demonstrate that
resilience is not merely an individual trait
but a collective endeavour grounded in shared
experiences and communal support.

The novel powerfully addresses the
urgent issue of violence against Indigenous

women and girls, vividly depicting its impacts
on individuals and communities. By
confronting systemic injustices and their
toll on Indigenous lives, the novel gains
thematic depth and relevance, especially
in the context of the National Inquiry into
Missing and Murdered Indigenous
Women and Girls, which characterizes this
violence as a form of genocide.

Vermette’s works, including The

Break, North End Love Songs, and The

Seven Teachings Stories, explore
Indigenous resilience through language,
culture, and education. She highlights
urban Indigenous life, the importance of
storytelling, and the role of oral traditions
in maintaining cultural connections.
Vermette emphasizes Indigenous agency
and creativity in reclaiming identities and
shaping futures.

Through literature, Vermette invites
readers to empathize with Indigenous
experiences and challenge misconceptions,
offering a pathway towards reconciliation
and understanding. By immersing readers
in the intimate lives of her characters, she
fosters empathy and compassion, encoura-
ging readers to confront their own biases
and engage in meaningful dialogue about
reconciliation and justice.

Lee Maracle, in works like Ravensong

and Celia’s Song, explores the impacts of
the residential school system, focusing on
cultural loss, intergenerational trauma, and
healing within Indigenous communities.
Her nuanced characterizations and lyrical
prose shed light on the complexities of
Indigenous identity and the lasting legacy
of colonialism.

Lee Maracle’s works highlight the
crucial connection between language,
culture and education in Indigenous
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communities. Her narratives provide insights
into the challenges and opportunities for
Indigenous cultural empowerment and
self-determination. To decolonize education
and promote revitalization, it’s vital to
prioritize Indigenous perspectives and
knowledge systems.

Lee Maracle, a prominent Indigenous
writer and activist, has made significant
contributions to literature that delve into
the interconnectedness of language,
culture and education within Indigenous
communities. Through her novels, essays,
and poetry, Maracle illuminates the
complexities and challenges faced by
Indigenous people in reclaiming and
revitalizing their cultural identities. This
analysis explores several key themes and
motifs present in Maracle’s works,
shedding light on the ways in which she
portrays the nexus of language, culture,
and education in Indigenous contexts.

Maracle’s works consistently high-
light the central role of language in Indige-
nous cultures as a vehicle for cultural
transmission, identity formation, and
resistance against colonial oppression. In
novels such as Ravensong and Bobbi Lee:

Indian Rebel, Maracle portrays characters
who actively reclaim and assert their
Indigenous languages as acts of cultural
resistance against assimilationist policies
and linguistic marginalization. Through
these narratives, Maracle underscores the
resilience and strength inherent in Indi-
genous languages as symbols of cultural
survival and resurgence.

Maracle sensitively explores the
impacts of colonial violence and intergene-
rational trauma on Indigenous communities,
particularly regarding language and
cultural loss. In her essays and autobio-

graphical writings, such as I Am Woman

and Memory Serves, Maracle reflects on
her own experiences of growing up in a
post-colonial society and the enduring
effects of historical trauma on Indigenous
people. Through these personal accounts,
Maracle highlights the deep connections
between language, culture, and trauma,
highlighting the urgent need for healing
and cultural revitalization within Indige-
nous communities.

Maracle’s works advocate for the integ-
ration of Indigenous knowledge systems
and epistemologies into mainstream
education as a means of promoting
cultural revitalization and empowering
Indigenous youth. In essays like Oratory:

Coming to Theory, Maracle challenges
Western-centric notions of knowledge and
education, advocating for a holistic
approach that values Indigenous ways of
knowing and being. Through her charac-
ters and narratives, Maracle envisions
educational settings that honour and incor-
porate Indigenous languages, cultures, and
worldviews, thereby fostering a sense of
belonging and empowerment among
Indigenous students.

Methodology :

This research article employs a quali-
tative research methodology, drawing on
textual analysis and literary criticism to
examine the works of Beatrice Culleton,
Katherena Vermette, and Lee Maracle.
The primary sources for this study include
a selection of novels, short stories, poetry
collections and essays written by each
author. These texts are analysed thema-
tically, with a focus on key themes related
to language, culture and education in
Indigenous communities. Additionally, the
article draws on secondary sources, including
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scholarly articles, book chapters and
Indigenous education policy documents,
to provide context and background for the
analysis.

Results and Discussion :

Culture can be defined as the shared
experiences of people, including their
languages, values, customs, beliefs, and
mores. It also includes worldviews, ways
of knowing, and ways of communicating.
Culturally significant factors encompass,
but are not limited to, race/ethnicity,
religion, social class, language, disability,
sexual orientation, age and gender.
Contextual dimensions such as geographic
region and socioeconomic circumstances
are also essential to shaping culture.
(American Evaluation Association, p. 2)

The analysis of Culleton’s, Vermette’s,
and Maracle’s works reveal a number of
recurring themes and motifs related to
language, culture, and education. All three
authors foreground the importance of
Indigenous languages as repositories of
cultural knowledge and expressions of
Indigenous identity. They also highlight
the ways in which language loss and
cultural assimilation have been perpe-
tuated through colonial education systems,
while also offering visions of decolonized
education that prioritize Indigenous
languages and knowledges. Furthermore,
the authors explore the role of storytelling
and oral tradition in Indigenous education,
emphasizing the power of narrative to
transmit cultural teachings and foster
intergenerational connections. Overall,
Culleton, Vermette, and Maracle offer
nuanced and multifaceted perspectives on
the nexus of language, culture, and
education in Indigenous communities,
providing valuable insights for educators,
policymakers, and scholars alike.

Conclusion:

This research article concludes by
reflecting on the implications of the
findings for Indigenous education policy
and practice in Canada and beyond. By
centering Indigenous voices and perspec-
tives, Culleton, Vermette and Maracle
challenge dominant discourses and offer
alternative visions of education that prioritize
cultural revitalization, language revitaliza-
tion and Indigenous self-determination.
Their works serve as powerful reminders
of the resilience and strength of Indigenous
people in the face of ongoing colonization
and provide inspiration for transformative
change in Indigenous education. Ultimately,
this research article underscores the impor-
tance of listening to and learning from
Indigenous authors as we work towards
more inclusive, equitable and culturally
responsive education systems.
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Introduction :

The universe is composed of energy
vibrating at different frequencies, creating
sound. According to spiritual science, sound
frequencies give rise to the diverse world
through various combinations. All entities
in the cosmos, including humans, are
made up of sound vibrations called nāda,
the flowing energy of sound. Within this
cosmic sound “field,” there are two types
of sounds: anāhata or “unstruck” sound,
and âhata or “struck” sound. Ahata sound
is the “struck” sound caused by physical
impact and is audible. Anahat nâda is an
unstruck sound that can be experienced
through deep silence and a clear mind, not
caused by any physical impact. The sound
is not externally audible but originates
from within [1].

1. Nada Yoga as per the Indian

Metaphysical System :

As per the Indian metaphysical and
yogic system,

‘By sound vibration, one becomes
liberated’ (Vedāntasūtra 4.22).

So nāda yoga acts as a tool to uplift

to a higher conscious level leading
ultimately to liberation.

In Narada Purana, it is mentioned that-
‘Struck’ sound is said to give pleasure,
‘unstruck’ sound leads to Liberation”
(Nārada Purāna).

Laksmana Desikendra in Sharada
Tilaka Tantra says that the consciousness
of all beings is the Shabda Brahman itself.

“Caitanyam sarva bhutanam shabda
bramheti me matihi”

According to Indian Vedic philosophy,
human consciousness is divided into five
layers: Annamaya (physical), Pranamaya
(breath), Manomaya (mind), Vijnanamaya
(wisdom), and Anandamaya (bliss). Each
kosha represents a different level of
awareness, from sensory experience to the
blissful state of ultimate consciousness,
manifesting through Nada [2]. Nada is the
sound coming from the sphere beyond the
anandamaya kosha.

During external chanting, sound enters
consciousness through the ears (Annamaya
Kosha), converting mechanical energy
into electrochemical signals sensed in the
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mind (Manomaya Kosha). The rhythmic
sound focuses the mind, controlling breath
(Pranamaya Kosha), and invoking inner
awareness, connecting the self to higher
consciousness and promoting optimal
physical health. “Prana is both macrocosmic
and microcosmic and is the substratum of
all life” [3]. Living beings sustain them-
selves through prana, drawn from the
universe. Disruptions in this flow cause
stress and imbalance, affecting the overall
health and performance [4].

2. The science behind sound healing

and How Mantra Works :

Sound has powerful healing effects by
bringing the body and mind into harmony
using sound frequencies. Every object in
the universe has a unique resonant frequency,
which is experimentally demonstrated
with the struck tuning fork resonating with
another tuning fork placed near by the
tuning fork to resonate [4]. Making sound
waves travel deeply into the body along
the energy pathways can promote healing.

Sound travels at the speed of 340
meters per second, in the air medium. In
water, sound travels at the speed of 1,500
meters per second. The human body is
composed of 70% water, making it an
excellent sound conductor. As per the
principle of resonance, sound therapy
possibly can bring the body back into
harmony, without medication or surgery
(29). Laurel Elizabeth Keys (1973), defines
that, toning is achieved by vocalizing an
elongated vowel sound for an extended
period. Rhythmic vocal chanting deepens
breathing, oxygenates the body and relaxes
muscles. Regular chanting helps to restore
a healthy mind, body, and spirit [5].

Mantra has its effects through the
vibrations of the sound. Recitation of a
mantra stimulates the meridian points
connected on the upper pallet of the
mouth. A yogi in the West, Yogi Bhajan
revealed that in the mouth, we have
meridians located at different places. Out
of that, 84 meridian points are located on
the hard upper palate. Along the inside of
the teeth, there are thirty-two pairs of
meridian points, and 20 more are present
on the central part of the palate in a U
shape. When we chant and repeat the
mantra the motion of the tongue stimulates
the meridians by affecting the hypotha-
lamus [6].

Loud chanting can alleviate psycho-
logical stress before surgery and in cardiac
patients it reduces blood pressure and
respiratory rate [7] and reduces tension
during medical scans and alleviate sleep
disorders [8].

In the U.S., studies found that certain
vocal sounds indicate stress and altering
voice patterns improves brainwave frequencies,
aiding in conditions like hypertension,
diabetes, and pain management.

3. Mantra and Effect of Mantra

chanting :

“A mantra is a sacred utterance,
numinous sound, or sound that is charged
with psychospiritual power. A mantra is a
sound that empowers the mind, or that is
empowered by the mind [6].” Mantra Yoga
is a scientific method to activate extra-
sensory strength centers in the body and
connect with universal energy. Mantras
work in the inner realms of consciousness
with long-term practice.

The Vedic literature mentions different
strategies of Japa to achieve a goal. The
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repetition of the mantra can be done
verbally, in a whisper, and mentally. Vocal
repetition is called Vaikhari Japa, while
whispering or humming is known as
Upamshu Japa [9]. The mental repetition
of the mantra is termed Manasika Japa. In
this process, emotion gets added to the
mental repetition adding mental purifi-
cation. So, the effect of Manasika Japa is
always powerful [10]. Mantras combine
rhythm and meaning to guide the mind to
meditation and higher consciousness.
Proper pronunciation of syllables is
important as they possess special healing
potential.

4. Sacred Syllable and Etymology :

A “sacred syllable” is a sound with
spiritual significance in various traditions.
In Vedic philosophy, the sacred syllable
is “Omkar,” and the Sanskrit word ‘Om’
represents omnipotence, omniscience, and
omnipresence [11]. Omkar is plays a
central role in religious prayers and medi-
tative practices.

The 14th Dalai Lama described
Omkar as composed of three pure letters:
A, U, and M. These symbolize the impure
and pure exalted body, speech, and mind
of everyday unenlightened life and an
enlightened Buddha. The “Aum” is deeply
rooted in Indian philosophy, particularly
in the Vedas and Upanishads, symbolizing
the ultimate reality or consciousness
(Brahman) and encapsulating the essence
of the entire universe.

Ô keâejb efyebogmebÙegòeâb efvelÙeb OÙeeÙebefle Ùeesefieve:~
keâeceob cees#eob Ûewke ÔkeâejeÙe vecees vece:~~1~~

In the shloka, Yogis meditate on
Omkar forever attached to the point,
Omkar is the giver of salvation, desires,

and inner peace. We call you, Lord of
hosts, Poets of poets, most famous; The
Supreme King of Spiritual Knowledge,
Lord of Spiritual Knowledge, by His grace
hear us and reside at that place (of
sacrifice).

This mantra refers to the fact that the
OM mantra represents the supreme spirit
Bramha. (Rgveda 3.62.10) [11].

5. Omkar in Ancient Review :

5.1. Patanjali Yoga Sutra :

OM is well-defined in Patanjali Yoga
Sutra as Patanjali has said,

 ‘Tasya Vachaka Pranava’; name of
Iswara Pranava i.e. OM.

“Tatajapastadarthabhavanam” which
means repetition of Omkar or japa, is to
be done first loud then by understanding
the meaning, and then silently with mind
[12].

Patanjali also mentions the benefits
of Om chanting in the form of the power
to overcome the 9 types of obstacles of
physical, and mental states like :

‘kÙeeefOemlÙeevemebMeÙe Øeceeoe}mÙeeefkejefle YeÇeefvleoMe&vee}yOe
Yete fcekeâlkeevekeefmLelelkeeefve efÛeòeefke#esheemlesÓvlejeÙee:
“(Patanjali’s Yoga Sutra, 1.30).

Vyādhi or physical illness, Styāna or
Apathy, Samśaya or Self-doubt, Pramādā
or negligence, Alasyā or lethargy, Avirati or
Craving, Bhrāntidarśanā or living under
illusions, Alabdhabhūmikatvā or doubting
in progress and Anavasthitatvā or inability
to maintain achievements [13].

Chanting of Omkar also removes
sorrow, dejection, the restlessness of the
physical state and the breathing distrac-
tions.
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5.2. Bhagavad Gita :

Lord Krishna has mentioned in
Srimad Bhagabad Gita that, essence of all
veda is Pranav i.e Om.

Ô FlÙeskeâe#ejb yeÇÿe kÙeenjvceecevegmcejved~
Ùe: ØeÙeeefle lÙepevosnb me Ùeeefle hejceeb ieefleced~~13~~

(Bhagavad Gita 8:13)

It means the person who departs by
uttering the Omkar, the single syllable
brahman by meditating on Om, attains the
supreme goal at the end.

Lord Krishna describes the formless
aspect of God in the form of the sacred
syllable Omkar in Srimad Bhagavad Gita
[14].

In another verse, Lord Krishna
emphasizes the usage of the syllable Om
at the start of every mantra in Vedas.

lemceeod Ô FlÙegoeùlÙe Ùe%eoevelehe:ef›eâÙee: ~
Øekele&vles efkeOeeveesòeâe: meleleb yeÇÿekeeefoveeced ~~24~~

(Bhagavad Gita 17:24)

Therefore, when performing acts of
sacrifice, offering charity, or undertaking
penance, expounders of the Vedas always
begin by uttering “Om” according to the
prescriptions of Vedic injunctions [14].

Eight of the Upanisòads have sections
dealing with ‘Om’. These are discussed
below;

5.3. Mandukya Upanishad :

Mandukya Upanishad is a part of
Atharva Veda. Among all the Upanishads
Mandukya Upanisad describes the Omkar
in every aspect in each of its 12 verses.

nefj: Deesced ~ DeesefcelÙesleo#ejefceob mekeË
lemÙeeshekÙeeKÙeeveb Yetleb YekeÆefke<Ùeefoefle meke&cees¿ej Ske~

ÙeÛÛeevÙeefl$ekeâe}eleerleb leohÙees¿ej Ske~~1~~

“Aum is the eternal syllable of which
all that exists is but the development. The
past, present, and future are all included
in this one sound, And all that exists
beyond the forms of time is also implied
in the word Aum.” It states in the first
verse- All is Om. It also describes the four
states of consciousness as

Vaisvanara - peeieefjlemLeevees yeefn:Øe%e: mehlee”
SkeâesveefkebMeeflecegKe: mLet}Yegied kewÕeevej: ØeLece: heeo:~~

Vaiswanara, the Universal Male, has
seven limbs and nineteen doors. He enjoys
gross objects. This is known as the waking
state can be related to the jagrat Avastha
[16].

Taijasa- mkehvemLeeveesÓvleŠØe%e: mehlee”
SkeâesveefkebMeeflecegKe: ØeefkeefkeòeâYegkeâd lewpemees efÉleerÙe: heeo:~~

He who is wise in the inner self, who
has seven limbs and nineteen doors; who
perceives and enjoys subtle objects;
Taijasa, the inhabitant of the radiant mind.
This is the second state known as the
dreaming state can be described as the
subtle state or inward knowing state.

Prajna - Ùe$e meghlees ve keâÃeve keâeceb keâeceÙeles ve
keâÃeve mkehveb heMÙeefle leled meg<eghleced~

meg<eghlemLeeve SkeâerYetle: Øe%eeveIeve SkeevevoceÙees
¢eevevoYegkedâ ÛesleescegKe: Øee%emle=leerÙe: heeo:~~

He who has attained perfect slumber,
who is one with all, and is a repository
of wisdom, consisting solely of pure
delight, who experiences joy without
cause, and for whom the conscious mind
is the gateway, is known as Prajna.
This is the third state known as the deep
sleep state and can be related to the
underlying state of consciousness which
is undistracted.
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Turiya- veevle:Øe%eb ve yeefn<Øe%eb veesYeÙele:Øe%eb ve
Øe%eeveIeveb ve Øe%eb veeØe%eced~

DeÂ<šcekÙekeneÙe&ce«ee¢ece}#eCeceefÛevlÙecekÙeheosMÙeces
keâelceØelÙeÙemeejb ØeheÃeesheMeceb Meevleb efMekeceÉwleb ÛelegLeË

cevÙevles me Deelcee me efke%esÙe:~~

The verse describes the ultimate
reality, the Self (Atman), as the essence
of one’s self-consciousness, peaceful,
auspicious, and non-dual. It is considered
the Fourth state (Turiya), a pure state of
consciousness beyond the other three
states, characterized by pure silence.The
Upanisad tries to mention with the help
of Omkar, the vehicle it becomes easy to
move toward Turiya. Each state explores
the one before becoming subtler and
merging into the next [16].

5.4. Mundaka Upanishad :

ØeCekees Oeveg: Meejes ¢eelcee yeÇÿe leu}#ÙecegÛÙeles~
DeØeceòesve kesækÙeb MejkeòevceÙees Yekesled ~~4~~

(Mundaka Upanishad 2.2.4)

The Mundaka Upanishad explains
that “Om” is used in meditation to achieve
self-realization. It is likened to a bow, with
the individual self as the arrow aiming for
Brahman. Om serves as a bridge to
immortality, allowing one to move from
darkness to the light of knowledge and
truth through meditation.[17].

5.5. Chandogya Upanishad :

The Chāndogya Upanisad describes
concepts of chanting ‘Omkar in the form
of Brahman and atman, good and evil,
Space, the universe as a whole, the soul
and self, oneness with the world and
Brahman, and so on [18].

DeesefcelÙesleo#ejcegûerLecegheemeerle~
Deesefceefle ¢egûeÙeefle lemÙeeshekÙeeKÙeeveced ~~1.1.1~~

It means Om is the closest expression
to Brahman. Recite Omkar in the form of
worshipping Brahman.

leosleefvceLegveceesefcelÙesleefmceVe#ejs mebme=pÙeles Ùeoe
kew efceLegveew meceeieÛÚle DeeheÙelees kew
leekevÙeesvÙemÙe keâececed ~~1.1.6~~

It describes the syllable Om as Udgita
means the source or the quintessence of
the essences, the supreme. The Rik is
speech, Saman is breath and the Udgitha
is the syllable, Om. Speech and breath, or
Rik and Saman, form one couple. And that
couple is joined together in the syllable
Om. By coming together, they fulfill each
other’s desires. So by meditating on the
syllable “Om”, one can fulfill their desires
[19].

DeeheefÙelee n kew keâeceeveeb Yekeefle Ùe Sleoskeb
efkeÉeve#ejcegûerLecegheemles ~~1.1.7~~

Who worships Om as the Udgîtha,
(Brahman), acquires the qualities of Om
kara. and receives everything he desires.

Manu Smriti :

This ancient text announces the mono
syllable as the highest of everything.

Skeâe#ejb hejb yeÇÿe ØeeCeeÙeeceŠ hejb lehe:~
meeefke$Ùeemleg hejb veeefmle ceewveeled melÙeb efkeefMe<Ùeles ~~83~~

(Manu Smriti 2.83)

It means the mono-syllable Omkar is
the highest Brahman; Breath-suspensions
are the highest austerity; no other mantra
is higher than the Sāvitrī verse; truth is
better than Silence [20].

#ejefvle mekee& kewefokeäÙees pegnesefleÙepeefleef›eâÙee:~
De#ejb og<keâjb %esÙeb yeÇÿe Ûewke Øepeeheefle: ~~84~~

(Manu Smriti 2.84)

It declares this syllable (om) is to be
regarded as imperishable, and all other
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Vedic acts of oblation, and sacrifice can
be surpassed; because Omkar is Brahman,
and also Prajâpati [21].

So undoubtedly one can reach the
ultimate by japa of Om alone, despite
whether he does or doesn’t perform other
rites.

 Svetasvatara Upanishad :

It describes that Om is like the fire
which though potentially present in
firewood is not seen until two sticks are
rubbed against each other. The self is like
that fire; it is realized by constant awareness
of the sacred syllable Om. Let the body
be the stick that is rubbed and Om be the
stick that is rubbed against.

mkeosncejefCeb ke=âlkee ØeCekeb ÛeesòejejefCeced~
OÙeeveefvece&LeveeYÙeemeeoskeb heMÙeefVeiet{keled ~~14~~

It describes that through the practice
of the friction of meditation, one can
perceive the hidden Self much like the fire
remains in wood. The body is represented
by the lower piece of wood, while Om is
represented by the upper piece [22].

Brihadaranyak Upanishad :

Ô ~ hetCe&ceo: hetCe&efceob hetCee&lhetCe&cegoÛÙeles~
hetCe&mÙe hetCe&ceeoeÙe hetCe&ceskeekeefMe<Ùeles~~

Ô Keb yeÇÿe ~ Keb hegjeCeced; keeÙegjb Keced Fefle n
mceen keâewjkÙeeÙeCeerheg$e:; kesoes'Ùeb yeÇeÿeCee efkeog:;

kesowvesve ÙeÉsefolekÙeced ~~1~~

Om. That which is infinite is this
universe and that which is infinite comes
from that infinite. Taking the infinite universe,
it remains as the infinite Brahman. “Om”
refers to the ether-Brahman, which is the
eternal ether. ‘The air contains ether,
according to the son of Kauravyāyanī . The
Veda is within it and the Brāhmanas, who

know Brahman, recognize this. It is
through the Veda that one comes to know
what is to be known. Therefore, this
chapter is intended to instruct on the
meditation of Om as a part of all other
meditations. Additionally, it promotes self-
control, charity, and compassion [24].

Katha Upanishad :

meke&s kesoe Ùelheoceeceveefvle leheeB efme mekee&efCe Ûe ÙeÉoefvle~
ÙeefoÛÚvlees yeÇÿeÛeÙeË Ûejefvle leòes heodB meb«ensCe

yeÇkeercÙeesefcelÙesleled ~~15~~
(Katha Upanishad 1.2.15)

The Katha Upanishad depicts a
conversation between sage Nachiketa and
Yama, the god of death. They discuss the
nature of Atman, Brahman, and Moksha.

This verse describes the Vedas extolling
one goal, which all acts of tapas speak of,
and for which men lead a Brahmachari
life. I will briefly tell you what that goal,
it is – Om kar [23].

Prashna Upanishad :

The Prashna Upanishad presents
questions inquired by various Hindu sages
(Rishi) and answered by Sage Pippalada.
It discusses the knowledge about
Brahman, with the relation of the universal
(Atman), by different means such as
meditation, immortality, etc [24]. The
verses on Omkar are-

SleÉw melÙekeâece hejb Ûeehejb Ûe yeÇÿe Ùeoes¿ej:~
lemceeefÉÉeveslesvewkeeÙelevesvewkeâlejcevkesefle ~~2~~

(Prashna Upanishad 5.2)

The syllable ‘Om’ represents both
higher and lower Brahman and allows the
knower to reach either of them [25].

me ÙeOÙeskeâcee$eceefYeOÙeeÙeerle me lesvewke mebkesefolemletCe&ceske
peielÙeeefYemebheOÙeles~
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lece=Ûees ceveg<Ùe}eskeâcegheveÙevles me le$e lehemee yeÇÿeÛeÙe&sCe
ßeæÙee mebheVees ceefnceevecevegYekeefle~~3~~

(Prashna Upanishad 5.3)

If one meditates on a single measure
of it, will soon become enlightened. The
verses will guide them to the world of
men, where they can combine with tapas,
Brahmacharya, and faith to experience
greatness.

$e+efiYejsleb ÙepegefYe&jvleefjkeäMeb meeceefYeÙe&òelkeâkeÙees kesoÙevles~
lecees¿ejsCewkeeÙelevesveevkesefle efkeÉevÙeòeÛÚevlecepejcece=leceYeÙeb

hejb Ûesefle~~7~~
(Prashna Upanishad 5.7)

Through the recitation of Riks, Yajus
and Saman, one can attain the three realms
of existence, namely the earthly realm, the
celestial realm and the realm of the seers
(Brahmaloka). By chanting the sacred
syllable ‘Om’, one can attain the state of
tranquility, immortality, fearlessness, and
supreme bliss. 

Taittiriya Upanisòad :

The śruti first speaks of Pranava, the
object of contemplation:

Deesefceefle yeÇÿe~ Deesefceleerob meke&ced~~1~~
(Taittīriya Upanisad 8.1)

‘Om’kar is Brahman. ‘Om’ is this all.
One should contemplate on sound ‘Om’
by holding in mind, Brahman. Every
sound form is pervaded by the syllable
‘Om’ as mentioned in the œruti, “As all
leaves are fast bound in stalk”.

DeesefcelÙesleovegke=âeflen& mce kee DehÙees ßeekeÙeslÙeeßeekeÙeefvle~
Deesefceefle meeceeefve ieeÙeefvle ~ Ô Meesefceefle Mem$eeefCe Mebmeefvle
~ DeesefcelÙeOkeÙe&g: Øeefleiejb Øeefleie=Ceeefle ~ Deesefceefle yeÇÿee
Øemeewefle ~ DeesefcelÙeefivenes$ecevegpeeveeefle ~ Deesefceefle yeÇeÿeCe:
Øeke#ÙeVeen yeÇÿeesheehvekeeveerefle ~ yeÇÿewkeesheehveesefle ~~2~~

The priests chant ‘Om’ to begin
recitations and convey acceptance. By
wishing for Brahman, one truly obtains
it.[26].

6. Different Methods Of ‘Om’kar

Chanting :

Pulsing Repetition :

In this way of chanting at whatever
speed is comfortable and natural, Omkar
can be chanted. It may be several cycles
per second or it can be extremely slow
with mmmmmm…kar sound.

OMmmOMmmOMmm...

AA, UU and MM…………..[27].

 With the Flow of Breath :

Imagining the mantra with inhalation
Omkar chant can be done while exhaling
loudly with the flow of breath.

Exhale: “OMmmmmmmm...” Inhale:
“ (silence) “

Exhale: “OMmmmmmmm...” Inhale:
“ (silence) “

Another method can be a mental repe-
tition of Om kar chanting with inhalation
and exhalation only with the breath pattern
without making a sound. In both ways of
practice mind, breath and flow of mantra
unitedly can be experienced. So, the rate
of speed of chanting naturally slows down
[28].

7. The Resonance Harmony Theory

of Om Mantra Chanting :

Goldman (2002) explains that when
the frequency of a body part changes, it
vibrates out of harmony, leading to
disease. If the correct resonant frequency
for a healthy organ is projected into the
diseased part, healing should occur (p. 90)
[29]. Chanting the Om mantra creates
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vibrations that resonate with the respiratory,
cardiovascular and nervous systems,
facilitating coherence and synchroni-
zation.[30].

This resonance enhances communi-
cation between physiological processes,
resulting in well-being [31]. Based on
Vedic texts, the AUM mantra has healing
effects on physiological and psychological
well-being by improving synchronization
and coordination among bodily
systems.[32].

8. Conclusion :

Our study suggests that incorporating
AUM mantra chanting into mindfulness
practices can offer a holistic approach to
well-being and stress management with an
understanding of self-awareness at the
Pancha kosha level affecting the energy
centers (chakras) in the physical body and
subtle energy pathways (Nadis). Further
research demands an empirical relation-
ship between sound, resonance and human
well-being.
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ueIeg meceeÛeej he$eeW keâer yeÌ{leer mLeeveerÙe ueeskeâefØeÙelee
hej DeOÙeÙeve

ceeOegjer eflekeejer [e@. DepeÙe Megkeäuee
MeesOe Úe$ee efkeYeeieeOÙe#e
ßeerjece mke™he cesceesefjÙeue Ùetefvekeefme&šer, ueKeveT DeeÙe&kegâue keâeuespe Dee@heâ SpegkesâMeve, ueKeveT

heefjÛeÙe :

meceeÛeej he$e keâe Skeâ GösMÙe ueeskeâefØeÙe Yeekevee
keâes mecePevee Deewj Gmes DeefYekÙeefòeâ osvee YeekeveeSB peieevee,
efve[j neskeâj ueeskeâefØeÙe oes<eeW keâes Gpeeiej keâjvee (cenelcee
ieebOeer, nefjpeve, 25 ceF& 1946)~ meceeÛeej he$e Ssmes
leLÙe Deewj efkeMues<eCe Øeoeve keâjves keâe ØeÙeeme keâjles nQ
pees metefÛele veeieefjkeâeW keâes Skeâ peefšue, metÛevee-meble=hle
meceepe ceW ØeYeekeer Deewj efpeccesoej efveCe&Ùe uesves keâer
Devegceefle osles nQ~ meceeÛeej he$eeW keâer Yetefcekeâe Gvekesâ
hee"keâeW keâer yeoueleer pe™jleeW kesâ pekeeye ceW efkekeâefmele
ngF& nw Deewj kele&ceeve ceW DevÙe ceeref[Ùee keâer peerkeveMewueer,
ceveesjbpeve Deeefo kesâ keâkejspe keâer Øeefleef›eâÙee ceW meceeÛeejeW
ceW vejceer Dee jner nw~

FmeefueS, efkekeâemeMeerue osMeeW ceW Øesme Deveskeâ GösMÙeeW
keâer hetefle& keâjlee nw~ Ùen meceeÛeejeW keâe ceeOÙece nw,
efkeÕe, je<š^erÙe Skeb mLeeveerÙe IešveeDeeW keâer peevekeâejer
keâe œeesle leLee Deehemeer mecePe mLeeefhele keâjves keâe meeOeve
nw~ Ùen efMe#ee keâe Skeâ meeOeve nw, pees DeeefLe&keâ efkekeâeme
keâes yeÌ{ekee osves ceW ceeveke mebmeeOeveeW Deewj hetbpeer kesâ
efkekeâeme ceW Ùeesieoeve oslee nw~ Ùen mebÛeej Øeef›eâÙee ceW
iegCekeâ nw, kÙeehekeâ ™he mes Deewj lespeer mes peevekeâejer
heâwueelee nw pees je<šêrÙe efkekeâeme ceW meneÙelee keâjsiee
(meescejueQ[, 1981)~ vewMe (1998) keâe leke&â nw efkeâ

oMe&keâeW kesâ efueS ØeeflemheOee& legÛÚ meceeÛeejeW keâer Deesj
®Peeve yeÌ{e jner nw~

efheÚues kegâÚ ke<eeX ceW DeKeyeejeW keâer Mekeäue-metjle
ceW yeoueeke DeeÙee nw, DeKeyeej ef[peeFvejeW, hespe efvecee&leeDeeW
Deewj mebheeokeâeW kesâ neLeeW ceW keâF& veS GhekeâjCe GheueyOe
ngS nQ~ meceeÛeej he$e meceeÛeej Deewj efkeÛeejeW keâes Øemeeefjle
keâjves keâe Skeâ ceeOÙece nw~ ef[ÌpeeFve Gme Øeef›eâÙee keâe
Skeâ DeefYeVe Debie nw~ ØelÙeskeâ DeKeyeej keâes KeyejeW keâer
ienjeF&, efšhheCeer, kÙeeKÙee Deewj ceveesjbpeve kesâ yeerÛe
Deheveer Yetefcekeâe, Deheveer ØeeLeefcekeâleeDeeW kesâ yeejs ceW
efyeukegâue mhe<š nesvee ÛeeefnS~ meceeÛeej keâwmes ØeoefMe&le
efkeâÙee peelee nw Deewj meceeÛeej meece«eer keâwmes yeveeF& peeleer
nw, Ùen Yeer efØebš hej ÂMÙe ceeref[Ùee kesâ ØeYeeke keâe Skeâ
efnmmee nw~

meceeÛeej he$e Øemeej ceW iewj-ceneveiejerÙe #es$eeW kesâ
De«eCeer nesves keâer Øeke=efòe keâe Skeâ Deewj mebkesâlekeâ FmeceW
Meeefceue meceeÛeej he$eeW keâe Deekeâej nw~ peneb yeÌ[s ØekeâeMeve
ie=n cesš^es MenjeW ceW nekeer nQ, keneR ceOÙece Deewj Úesšs
meceeÛeej he$e Deheveer mLeeveerÙe meece«eer kesâ meeLe Úesšs
MenjeW Deewj «eeceerCe #es$eeW ceW ueeskeâefØeÙe nQ~ neueebefkeâ
Ùen meÛe nw efkeâ šsueerefkepeve meceeÛeejeW keâer ke=efæ ves
meceeÛeej he$eeW kesâ Øemeej DeebkeâÌ[eW ceW keâšewleer veneR keâer
nw, pewmee efkeâ kegâÚ meeue henues DeeMebkeâe Leer, nce
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cegefõle Meyo keâer Fme ke=efæ kesâ efueS efpeccesoej keâejkeâeW
keâes veneR peeveles nQ (efkeefueÙecme, kesâefkeve (2003)~
Fmekeâe Skeâ mhe<š keâejCe osMe kesâ keâF& efnmmeeW ceW
mee#ejlee oj ceW osKeer ieF& ke=efæ nw~ efheâj Yeer, mee#ejlee
Skeâ ØecegKe Ûeeuekeâ nw~ otmeje keâejkeâ Ùen nw efkeâ
meceeÛeej he$e DevÙe peve kemlegDeeW keâer leguevee ceW memles
nes ieS nQ~ kegâÚ DeKeyeejeW keâes ÚesÌ[keâj, keâerceleW oes
®heÙes keiewjn kesâ mlej lekeâ efiej ieF& nQ~

MeesOe GösMÙe :

1. keäÙee keâe@uespe kesâ Úe$eeW kesâ yeerÛe mLeeveerÙe meceeÛeej
he$eeW kesâ Øeefle ®Ìpeer keâe mlej Gvekesâ efuebie kesâ
DeeOeej hej efkeefYeVe nw?

2. keäÙee Dee@veueeFve meceeÛeej heesš&ueeW kesâ ceeOÙece mes
keâe@uespe kesâ Úe$eeW kesâ meceeÛeej heÌ{ves keâer ØeeLeefcekeâlee
ceW keâesF& ke=efæ ngF& nw?

3. keäÙee Úe$eeW kesâ meceeÛeej heÌ{ves kesâ Øeefle ®efÛe Deewj
Gvekesâ Mew#eefCekeâ DevegMeemeve kesâ yeerÛe keâesF& mebyebOe
nw?

MeesOe heefjkeâuheveeSb :

1. ueÌ[efkeâÙeeB Deewj ueÌ[kesâ oesveeW ner keâe@uespe kesâ Úe$eeW
ceW meceeÛeej he$eeW kesâ Øeefle ®Ìpeer keâe mlej Deueie-
Deueie nesiee~

2. Dee@veueeFve meceeÛeej heesš&ueeW keâe GheÙeesie keâjves
mes keâe@uespe kesâ Úe$eeW kesâ meceeÛeej heÌ{ves keâer
ØeeLeefcekeâlee ceW ke=efæ nesieer~

3. Úe$eeW kesâ meceeÛeej heÌ{ves keâer Øeefle ®efÛe yeÌ{sieer pees
Gvekesâ Mew#eefCekeâ DevegMeemeve kesâ meeLe mebyebefOele
nesieer~

meeefnlÙe keâer meceer#ee :

DeeOegefvekeâ meceepe ceW mLeeveerÙe Øesme keâer Yetefcekeâe :

keepehesÙeer (o šeFcme Dee@heâ Fbef[Ùee, 2000) keâe
keânvee nw efkeâ meceeÛeej he$eeW keâes efkeÛeejeW Deewj mebkesoveeDeeW
keâes Deekeâej osves ceW cenlkehetCe& Yetefcekeâe efveYeeveer ÛeeefnS

Deewj Øesme keâes efceMeve keâer Yeekevee kesâ meeLe Ùen efpeccesoejer
efveYeeveer ÛeeefnS~ Gvekeâe keânvee nw efkeâ DeKeyeej keâesF&
DemeWyeueer-ueeFve-Øees[keäMeve Ùee heâwkeäšêr efveefce&le kemleg
veneR nw~

pescme Dee@iemšme efnkeäkeâer keâes 29 pevekejer, 1780
keâes ‘yebieeue iepeš' Ùee 'efnkeäkeâer iepeš' kesâ ™he ceW
Yeejle ceW henuee meceeÛeej he$e Meg™ keâjves keâe ßesÙe Øeehle
nw~ Fmeves Kego keâes ‘meehleeefnkeâ jepeveereflekeâ Deewj
keeefCeefpÙekeâ he$e meYeer kesâ efueS Keguee uesefkeâve efkeâmeer mes
ØeYeeefkele veneR' Ieesef<ele efkeâÙee~'~ neueeBefkeâ oes meeue
yeeo mejkeâejer DeeosMe hej efnkeäkeâer keâe DeKeyeej yebo keâj
efoÙee ieÙee~ Fmekesâ yeeo keâF& meceeÛeej he$eeW keâe ØekeâeMeve
ngDee uesefkeâve Gvekeâe peerkevekeâeue yengle Úesše jne~
mkeleb$e Yeejle ceW, Deb«espeer Øesme keâer Yetefcekeâe keâes je<š^ kesâ
efkekeâeme Deewj DeeOegefvekeâerkeâjCe keâer pe™jleeW kesâ Deveg™he
ef[peeFve Deewj Deekeâej efoÙee ieÙee~ Øesme hej mejkeâej kesâ
ØeMeemeefvekeâ, keâevetveer Deewj DevÙe efkeYeeieeW kesâ keâecekeâepe
kesâ yeejs ceW pevelee keâes efMeef#ele keâjves keâer efpeccesoejer Leer~
Fmekesâ Deueekee, Gvekeâe keâece 1947 kesâ efkeYeepeve kesâ
ceösvepej meebØeoeefÙekeâ meÆeke keâes yeÌ{ekee osvee Lee~

meceeÛeej kesâ Øeefle Âef<škeâesCe yeouevee :

Ùen Dekeämej keâne peelee nw efkeâ 24 Iebšs keâer
meceeÛeej mebmke=âefle kesâ GoÙe ves meceeÛeej he$eeW mes ueesieeW
keâer Dehes#eeDeeW keâe mke™he ner yeoue efoÙee nw~ yeÇeFšve
Deewj ÌHeâe@Ùe (2007) ves henues ner kÙeehekeâ ™he mes
heâwueer OeejCee keâes osKee nw efkeâ keâF& hee"keâ Ùen peeveves
ceW keâce ®efÛe jKeles nQ efkeâ keäÙee ngDee nw, yepeeÙe Fmekesâ
efkeâ kes Fmes mecePeves ceW ceoo keâjW Ùee yeme DeefOekeâ
efkekejCe Øeehle keâjW~ Ùen Yeer nes mekeâlee nw efkeâ nce
peeveyetPekeâj Ùee Devepeeves ceW Deheves efkekeâuheeW keâes leÙe
keâjves ceW ceoo kesâ efueS meneÙelee Ûeenles nQ efkeâ meceeÛeej
keäÙee nw, neueebefkeâ Deece menceefle Ùen nw efkeâ meceeÛeej
he=…eW keâer leguevee ceW keâce ueesie mebheeokeâerÙe heÌ{les nQ
(efyeÇpesme, pesÊ SÊ 1989)~ celeoelee kÙekenej hej
MeesOe Yeer hee"keâeW keâer celeoeve DeeoleeW Deewj Gvekesâ Éeje
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Ûegves ieS meceeÛeej he$e kesâ jepeveereflekeâ DevegveÙe kesâ yeerÛe
Skeâ yengle ner lejue mebyebOe efoKeelee nw~ Skeâ ueeskeâleebef$ekeâ
osMe ceW meceeÛeej he$e keâe Øemeej pevelee kesâ Yeerlej
jepeveereflekeâ efkeÛeejeW kesâ Øemeej keâes Øeefleefyebefyele keâjlee nw
Deewj neueebefkeâ GÅeesie kesâ Yeerlej kegâÚ kÙekemeeÙeer nQ pees
Ùen cenmetme keâjvee Ûeenles nQ efkeâ kes ØeYeekeMeeueer SpeW[e
efveOee&jkeâ nQ, Ùen MeeÙeo ner meÛe nw~ Ùeneb lekeâ efkeâ
Kegues leewj hej Devegoej Deewj leeveeMeener jepÙeeW ceW (ueieeleej
Iešleer mebKÙee) ceW, heejbheefjkeâ ™he mes Fmekesâ hee"keâeW
keâer ceeveefmekeâlee keâes yeoueves hej Fmekeâe yengle keâce
ØeYeeke heÌ[e nw~ Skeâ peve meceepe keâer efkeMes<elee Gme
keeleekejCe kesâ yeejs ceW peevekeâejer Deewj meceeÛeej kesâ efueS
peve ceeref[Ùee hej DeefOekeâ efveYe&jlee nw efpemeceW ueesie jnles
nQ~ meceeÛeej ceeref[Ùee mLeeveerÙe, je<š̂erÙe Deewj Debleje&<šêrÙe
meceeÛeejeW kesâ cegKÙe œeesle nQ~ kes meeke&peefvekeâ yenme kesâ
efueS Dehevee SpeW[e leÙe keâjles nQ Deewj cegös yeveeles nQ~
meb#eshe ceW, pevemebÛeej ceeOÙece pevecele kesâ GÆke Deewj
meceeÛeej efjheesefšËie kesâ ceeOÙece mes Úefke efvecee&Ce, efkeÛeej
kÙeòeâ keâjves, pevelee keâes metefÛele keâjves Deewj Fme Øekeâej
kÙeehekeâ efÛeblee kesâ cegöeW hej meeke&peefvekeâ ÛeÛee& keâes
megefkeOeepevekeâ yeveeves ceW ceoo keâjles nQ~ keemleke ceW,
pevemebÛeej ceeOÙece Deheves meomÙeeW kesâ meceepeerkeâjCe-
Gvekesâ Âef<škeâesCe, ØeeLeefcekeâleeSb Deewj leewj-lejerkeâeW ceW
cenlkehetCe& Yetefcekeâe efveYeeles nQ (vesmesuegb[, iegVeej DeejÊ
(1991)~

Yeejle ceW, mebÛeej keâe celeueye cegKÙe ™he mes meceÇeš
kesâ efueS Lee, cegieueeW kesâ lenle Fmes yeÌ{ekee efceuee~ Deewjbiepesye
ves meceeÛeej efjheesefšËie ceW yeÌ[er mkeleb$elee oer, uesefkeâve
meceeÛeej-uesKekeâeW Éeje Yespeer ieF& efjheesšX Dekeämej
DeefkeÕemeveerÙe nesleer LeeR Deewj Ssmee keâne peelee nw efkeâ
Ùener keâejCe Lee efkeâ okeäkeâve ceW Gvekeâer efkeheâuelee ngF&~

meceeÛeej he$eeW kesâ SveDeejSme meke&s#eCe kesâ Devegmeej
DebleleŠ YeejleerÙe Yee<ee kesâ meceeÛeej he$eeW ves Deb«espeer
meceeÛeej he$eeW hej keâyÌpee keâj efueÙee~ Fmekeâe cegKÙe
keâejCe ceekexâefšbie jCeveerefle Leer efpemekeâe #es$eerÙe DeKeyeejeW

ves DevegmejCe efkeâÙee, efpemekeâer Meg®Deele jeceespeer jeke
Éeje Meg™ efkeâS ieS Skeâ lesuegieg owefvekeâ F&vee[g mes ngF&~
otmeje keâejCe yeÌ{leer mee#ejlee oj Leer~ mee#ejlee oj ceW
ke=efæ keâe #es$eerÙe he$eeW kesâ Øemeej ceW ke=efæ hej meerOee
mekeâejelcekeâ ØeYeeke heÌ[e~

ceueÙeeuee ceveesjcee kesâjue mes owefvekeâ, meehleeefnkeâ,
ceeefmekeâ Deewj keeef<e&keâ ØekeâeMeve peejer keâjlee nw~ 1988
ceW leefceue Deewj lesuegieg Yee<eeDeeW ceW Meg™ ngDee, Deye Ùen
efnboer, yebieeueer Deewj meeLe ner Deb«espeer pewmeer DevÙe
#es$eerÙe Yee<eeDeeW ceW Yeer ØekeâeefMele neslee nw~ efkeefYeVe
ØekeâeMeveeW ceW ceueÙeeuee ceveesjcee [sueer keâer Øemeej mebKÙee
meyemes DeefOekeâ nw, efpemekeâer Øeefleefove ueieYeie 11 ueeKe
50 npeej ØeefleÙeeb efyekeâleer nQ~

heef$ekeâeSB efkeefYeVe efke<eÙeeW ceW efkeMes<e%elee jKeleer nQ
uesefkeâve GveceW mes DeefOekeâebMe meeceevÙe ®efÛe kesâ efke<eÙeeW
mes mebyebefOele nQ~ 1950 kesâ oMekeâ kesâ oewjeve osMe ceW
214 owefvekeâ meceeÛeej he$e ØekeâeefMele nesles Les~ FveceW mes
44 Deb«espeer Yee<ee kesâ owefvekeâ Les peyeefkeâ yeekeâer efkeefYeVe
#es$eerÙe Yee<eeDeeW ceW ØekeâeefMele nesles Les~ 1990 ceW
209 Deb«espeer owefvekeâeW kesâ meeLe Ùen mebKÙee yeÌ{keâj
2,856 owefvekeâ nes ieF&~ 1993 lekeâ osMe ceW ØekeâeefMele
meceeÛeej he$eeW keâer kegâue mebKÙee 35,595 (owefvekeâ
3,805) lekeâ hengBÛe ieF&~ 2007 ceW osMe ceW meceeÛeej
he$eeW keâer efye›eâer ceW 11.22% keâer ke=efæ ngF&~ 2007
lekeâ, ogefveÙee kesâ 62 meyemes DeefOekeâ efyekeâves keeues
meceeÛeej he$e owefvekeâ Ûeerve, peeheeve Deewj Yeejle pewmes
osMeeW ceW ØekeâeefMele ngS~ 2007 lekeâ Yeejle ceW 99
efceefueÙeve DeKeyeej ØeefleÙeeW keâer Kehele ngF&, efpememes Ùen
DeKeyeejeW kesâ efueS ogefveÙee keâe otmeje meyemes yeÌ[e
yeepeej yeve ieÙee~

heæefle :

mLeeveerÙe meceeÛeej he$eeW kesâ efvecee&Ce, mebjÛevee Deewj
meece«eer ceW ngS heefjkele&veeW hej keâe@uespe kesâ Úe$eeW keâer
OeejCee keâe Deekeâueve keâjves kesâ efueS Dee@veueeFve meke&s#eCe
heæefle DeheveeF& ieF& Leer~ Ùen Fbšjvesš GheÙeesiekeâlee&DeeW
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keâe DeOÙeÙeve keâjves keâe meyemes ueeskeâefØeÙe lejerkeâe nw~
Ùen oMe&keâeW keâes ietieue heâe@ce& Yespekeâj Gvemes [sše Skeâ$e
keâjves keâe Skeâ kÙekeefmLele lejerkeâe nw~ Gòejoelee ØeMveekeueer
keâes hetje keâjles nQ Deewj Gmes keeheme pecee keâjles nQ~
Dee@veueeFve meceeÛeej heesš&ueeW ceW MeesOe Âef<škeâesCe mes
kele&ceeve ceeceueeW kesâ yeejs ceW Úe$eeW kesâ %eeve keâer efmLeefle
keâes DeefOekeâ mhe<š ™he mes henÛeevee pee mekesâiee~ efveÙeefcele
mLeeveerÙe meceeÛeej he$e heÌ{ves mes Úe$eeW keâes heefjhekeäkelee
Øeehle keâjves Deewj veS ceeref[Ùee kesâ ceeOÙece mes Deheves
efkeÛeejeW keâes kÙeòeâ keâjves ceW ceoo efceuesieer~ Ùen Úe$eeW
keâes keâce GceÇ ceW ner meeceeefpekeâ henÛeeve yeveeves keâe Skeâ
lejerkeâe nw~ Fme ienve Âef<škeâesCe keâes Skeâ meke&s#eCe kesâ
efueS ØeeLeefcekeâlee oer ieF&, efpemekesâ heefjCeecemke™he Skeâ
kÙeehekeâ uesefkeâve GLeueer lemkeerj meeceves Dee mekeâleer Leer~

DeekeâÌ[es keâe efkeMues<eCe :

MeesOe DeOÙeÙeve keâe GösMÙe ef[«eer Úe$eeW kesâ yeerÛe
mLeeveerÙe meceeÛeej he$e heÌ{ves keâer Deeole keâe helee ueieevee
nw~ GvnW Gvekesâ efuebie kesâ DeeOeej hej keieer&ke=âle efkeâÙee
ieÙee nw~ Fme Keb[ ceW MeesOekeâlee& ØeMveekeueer mes Skeâ$e
efkeâS ieS [sše keâe efkeMues<eCe keâjves keâe ØeÙeeme keâjlee
nw~ ØeMveekeueer GòejoeleeDeeW Éeje mkeÙeb hetjer keâer peeleer
nw Deewj Gòej osves keâer Øeef›eâÙee hetjer lejn mes MeesOekeâlee&
kesâ efkeâmeer Yeer nmle#eshe kesâ efyevee nesleer nw~ 200 ef[«eer
Úe$eeW keâes ØeMveekeueer oskeâj MeesOekeâlee& kesâ Fueekesâ ceW
meke&s#eCe efkeâÙee ieÙee Lee~ Ssmes 180 ØeefleYeeieer nQ
efpevneWves meke&s#eCe hetje keâj efueÙee nw~ pevemebKÙee keâes
efuebie kesâ DeeOeej hej oes mecetneW ceW keieer&ke=âle efkeâÙee ieÙee
nw~ kegâue 180 GòejoeleeDeeW ceW mes 93 Úe$e ueÌ[efkeâÙeeb
Deewj 87 ueÌ[kesâ Les~ GòejoeleeDeeW kesâ Mew#eefCekeâ
DevegMeemeve efvecve mes mebyeæ nQ: 32% Gòejoelee keâuee
kesâ Úe$e nQ~ GòejoeleeDeeW ceW 24 hesMeskej Úe$e nQ~
20% Úe$e efke%eeve efke<eÙe heÌ{ jns nQ Deewj GveceW mes
10% keeefCepÙe Úe$e nQ~ Mes<e 10% Úe$e ceušerceeref[Ùee,
he$ekeâeefjlee Deewj hee@ueer lekeâveerkeâ pewmes efkeefYeVe hee"Ÿe›eâceeW
keâe DeOÙeÙeve keâj jns nQ~ meceeÛeej he$e heÌ{ves kesâ mlej

kesâ yeejs ceW hetÚleeÚ keâjles meceÙe 50 ØeefleMele mes
DeefOekeâ GòejoeleeDeeW ves menceefle kÙeòeâ keâer efkeâ kes
efveÙeefcele ™he mes meceeÛeej he$e heÌ{ jns nQ~ Ùeeveer 105
GòejoeleeDeeW keâes DeKeyeej heÌ{ves keâer Deeole nw Deewj
75 Úe$eeW ves pekeeye efoÙee efkeâ GvnW FmeceW ®efÛe veneR
nw~ meceeÛeej he$e heÌ{ves keâer mebYeekevee keeues Úe$eeW keâer
metÛeer ceW 43 Úe$e ueÌ[kesâ Les Deewj yeekeâer ueÌ[efkeâÙeeB
LeeR~ iewj-hee"keâeW keâer metÛeer ceW 46 Úe$e ueÌ[kesâ Deewj
29 Úe$eeSb LeeR~ meceeÛeej kesâ Øekeâej kesâ yeejs ceW hetÚles
meceÙe Úe$eeW keâer Øeefleef›eâÙee, efpemes Gòejoelee heÌ{vee
hemebo keâjles Les, GveceW mes DeefOekeâebMe heâerÛej Øekeâej Deewj
mee@heäš meceeÛeej heÌ{ves keâer mebYeekevee jKeles Les~ yengle
keâce ueesie keâef"ve meceeÛeejeW keâes ØeeLeefcekeâlee osles Les~

meceeÛeej he$e heÌ{ves keâer Deeke=efòe hej efkeÛeej keâjles
meceÙe GveceW mes 70 ØeefleMele mes DeefOekeâ ueesie efveÙeefcele
™he mes meceeÛeej he$e heÌ{les nQ~ 105 GòejoeleeDeeW ceW
mes 32 Úe$e Fmekeâer efkeÕemeveerÙelee kesâ keâejCe meceeÛeej
he$e hemebo keâjles nQ~ GveceW mes 18 DeKeyeej keâes hemebo
keâjles nQ keäÙeeWefkeâ Ùen Gmekeâer hejbheje nw~ 36 GòejoeleeDeeW
keâes meceepe ceW meceeÛeej he$e keâer mkeerkeâeÙe&lee cenmetme
nesleer nw~ Mes<e 18 Úe$e efkeefYeVe henuegDeeW kesâ keâejCe
meceeÛeej he$e Ûegveles nQ~ kes meceeÛeej keâer mebjÛevee Deewj
Fmekeâer keCe&veelcekeâ Mewueer, mebheeokeâerÙe nQ, Ùen Skeâ
owefvekeâ nw, Ùen Yee<ee Deewj heÌ{ves kesâ keâewMeue ceW megOeej
keâjlee nw, meceeÛeej he$e heÌ{ves keâer Yeekevee keâes efkeâmeer
DevÙe Ûeerpe mes ØeeflemLeeefhele veneR efkeâÙee pee mekeâlee nw
Deewj Fmes Øeehle keâjvee Deemeeve nw~ hee"keâeW keâer meblegef<š
kesâ yeejs ceW hetÚles ngS 55 efkeÅeeefLe&ÙeeW ves keâne efkeâ kes
DeKeyeejeW keâer kele&ceeve efmLeefle mes mebleg<š nQ. DeKeyeej
heÌ{ves keeues 105 efkeÅeeefLe&ÙeeW ceW mes 65 heâermeoer keâes
ueielee nw efkeâ DeKeyeej meceepe ceW keâesF& yeoueeke veneR
uee mekeâlee~ efpeve GòejoeleeDeeW keâes meceeÛeej he$e heÌ{ves
keâer mebYeekevee veneR nw, kes meesÛeles nQ efkeâ meceeÛeej kesâ
DevÙe œeesle DeefOekeâ Yejesmescebo nQ~ GveceW mes 80 ØeefleMele
mes DeefOekeâ Fme yeele mes mencele nQ efkeâ owefvekeâ %eeve
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Deewj peevekeâejer lekeâ hengbÛeves kesâ efueS Dee@veueeFve meceeÛeej
he$e DeefOekeâ megefkeOeepevekeâ nQ~ otmeje cegKÙe œeesle šsueerefkepeve
nw uesefkeâve kegâue meceeÛeej keâe ueieYeie yeerme ØeefleMele
meceeÛeej Dehe[sš kesâ efueS šerkeer hej efveYe&j keâjlee nw~

75 GòejoeleeDeeW ceW mes 30 heg®<e Gòejoelee
metÛevee kesâ œeesle kesâ ™he ceW Dee@veueeFve meceeÛeej he$eeW
keâe GheÙeesie keâjles nQ~ 20 ceefnuee Gòejoelee Dee@veueeFve
meceeÛeej he$eeW keâe GheÙeesie keâjleer nQ~ 10 heg®<e Úe$e
Deewj 8 ceefnuee Úe$eeSb Fme GösMÙe kesâ efueS šsueer
efkeÌpeve keâe GheÙeesie keâjles nQ~ Mes<e 7 ueesie meceeÛeej
Dehe[sš Øeehle keâjves kesâ efueS jsef[Ùees Deewj meceeÛeej
meeFšeW pewmes DevÙe ceeref[Ùee keâe GheÙeesie keâjles nQ~
kewkeâefuhekeâ meceeÛeej œeesleeW keâer mejenvee keâjves keeues
mekeâejelcekeâ keâejkeâeW kesâ yeejs ceW ÛeÛee& keâjles meceÙe, 60
ØeefleMele Dee@veueeFve meceeÛeej he$eeW kesâ hee"keâeW ves efšhheCeer
keâer efkeâ kes ceesyeeFue heâesve keâer hengbÛe kesâ keâejCe Gme
ceeOÙece keâes hemebo keâjles nQ~ GveceW mes 25 ØeefleMele mes
DeefOekeâ ves efšhheCeer keâer efkeâ Dee@veueeFve meceeÛeej keâer
keCe&veelcekeâ Mewueer ves GvnW Dee@veueeFve meceeÛeej heesš&ueeW
keâer Deesj ØeYeeefkele efkeâÙee~

Dee@veueeFve meceeÛeej heesš&ueeW keâe GheÙeesiekeâlee&
DevegYeke keâeheâer ØeYeekeMeeueer nw~ 80 ØeefleMele mes DeefOekeâ
Dee@veueeFve hee"keâeW ves Gve œeesleeW hej Deheveer meblegef<š
kÙeòeâ keâer efpeve hej kes efveYe&j Les~ uesefkeâve šsueerefkepeve
Deewj meceeÛeej he$eeW kesâ Deueekee DevÙe Øekeâej kesâ meceeÛeej
œeesleeW kesâ ceeceues ceW, Gvekeâer meblegef<š keâe mlej Deewmele
opex keâe nw~ Dee@veueeFve meceeÛeej heesš&ueeW ceW Devlej-
ef›eâÙeeMeeruelee Deewj GheÙeesiekeâlee& DeeOeeefjle meece«eer Øeoeve
keâjvee meyemes Deekeâ<e&keâ efkeMes<elee nw~ peye Yeer Dee@veueeFve
heesš&ue pewmes mecemeeceefÙekeâ œeesleeW, Devlejef›eâÙeeMeeruelee,
GheÙeesiekeâlee& DeeOeeefjle meece«eer efkelejCe, GheÙeesiekeâlee&
keâer pe™jleeW keâe efkeYeepeve Deewj keâF& DevÙe Dee@veueeFve
meceeÛeej heesš&ueeW keâes ueeYe osves kesâ mebyebOe ceW meceeÛeej
he$eeW meefnle heejbheefjkeâ ceeref[Ùee keâer #ecelee hej efkeÛeej
efkeâÙee peelee nw~ meceeÛeej he$eeW keâer cegKÙe keâefceÙeeB peien

keâer keâceer, DeKeyeejer keâeiepe kesâ efvecee&Ce ceW heeefjefmLeeflekeâ
mecemÙeeSB Deeefo nQ~ DeefOekeâebMe GòejoeleeDeeW ves Gòej
efoÙee efkeâ peien keâer keâceer DeKeyeej keâe ØecegKe vegkeâmeeve
nw~ peye kegâue GòejoeleeDeeW mes meceeÛeej he$eeW kesâ Yeefke<Ùe
kesâ yeejs ceW hetÚe ieÙee lees Øeehle Øeefleef›eâÙeeSB iegšefvejhes#e
LeeR~ Skeâ DeeOes ves mekeâejelcekeâ ™he mes kÙeòeâ efkeâÙee efkeâ
DeKeyeej yeÌ[e nesiee Deewj Fme mebkeâš mes yeÛesiee~ uesefkeâve
otmejs DeeOes ueesieeW ves efÛeblee kÙeòeâ keâer efkeâ Fmes yeÛeeÙee
veneR pee mekeâlee~ peye Ùener ØeMve Dee@veueeFve meceeÛeej
heesš&ueeW kesâ ceeceues keâer Deesj ues peelee nw lees 75
ØeefleMele GòejoeleeDeeW keâe ceevevee nw efkeâ Ùen ceeref[Ùee
efkekeâeme kesâ ÛejCe ceW nw~ FmeefueS GvnW Gcceero nw efkeâ
Dee@veueeFve ceeref[Ùee Gmeer mlej hej efkekeâefmele Deewj
Deefmlelke ceW jnsiee pewmee GÅeesie Deewj meceepe Fmekeâer
ceebie keâjlee nw~

efve<keâ<e& Skeb ÛeÛee& :

Fme DeOÙeÙeve keâe GösMÙe ef[«eer Úe$eeW kesâ yeerÛe
mLeeveerÙe meceeÛeej he$eeW keâer ueeskeâefØeÙelee Deewj heÌ{ves keâer
Deeole keâe helee ueieevee Lee Deewj mLeeveerÙe meceeÛeej
he$eeW Deewj Dee@veueeFve meceeÛeej heesš&ueeW keâe Yeefke<Ùe
keäÙee nesiee~ Ùen DeOÙeÙeve meke&s#eCe Deewj ØeMveekeueer
oskeâj pegšeS ieS DeebkeâÌ[eW kesâ peefjS efkeâÙee ieÙee~ Fme
DeOÙeÙeve kesâ Ûeej GösMÙe nQ~ DeOÙeÙeve kesâ GösMÙeeW
Deewj efve<keâ<eeX keâe efkemle=le efkeMues<eCe Meeefceue nw~
Øeefleef›eâÙeeDeeW keâe efkeMues<eCe keâjves kesâ yeeo Ùen heeÙee
ieÙee efkeâ 180 Úe$eeW ceW mes 105 Úe$e owefvekeâ %eeve
Deewj peevekeâejer kesâ efueS meceeÛeej he$e heÌ{les nQ~ 105
efkeÅeeefLe&ÙeeW ceW mes DeefOekeâebMe Øeefleefove veneR keâjles~ Fmemes
meeheâ helee Ûeuelee nw efkeâ, ÙegkeeDeeW ceW DeKeyeej heÌ{ves
keeueeW keâer mebKÙee Ieš jner nw~ GveceW mes ueieYeie 50%

meceeÛeej he$e veneR heÌ{les nQ~ kes otmejs ceeref[Ùee keâe
Fmlesceeue keâj jns nQ~ Fmemes helee Ûeuelee nw efkeâ DeKeyeej
keâe cegefõle mke™he Oeerjs-Oeerjs hegjevee neslee pee jne nw~
DeefOekeâebMe Úe$e Ùen meesÛeles nQ efkeâ cegefõle meceeÛeej he$e
meceepe ceW DeefOekeâ ØeYeeke veneR [eue mekeâles~ DeefOekeâebMe
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Dee@veueeFve meceeÛeej heesš&ue Deheves meceeÛeej hee"keâeW
keâes Gvekeâer FÛÚe kesâ Devegmeej meceeÛeej keâer ßesCeer,
meece«eer Deewj Mewueer keâe ÛeÙeve keâjves keâe efkekeâuhe osles nQ
Deewj keâF& heesš&ue ‘ÛeÙeefvele meceeÛeej keâneveer' kesâ mebyebOe
ceW Deeies kesâ Dehe[sš heÌ{ves kesâ efueS keâF& efkekeâuhe osles
nQ~ mebyebefOele meceeÛeejeW kesâ efuebkeâ Øeehle keâjles meceÙe
keâesF& kÙeefòeâ efkeâmeer efkeMes<e meceeÛeej keâer ienjeF& Deewj
he=…Yetefce keâer peevekeâejer Øeehle keâj mekeâlee nw~ Ùen
meceeÛeej heesš&ueeW kesâ hetke&-efveOee&efjle GVele Suieesefjoce
kesâ ceeOÙece mes nesiee~ Ùen Suieesefjoce Deece leewj hej
heesš&ue ceW GheÙeesiekeâlee&DeeW kesâ Deebleefjkeâ Devegkeâtueve kesâ
™he ceW keâece keâjlee nw~

efve<keâ<e& :

ceeveke peeefle kesâ efueS Skeâ Meeveoej Ghenej Deewj
DelÙeefOekeâ DeheefjneÙe&, Øesme Skeâ Meeveoej keâece keâjlee
nw, Skeâ mebÛeejkeâ kesâ ™he ceW Skeâ cenlkehetCe& Yetefcekeâe
efveYeelee nw~ Fmekesâ cenlke Deewj cenòee kesâ keâejCe Fmes
DelÙeefOekeâ ØeMebefmele, ØeMebefmele Deewj mejene ieÙee nw~
Deewj Ùen keânvee DeØeemebefiekeâ veneR nesiee efkeâ peerefkele
ØeeefCeÙeeW kesâ efueS pees keeÙeg nw, kener meceepe kesâ efueS
Øesme nw~ Fme mhe<š ™he mes mkeleb$e Øesme heefjÂMÙe ceW Ùen
mekeeue yevee ngDee nw efkeâ Øesme ceW efkeâve cegöeW keâes
ØecegKelee efceueleer nw Deewj DevÙe cegöeW keâes efheÚues heVeeW
hej keäÙeeW Oekesâue efoÙee peelee nw~ he$ekeâej Deheveer Yetefcekeâe
kesâ Øeefle peeie™keâ neskeâj Deheves oMe&keâeW keâes ØeYeeefkele
keâj mekeâlee nw Deewj DeefOekeâ vÙeeÙemebiele efkekeâemeelcekeâ
ÙeespeveeDeeW ceW menÙeesie keâjves Deewj Yeeie uesves kesâ efueS
Gvekeâe OÙeeve Deekeâef<e&le keâj mekeâlee nw~ efkekeâeme he$ekeâeefjlee
keâer kekeâeuele keâjves keeues YeejleerÙe he$ekeâej vejWõ De«ekeeue
keâe ceevevee nw efkeâ efkekeâeme [smkeâ hej he$ekeâejeW keâes
je<š^erÙe Deewj mLeeveerÙe Âef<škeâesCe mes meYeer efkekeâeme
ÙeespeveeDeeW keâe DeeueesÛeveelcekeâ cetuÙeebkeâve keâjvee ÛeeefnS~
DeefOekeâebMe ceeref[Ùee mebkeeooelee efheâuceer efmeleejeW, heâwMeve
hejs[, hee@he mebieerle Deeefo ceW Yeeie uesles nQ Deewj yengle
keâce ueesie ßeefcekeâeW, efkeâmeeveeW, Úe$eeW Deeefo kesâ peerkeve

Deewj mecemÙeeDeeW hej OÙeeve osles nQ~ Ùener keâejCe nw efkeâ
uewkeäces heâwMeve keerkeâ ceW ke=âef<e DeelcenlÙeeDeeW hej Flevee
Yeejer mkeâesj neslee nw~ jbieerve keâe@efcekeäme, efmebef[kesâšs[
mlebYekeâejeW, efkeMeeue Kesue DevegYeeieeW, lemkeerjeW mes Yejer
meb[s heef$ekeâe Deewj yengle kegâÚ kesâ meeLe, DeKeyeej ÙeLeemebYeke
efkeefYeVe Øekeâej kesâ ueesieeW keâes Deekeâef<e&le keâjves kesâ efueS
ef[ÌpeeFve keâer ieF& megefkeOeeDeeW keâe Skeâ ceesÌpeskeâ yeve ieÙee
nw~ Skeâ efkekeâemeMeerue osMe ceW Skeâ mLeeveerÙe meceeÛeej
he$e keâes jepeveerefle Deewj iuewcej mes «emle nesves kesâ yepeeÙe
Gme osMe keâer efkeefYeVe mecemÙeeDeeW hej Dehevee OÙeeve
yeej-yeej kesâbefõle keâjvee ÛeeefnS~ Yeejle Deewj peccet-
keâMceerj jepÙe kesâ meeceves yeÌ[er mecemÙeeSb nQ~ meeceeefpekeâ
™he mes efpeccesoej Øesme yeej-yeej Fve mecemÙeeDeeW keâer
Deesj Dehevee OÙeeve Deekeâef<e&le keâjsiee Deewj Gvekesâ meceeOeeve
kesâ efueS mebIe<e&Meerue jkewÙee DeheveeSiee~ meceeÛeej he$e
meceepe kesâ peerkeve ceW cenlkehetCe& Yetefcekeâe efveYee mekeâles nQ
efpevnW DevÙe ceewpetoe œeesleeW Éeje oesnjeÙee veneR pee
mekeâlee nw~ neueeBefkeâ, meceeÛeej he$eeW kesâ Yeefke<Ùe keâes
megefveefMÛele keâjves kesâ efueS, Fve YetefcekeâeDeeW keâes mhe<š
keâjvee, GvnW Deeies yeÌ{evee Deewj Gvekeâe meceLe&ve keâjves
kesâ lejerkesâ Keespevee DeekeMÙekeâ nw~ Ùen Skeâ iebYeerj
Ûegveewleer nw efpemekeâe meceeÛeej he$e GÅeesie keâes Deeves keeues
ke<eeX ceW meecevee keâjvee heÌ[siee~
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Introduction :

Khushwant Singh, renowned as one of
the most eminent writers on the partition,
was not only a distinguished novelist but
also a perceptive social critic in the
English language. Recognized with the
prestigious ‘Padma Bhushan’ in 2000 and
acclaimed as the ‘Honest Man of the Year’
for his insightful and consistent contribu-
tions, Singh became synonymous with
bringing the stark realities of life into his
diverse writings.

Following the partition announcement,
as the country split into two, Muslims
migrated to Pakistan while Hindus remained
in India, each group fervently asserting its
allegiance. This fervor for alignment along
religious lines led to widespread disunity,
a discord that reverberated across the
globe as one of the most significant religious
upheavals in history. Singh courageously
grappled with this contentious event, shedd-
ing light on its multifaceted dimensions.

In his novel, Singh endeavors to
elucidate how a momentous decision was
hastily made; disregarding the profound
impact it would have on those destined to
bear its consequences. The term ‘Partition’

became synonymous with the disruption
of millions of lives, with subsequent gene-
rations still grappling with its lingering
wounds. With authenticity, Singh portrays
how the partition announcement transformed
once-peaceful villages into scenes of rioting
and other inhumane acts, underscoring the
seismic shift in societal dynamics.

Memory and Trauma in Train to

Pakistan :

“Train to Pakistan” stands as a
celebrated masterpiece within Khushwant
Singh’s illustrious repertoire. Originally
published under the titles “Mano Majra”
and “Train to Pakistan,” this novel has
garnered critical acclaim, earning the presti-
gious Groove Press Award and capturing
the admiration of European publishers.
Following the success of this work, Singh
made the bold decision to resign from his
job and fully commit himself to the craft
of writing.

Set against the backdrop of the partition
of India, announced on August 15, 1947,
“Train to Pakistan” emerges as a finely
crafted historical narrative. With fervor
and precision, Singh delves into the complex
web of human actions and reactions
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sparked by the partition proclamation.
Through vivid prose and keen observa-
tion, he skillfully captures the tumultuous
emotions and societal upheaval that
accompanied this pivotal moment in
history.

Khushwant Singh adeptly portrays
how simmering anger can erupt into
violence and retribution in the most unex-
pected circumstances. His novel vividly
exposes the harsh realities of life during
the tumultuous days of partition along the
Indo-Pakistan border. Regardless of
religious affiliation, Hindus and Muslims
alike sought to secure their own interests
and possessions, often resorting to deplo-
rable tactics at the expense of moral values
in the name of religious rights.

What began as religious discord soon
escalated into a full-fledged conflict between
the Hindu and Muslim communities,
marked by mutual animosity and deep-
seated hatred. The partition of India and
its ensuing events have left an indelible
mark on world history, etched with the ink
of tragedy and loss. Prior to partition, a
spirit of harmonious coexistence prevailed
between these communities, but the after-
math saw this unity shattered, replaced by
bitter enmity.

In Singh’s portrayal of Mano Majra,
a community where individuals of diverse
religious backgrounds once lived in
peaceful harmony, he offers a poignant
reflection on the stark contrast between
the pre and post-partition era, underscoring
the profound impact of divisive politics
on communal relations.

Following the partition announcement,
communal conflicts erupted across the
region, yet the tranquil village of Mano
Majra remained untouched by religious

strife. The harmony among its diverse
inhabitants endured until the arrival of a
ghostly train from Pakistan, laden with
Hindu corpses. This macabre event marked
a turning point, igniting communal tensions
that had previously been dormant. Despite
the longstanding unity among Hindus,
Muslims, and Sikhs, political and religious
provocations fueled the flames of discord,
intensifying the communal divide.

The violence reached its peak with the
mass migration of Hindus from Pakistan
and Muslims from India. In the aftermath
of partition, brutality and suffering became
daily realities for many. However, amidst
the chaos, acts of selflessness and compa-
ssion continued to thrive in Mano Majra.
The haunting imagery of ghost trains
carrying the dead became emblematic of
the brutality and selfishness that characte-
rized the partition era, starkly contrasting
with the enduring values of peace and
resilience that persisted in the village.

In the midst of upheaval, Mano Majra
stood as a beacon of hope, a testament to
the resilience of the human spirit even in
the darkest of times. In such tumultuous
times, customs and values seemed like
relics of the past, overshadowed by the
chaos that reigned unchecked. Neither the
citizens nor the government seemed
willing or able to grasp the gravity of the
sensitive situation at hand. Law and order
appeared to be mere concepts, with no
practical application in controlling the
spiraling crisis..

Deprivation of Human Values in Train

to Pakistan :

The fictional village of Mano Majra,
nestled on the border of India and Pakistan,
found itself thrust into the folds of Hindu-
stan following the declaration of partition.
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As violence swept across the country, its
impact was felt even more acutely in Mano
Majra. The unsuspecting villagers were
plunged into the horrors of partition when
an unannounced train arrived at the plat-
form, carrying the lifeless bodies of Hindus
in a gruesome heap. Overwhelmed by the
sheer scale of death, the Deputy Commi-
ssioner and Inspector made the grim
decision to cremate the bodies en masse,
a haunting ritual that would be repeated
daily with trains ferrying Muslim corpses
to Pakistan.

The routine brutality inflicted upon
both sides left the populace in a state of
perpetual hysteria, a trauma etched deep
into their psyches. Khushwant Singh
poignantly underscores the collapse of
human and social values amidst the chaos,
juxtaposing the past unity, honesty, and
respect with the present disarray, disho-
nesty and disrespect.

The scars of partition lingered long
after the completion of migration, as people
grappled with the harrowing memories of
brutality and cruelty. Governments and
individuals alike struggled to heal the
wounds inflicted by partition, yearning for
the bygone days of happiness on their
ancestral lands, now marred by the grim
reality of displacement and discord.

Singh delves into the myriad facets
of partition, illuminating the fractured
families torn apart by religious strife, the
uncertainty of separated loved ones’ fates,
and the daunting task of rebuilding
shattered lives. The transition from ruin
to reconstruction seemed insurmountable,
compounded by the toxic residue of
partition’s horrors.

The long-awaited freedom from
colonial rule was tainted by the specter of

partition, which unleashed a wave of
communalism and widened the chasm
between Hindus and Muslims. Even the
creation of a separate state for Muslims,
as demanded by Mohammad Ali Jinnah,
failed to quell the religious animosity that
festered on both sides, plunging the nation
into a communal abyss.

The partition of India stands as a dark
chapter in world history, marked by mass
murder and mass migration on an unprece-
dented scale. Both humans and animals
endured unimaginable suffering, with
starvation gripping the populace and cattle
alike. In the chaos of migration, cattle
became essential for transporting belongings,
yet they too suffered due to the lack of
safety, food and medical care.

The hasty decision to partition India
by the government showed little regard for
the common people who would bear the
brunt of its consequences. Forced to migrate
to a new country in a short span, countless
individuals faced immense challenges and
uncertainties. Amidst this turmoil, the
character of Juggat Singh emerges as a
symbol of heroism and sacrifice.

Juggat Singh, initially portrayed as a
local tough guy with a penchant for
trouble, undergoes a transformation when
he learns that his beloved Nooran, a Muslim
weaver girl, is aboard a train bound for
Pakistan, a train he knows is destined for
massacre. Despite his flaws, Juggat’s love
for Nooran and his sense of duty propel
him to act heroically. He risks his life to
save not only Nooran but also thousands
of Muslim refugees aboard the train.

Juggat’s selfless act elevates him to
the status of a true hero, highlighting the
contrast between individual courage and
governmental indifference. His sacrifice
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underscores the power of love and compa-
ssion in the face of adversity, serving as a
reminder that acts of kindness, whether
for loved ones or strangers, deserve recog-
nition and remembrance.

As the refugees grapple with trauma
and uncertainty, the kindness shown by
individuals like Juggat Singh provides a
glimmer of hope amidst despair. The story
of Juggat Singh and others like him serves
as a poignant reminder of the human cost
of partition, urging readers to reflect on
the consequences of division and displace-
ment.

Social Tradition and Modernity in

Train to Pakistan :

Throughout “Train to Pakistan,”
characters grapple with questions of
identity and belonging in the midst of
partition. The sudden division of India
along religious lines forces individuals to
confront their own sense of self and where
they fit within the newly formed nations.
This struggle is particularly poignant for
characters like Jugga and Nooran, whose
love transcends religious boundaries,
challenging traditional notions of identity
and belonging. Also, Power dynamics play
a significant role in the novel, from the
oppressive rule of colonial authorities to
the influence wielded by local landlords
and leaders. These power structures shape
the lives of the villagers, dictating their
economic opportunities, social status, and
even their survival during times of crisis
like partition. The shifting allegiances and
alliances among those in positions of
power further underscore the complexities
of authority in a rapidly changing society.

Another important aspect of the novel
is the trauma of partition haunts the
characters of “Train to Pakistan,” shaping

their memories and influencing their
actions. The violence and displacement
experienced during this tumultuous period
leave lasting scars on the psyche of indivi-
duals and communities alike. As characters
grapple with their traumatic pasts, they
confront the ways in which memory can
both haunt and heal, shaping their
understanding of themselves and their
place in the world. In addition, the novel
explores the rigid social hierarchies that
govern life in the village of Mano Majra,
from caste distinctions to class divisions
and religious prejudices. These hierarchies
not only determine individuals’ social
standing but also dictate their opportu-
nities and access to resources. The disruption
caused by partition further exacerbates
these divisions, as communal tensions
heighten and traditional social structures
are challenged and reshaped. The Questions
of justice and accountability loom large
in “Train to Pakistan,” as characters grapple
with the consequences of their actions and
the failures of the legal system to provide
redress for injustices. The rampant violence
and lawlessness that accompany partition
underscore the fragility of justice in times
of upheaval, raising profound moral and
ethical questions about responsibility and
culpability. Despite the divisions wrought
by partition, the novel also portrays moments
of community and solidarity among
characters. In the face of adversity, indivi-
duals come together to support one another,
transcending religious and social differences.
These acts of solidarity highlight the
resilience of human bonds and offer
glimpses of hope amidst the chaos and
violence of partition. The clash between
tradition and modernity is a recurring
theme in “Train to Pakistan,” as characters
navigate the tensions between traditional
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values and the influence of Western
ideologies. The novel explores how the
forces of modernity, such as technology
and education, intersect with and some-
times disrupt traditional social structures
and cultural practices. This tension between
the old and the new reflects broader debates
about identity and progress in post-
independence India.

Conclusion :

In conclusion, the partition of India
stands as a stark reminder of the individual
decisions made by governments, which
inflicted untold suffering upon the common
people. While the country celebrated its
hard-won freedom from British rule, the
partition unleashed a wave of destruction,
mental anguish, and bloodshed. “Train to
Pakistan” masterfully captures the brutal
reality of partition, depicting the tumul-
tuous divide between Hindus, Muslims,
and Sikhs.

The love story of Juggat Singh and
Nooran serves as a powerful testament to
the resilience of love amidst hatred and
hostility. Through their sacrifice, Khushwant
Singh highlights the dual nature of huma-
nity, capable of both love and animosity,
often driven by religious differences.

For Khushwant Singh, the aftermath
of partition was marked by frustration and
suffering for the people of Mano Majra.
Yet, amidst the chaos, the love between
Juggat Singh and Nooran shines as a
beacon of hope, a testament to the endu-

ring power of love transcending religious
divides.

Singh’s portrayal underscores the
erosion of ethics in the face of religious
differences, emphasizing the need to
recognize the true cost of freedom. Indeed,
freedom was achieved at a high price,
marked by pain, sorrow, loss of lives, and
unspeakable cruelty and suffering. As we
reflect on the legacy of partition, it is
imperative to remember the human toll
and strive to build a world where love
triumphs over hatred and division.
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Introduction :

Music and sound have always played
a fundamental role in storytelling, transcen-
ding their function as mere background
elements to become essential components
of narrative engagement across various
media. From films and television to the
growing realm of web series, these auditory
elements contribute significantly to the
emotional and psychological impact of a
story. By setting the tone, enhancing dramatic
tension and conveying subtle emotions,
music and sound elevate the storytelling
experience, making it more immersive and
memorable for audiences. This paper
explores the multifaceted role of music
and sound in storytelling, particularly
focusing on their influence within web
series and digital content platforms.

Literature Review :

The use of music and sound in story-
telling is a well-established practice that
enhances the emotional and psychological
depth of narratives. Music and sound
design are not merely background elements;
they are integral to the storytelling process,
shaping the audience’s experience and
engagement with the narrative (Smith,
2018). Research has shown that music
plays a crucial role in evoking emotions,

setting the tone and enhancing the atmos-
phere in various forms of media, including
films, television and web series. The emo-
tional resonance of a scene is often heigh-
tened by the appropriate use of music,
which can convey mood, tension, and
character dynamics (Doe, 2019). Studies
indicate that well-composed scores can
significantly influence the viewer’s emotional
response and attachment to the story
(Johnson, 2020).

The rise of digital media and web
series has introduced new challenges and
opportunities for integrating music and
sound into storytelling. Unlike traditional
films and television, web series often cater
to diverse audiences with varying prefe-
rences, making the role of music and sound
even more critical in capturing and retaining
viewer interest (Jones, 2021). Recent
studies highlight the creative use of music
and sound in web series to enhance viewer
engagement and differentiate content in a
crowded digital landscape (Lee, 2020).

Several case studies have explored the
impact of music and sound in successful
web series. For example, the web series
“Sacred Games” is noted for its use of
music to establish cultural context and
intensify dramatic moments, contributing
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to its critical acclaim (Patel, 2019). Similarly,
“Stranger Things” leverages nostalgic
music to evoke a specific era, adding depth
to its storytelling and connecting with
audiences on an emotional level (Williams,
2020).

Aim :

The aim of this paper is to investigate
the role of music and sound in enhancing
storytelling within digital media, with a
particular focus on web series. The study
seeks to understand how these elements
contribute to narrative depth, emotional
engagement and audience retention across
various platforms.

Objectives :

1. To analyze the role of music and
sound in enhancing the emotional and
psychological impact of storytelling.

2. To explore the different approaches
to sound design across cinema, televi-
sion and web series.

3. To examine how music and sound
contribute to audience engagement
and retention in digital media plat-
forms.

4. To assess the influence of music and
sound on the overall effectiveness of
storytelling in digital content.

Research Methodology :

This study employs a qualitative
research methodology to explore the role
of music and sound in storytelling,
particularly within the context of web
series and digital content platforms. The
research is conducted through a series of
15 in-depth interviews with industry
professionals, including directors, sound
designers, and composers who have
worked extensively in the Indian digital
media industry. Thematic analysis is

utilized to identify recurring patterns and
themes within the interview data, allowing
for a comprehensive understanding of
how music and sound contribute to narra-
tive engagement.

Disscussion and Findings :

The role of music and sound in story-

telling :

 Music and sound play pivotal roles
in storytelling across various mediums,
enriching the narrative experience in
movies, web series and television shows.
Beyond serving as mere background
elements, they are integral components
that evoke emotions and enhance audience
engagement. By carefully crafting music
and soundscapes, creators can effectively
convey moods, themes and character
dynamics, fostering deeper connections
with viewers. Whether setting the tone for
suspenseful moments, heightening dramatic
tension, or conveying subtle emotions, the
strategic use of music and sound elevates
the storytelling process, making the content
more immersive and memorable for
audiences.

Use of Music to Narrate a Story :

Shishir Chausalkar, a Sound Designer
in production, underscores the indispen-
sable role of music in storytelling across
both web series and movies. Music serves
as a potent tool for advancing the narrative,
engaging the audience and evoking emotions.
Its significance extends beyond mere
background accompaniment, contributing
to the overall storytelling experience and
elevating the series’ quality.

“The importance of the elements

like music and sound depends on

the context of the story. When you

present your story again, you

convey a message through which
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medium, and it is somewhat

similar for both cinema and web

series. sound designing or music

is crucial to conveying your

emotions effectively and is highly

essential to keep your audience

engaged.” (Ajinkya Mhadgut,

Director)

“I feel that through music, stories

progress in a very impactful way.

“(Mayuresh Joshi, Director,

Soppa Nasta Kahi, Planet

Marathi)

Music plays an indispensable role in
storytelling, as highlighted by sound
designer Shishir Chausalkar, who notes
that it “serves as a potent tool for advan-
cing the narrative, engaging the audience,
and evoking emotions.” Director Ajinkya
Mhadgut emphasizes that “the importance
of elements like music and sound depends
on the context of the story,” adding that
they are crucial in conveying emotions and
maintaining audience engagement. Simi-
larly, director Mayuresh Joshi underscores
the impact of music, stating, “through
music, stories progress in a very impactful
way.” All three agree that music and sound
are essential in shaping the emotional and
narrative dimensions of content, enhancing
the viewer’s connection to the story. When
effectively used, they create a more immer-
sive experience, while poor choices can
undermine the content’s impact.

Different Approaches in Different

Media :

Sarang Sathye, Director and show-
runner of Bhadipa, highlights the differing
roles of music across film, television, and
web series. In television, music often
serves as a background score due to time
constraints, while web series use creative

music to engage viewers. Films utilize
music to enhance the story and maintain
audience focus. On OTT platforms, where
technical aspects are crucial, music is
essential for advancing the narrative and
retaining viewer attention. Sathye notes
that strong musical themes, like those in
Scam, Sacred Games, and Succession,
play a key role in engaging audiences
across various platforms.

“Music plays a significant role in

advancing the story of a web series.

In OTT platforms, technical aspects

hold great importance. Along with

music and other sound elements,

properties are also essential and

occupy a significant place.” (Sarang

Sathye, Director and showrunner,

Bhadipa)

Subconscious Effect of Sound :

Sachin Darekar, Director of “Ek Thi
Begum” on MX Player, underscores the
critical role of sound in shaping audience
perception and emotional engagement in
films and series. He explains that sound
design goes beyond mere recording,
deeply influencing viewers’ subconscious
minds and enhancing storytelling. By
using sound metaphorically, scenes are
enriched, atmospheres established and
emotions evoked, intensifying the overall
viewing experience. Darekar highlights
that synchronized sound and visuals
amplify emotional resonance, with music
playing a key role in deepening the
emotional impact of a scene.

“Sound works on a subconscious

level. People do not realize this

because they think it is just

recorded or added to the camera.

We, on the other hand, use sound

as a metaphor, adjusting it
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according to the scene’s require-

ments, tone, and the use of

silence.” (Shishir Chausalkar,

Sound Designer - Production)

Shishir Chausalkar, a sound designer,
highlights the intricate role of sound in
storytelling, likening it to a metaphorical
layer that enhances scenes on a subcons-
cious level. He explains that sound design,
including the strategic use of silence, can
profoundly influence audience perception
and emotional engagement. In his film
“Valavi”, he demonstrates how sound, like
sudden silence during a gunshot, can create
powerful effects. Chausalkar stresses that
while music is often obvious, the nuanced
use of sound often goes unnoticed, yet it
subtly shapes the audience’s emotional
experience and immersion in the narrative.

Atmosphere and Cultural Setting :

 “In web series, which are often

viewed on mobile devices, music

plays a different role. It is often

used as a background score to

engage the audience. As people

watch web series on their mobile

phones in various environments,

music helps to create a certain

atmosphere even if it is played

softly. “(Varun Narvekar, Director,

Aani kay hava and Do Gubbare,

Jio Cinema)

 Varun Narvekar, Director of “Aani
Kay Hava” and “Do Gubbare” on Jio
Cinema, underscores the crucial role of
music in setting atmosphere, mood, and
cultural authenticity across various plat-
forms. In web series, especially on mobile
devices, music often serves as a background
score to engage viewers and establish the
desired atmosphere in diverse environments.
Narvekar emphasizes the careful selection

of music to optimize impact, enhance
cultural context and reflect complex human
emotions, even in the 16:9 resolution
format. Music in web series also enriches
storytelling by incorporating traditional
tunes from various cultural groups,
deepening the narrative’s emotional and
cultural layers.

Collaboration, Theme and Character :

 Vivek Jadhav, Chief Assistant
Director of “OK Computers” on Disney+
Hotstar, emphasizes the importance of
music in character development, theme
reinforcement, and storytelling collabora-
tion. He notes that in web series like
“Panchayat”, character-specific music
enhances scene impact and aligns with the
persona and theme. Jadhav also highlights
the potential for monetizing music content
through social media as a series gains
popularity, showing music’s multifaceted
role in storytelling and revenue generation.

Sachin Darekar, director of “Ek Thi
Begum” on MX Player, underscores sound’s
crucial role in enhancing emotional impact
and audience connection. Shishir Chausalkar,
discussing “Valavi”, illustrates how creative
sound techniques, like volume manipu-
lation and strategic silence, deeply affect
viewers’ emotional responses, often in
ways that go unnoticed but significantly
shape the viewing experience.

Overall a definite musical wave,
melody, or rhythm is created for some
important character. That is, when that
character comes, the harmony in that
pattern is played. It introduces the identity
of that character. It is used to anchor the
overall story in the mind of the audience.
Teamwork is essential to create an
effective story. But sound design is often
underappreciated. Few critics have acknow-
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ledged the influence of sound on story-
telling and recognized their work. A work
of art does not come together unless the
collaboration between cinematography
and sound design happens.

Conclusion :

The study concludes that music and
sound are integral to effective storytelling
in web series and digital media. These
elements not only enhance the emotional
and psychological impact of narratives but
also play a crucial role in audience engage-
ment and retention. By strategically incor-
porating music and sound, creators can
deepen the connection between the audience
and the content, making the narrative more
immersive and memorable.

The research highlights the need for
a collaborative approach in sound design
and music composition, emphasizing the
importance of aligning these elements
with the thematic and emotional tone of
the story. It also underscores the potential
of sound and music to create metaphors
and subtle emotional cues that signifi-
cantly influence audience perception,
often on a subconscious level.

Overall, the study provides valuable
insights into the multifaceted role of music
and sound in storytelling, offering a frame-
work for future research and practical

applications in the field of digital media
production.
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The ‘Kerala Model’ is celebrated for
its exceptional social development indices.
Praveena Kodoth and Mridul Eapen (2005)
note, “Kerala has been considered relatively
free from the conventional restrictions
against women’s education and employment
or women owning property. Indeed, the
state-level gender development index esti-
mated by several scholars places Kerala
ahead of other states” (p.1). Sreekumar
(2007) adds, “The social indices of Kerala
display gender equality that one scarcely
encounters in developing regions of the
world. These favourable indicators coexist
with pervasive female unemployment,
increasing incidence of dowry, gender
violence and an escalating sense of danger
in women’s lives” (p. 34). Evidently, there
exists a situation of “gender paradox” in
Kerala, which Sreekumar (2007) explains
as “‘contradiction’ whereby women’s high
showing in socio-demographic indicators
of development exists simultaneously with
their low public participation and the
increasing incidence of violence upon
them (p.34). This paper attempts to ‘close-
read’ the Keralan writer in English, Anita
Nair’s Eating Wasps (2018), within the
discourse of the “gender paradox”
associated with the Kerala Model.

Anita Nair, a recipient of both the Sahitya
Akademi Award and the Crossword Prize,
writes about the intricacies of interper-
sonal relationships and modern-day struggles
that Indian women, especially those from
the middle class, face. She tackles issues
like inequality, feminism, women’s psycho-
logy, identity crises, patriarchy, and gender
roles. Her important novels are A Better

Man, Ladies Coupe, Mistress, Lessons in

Forgetting, and Idris: Keeper of the Light.

Eating Wasps narrates the interconnected
stories of ten women who variously converge
at ‘Near the Nila’, a private riverside resort
in Kerala. They are strangers to each other,
yet they have a common factor - they are
here to seek escape from a certain trauma.
Sreelakshmi, the protagonist, commits
suicide at the age of 35, and the story
unfolds from her perspective. Sreelak-
shmi’s lover, Markose, retrieves the bone
of her index finger from the funeral pyre
and keeps it in his cupboard, chaining her
soul to the mortal realm as a living ghost.
Others see the cartilage as a piece of chalk
or plastic. In the early 2000s, Megha, a
six-year-old guest at the private resort,
uncovers this from the cupboard. Sree-
lakshmi consequently reclaims life and
narrates the story of the women she encoun-
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ters here. The story spans from the era in
which Sreelakshmi lived to the early
2000s, capturing the transition from a time
when women had to struggle for educa-
tional opportunities to a period when they
began to recognise equality in marriage
and sexual pleasure as fundamental rights.

An unmarried college professor of
Zoology in her 30s, a celebrated writer
who is the youngest recipient of the Kerala
Sahitya Akademy Awards, Sreelakshmi is
educated, financially independent, and
from a well-to-do family, embodying
empowerment in every sense. She is also
pursuing a Ph.D. Despite her accomplish-
ments, society considers her “damaged
goods” due to her unmarried status. Her
relationship with Markose, a married
priest six years younger to her, ends in
tragedy. Following a journey to Madras,
where they engage in physical intimacy,
Markose vanishes the next day, leaving
Sreelakshmi in a state of profound emotional
distress and disillusionment. Compounding
her anguish, the same week, she witnesses
the release of her latest story series, which
delves into sexual themes. This results in
derision from her colleagues and students,
estrangement from her family, and the
rejection of her Ph.D. candidature by a pros-
pective advisor, who indirectly critiques
her work. These cumulative setbacks
precipitate a deep sense of hopelessness
and despair. Sreelakshmi’s story ends in
1965 with her suicide.

Sreelakshmi lived at a time when
explicit and open conversations about
sexual desires and physical intimacy were
taboo in society. It is all the more pronou-
nced when the individual engaged in the
conversation is a woman, and unmarried.
The immediate reaction is to question the

woman’s moral character and shame and
ostracise her. This mirrors the real-life
experience of Kamala Das, who wrote
Ente Katha (My Story) in 1973 and was
considered a scandalous figure by society.
The society’s dictum was that female
sexuality was not to be publicly acknow-
ledged or discussed. Sreelakshmi’s story
can be seen as a reflection of this broader
societal context. It also shows how women
who transgressed these boundaries faced
severe social penalties.

Sreelakshmi’s spirit remains on the
earth as a spectral presence and observes
the lives of women in the 2000s across
various ages, languages, and classes, only
to realise that even decades later, the plight
of the women remains the same. The
narrative shifts to the experiences of these
women who unexpectedly meet at the
private resort, battling their own struggles.
Their experiences expose the continuing
and relentless struggles of women over the
years.

Urvashi embodies a frustrated woman
who appears happily married, epitomising
the image of a perfect wife and mother
with a luxurious life. She is a successful
journalist, as well as a marathon runner.
However, she is discontented and struggles
with a pervasive sense of hopelessness.
She resorts to dating apps, which surged
in popularity in the 2000s, to explore new
relationships. It was an outlet for her
unmet needs. Her relationship with Surya
turns toxic when he becomes a stalker.
Urvashi’s story addresses two critical
aspects–women acknowledging their
sexual desires and needs and their hand-
ling of a toxic relationship. As Surya turns
abusive, Urvashi ends their relationship
pronto, demonstrating her clear understan-
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ding of her boundaries. She confronts the
situation, refusing to endure toxicity.
Perhaps this is a result of her empowerment
and her agency in pursuing her happiness
and well-being. Her story further explores
the possibility of polyamorous relationships,
a controversial topic in the Indian cultural
context even now.

 Unlike Sreelakshmi and Urvashi,
Najma comes from a conservative and
economically disadvantaged background.
Uneducated and a widow by seventeen,
her mother, Ammi, was determined to
provide Najma with a proper education,
hoping she would become a teacher.
Ammi worked tirelessly as a kitchen help
for a catering company specialising in
Hyderabadi cuisine. Contrary to her
traditional background, Ammi did not
impose the burkha on Najma, reflecting
her progressive mindset. Najma becomes
a victim of an acid attack by a potential
suitor rejected by her mother. He goes on
to accuse her of being a prostitute for
allowing other men to see her. Her choice
of not wearing a burkha is depicted as
immoral. The attack leaves her disfigured,
whereon she loses her job as a teacher,
and subsequently, her mother suffers a
stroke. Left without support and contem-
plating suicide, Najma finds strength in
her mother’s memory. She finds a job as a
helper at the resort, determined to persevere
despite her challenges.

Liliana’s story emphasises the dangers
of social media exposure and the stigma-
tisation of women involved in MMS
scandals. Liliana flees from her country,
Italy to the private resort in Kerala to
escape from the relentless judgements and
rumours surrounding the scandal.
However, even the small town recognises

her identity, and she is immediately deroga-
torily labelled “koothichi,” translating to
“whore.” The patriarchal society notoriously
targets only women in such scandals,
while the involvement of men is ignored
and disregarded. Liliana eventually reaches
a mental state where is no longer afraid
and decides to confront the situation. This
is how she preserves her identity, refusing
to be subjugated by fear.

The novel also addresses child abuse,
reminding us that even small children are
not spared by society. Megha Naidu is a
first-grade student and daughter of a
lieutenant colonel, who is sexually abused
by her school van attendant. Megha does
not even fully understand what is happen-
ing to her and is mentally disturbed.
Koman and Maya’s story narrates the story
of an elderly couple who fall in love. Maya
is a 71-year-old who stays with her 39-
year-old autistic son, Naveen, from a
previous toxic marriage. Koman accepts
Maya the way she is, while Maya struggles
to believe that such men exist. Molly and
Theresa are sisters, and their story discusses
sibling rivalry and jealousy. Theresa’s
husband and his mistress die in a car
accident, which renders Theresa mentally
unstable. Her deranged mind assumes her
brother-in-law, Anto, is her own husband.
The narrative examines how personal
trauma can disrupt one’s identity.

As discussed, the novel examines the
lives of ten women from different genera-
tions, ages, classes and geographical boun-
daries, all of them seeking happiness at
their terms. It emphasises how a patriarchal
society scorns women who demonstrate
their choices. Anita Nair says,

I thought Eating Wasps would be about
women preserving their identity despite



301
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

the constant challenges they face on
numerous fronts every day, be it
patriarchy, misogyny, the male gaze or
even the all-pervasive touch of
technology. I also wanted to focus on
the challenges a woman faces from
within herself, especially as the world
we live in today ceaselessly drums in
tropes on how a woman may or may
not be. (Chhibber, 2018)

The narrator, Sreelakshmi, from a
different generation, is surprised by the
technological changes in contemporary
life. The author notes, “Whatever she was
going through then is pretty much what
women go through now-whether dealing
with speculation or salacious gossip. And
because it’s out there in the world for every-
body to look at and scrutinise all the time,
it’s even tougher” (Rajaram, 2018).

Despite Kerala’s acclaim as a model
for women’s empowerment and high literacy
rates, a critical question persists: have these
advancements been genuinely translated
into substantive empowerment for women?
Sreelakshmi’s narrative, set in the mid-
1950s, vividly demonstrates the societal
constraints faced by women of that era.
Although she attained significant educa-
tional achievements-opportunities not
afforded to her contemporaries, who were
married off at a young age-she nonetheless
encountered substantial barriers. Her notable
accomplishments did not shield her from
pervasive societal judgments and limitations.
Transitioning to the millennial years, the
novel illustrates that, despite considerable
technological advancements, women

continue to confront enduring challenges.
Anita Nair effectively portrays how techno-
logical developments have introduced a
new dimension of issues for women, such
as the erosion of privacy and the prolife-
ration of digital threats. Spanning from the
1960s to the present, the narrative draws
attention to how platforms like Instagram,
YouTube, and Tinder influence women’s
lives. Through a nuanced exploration of
past and present, Anita Nair’s Eating Wasps
underscores the unsettling continuity of
gender inequities in Kerala, revealing that
despite the state’s celebrated social
progress, the deep-seated challenges faced
by women remain remarkably persistent
across generations.
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‘megyen, oeshenj, Meece’ ceW ke=âef<e Skeb heÙee&kejCe ceW }erve
‘Deccee peer’ keâe efÛe$eCe

ieerleg oeme [e@Ê peerÊ Meeefvle
MeesOe Úe$ee Øeesheâsmej SJeb MeesOe efveoxefMekeâe, efnvoer efkeYeeie
ßeerDeefyejeceer Fu}ce, keâesÙecyeòetj, leefce}vee[g ßeerDeefyejeceer Fu}ce, keâesÙecyeòetj, leefce}vee[g

cet} Dee}sKe :

heÙee&kejCe keâe leelheÙe& Gme mecetÛeer yeewefækeâ Skeb
pewefkekeâ kÙekemLee mes nw efpemeceW meYeer Øekeâej kesâ peerke-pebleg
peerkeveÙeeheve keâjles nQ~ Øeke=âefle ceW GheefmLele ØelÙeskeâ
ÛeerÌpe, Ûeens ken mepeerke nes Ùee efvepeer&ke, Gmekeâe Øeke=âefle
Deewj heÙee&kejCe mes kegâÚ vee kegâÚ mebyebOe DekeMÙe jnlee
nw~ Deepe heÙee&kejCe keâe mke™he Fmeef}S efyeieÌ[ ieÙee
nw keäÙeeWefkeâ ceveg<Ùe ves Deheveer efkekeâeme kesâ ef}S Øeeke=âeflekeâ
mebmeeOeveeW keâe DebOeeOegbOe oesnve efkeâÙee nw~ efpemekesâ keâejCe
heÙee&kejCeerÙe iegCekeòee }ieeleej efiejleer pee jner nw~
heÙee&kejCe oes Meyo - ‘hejer’ Deewj ‘DeekejCe’ keâe ces}
mes yevee nw~ ‘hejer’ keâe DeLe& nw ‘ÛeejeW Deesj’ leLee
DeekejCe keâe DeLe& nw ‘}yeeoe’ Ùee ‘Iesjves kee}e’~ efpeme
ceenew} Ùee heefjkesMe ceW nce jnles nQ leLee pees kegâÚ Yeer
nceeje ÛeejeW Deewj GheefmLele nw ken meye kegâÚ nceeje
heÙee&kejCe nw~

Yeejle keâer efceóer Yeer Deefle efkeefMe<š nw efpeme keâejCe
nce YeejleerÙeeW keâes Deheveer efceóer mes meoe }ieeke jnleer
nw~ keâYeer Dee›eâceCekeâeefjÙeeW ves Yeejle mes Fmekeâe %eeve
Deewj mece=efæ keâes efceševee Ûeene, Ûeens ken cegie} nes Ùee
Deb«espe~ DeYeer efkekeâeme kesâ veece hej mkeÙeb nce Yeer
heÙee&kejCe Skeb Øeke=âefle kesâ veeMe keâjkesâ mkeeLe& yeve jns nQ~
Deepe keâer heerÌ{er keâes ke=âef<e Skeb Deheves heÙee&kejCe mes
Flevee }ieeke veneR efpeleveer hegjeveer heerÌ{er keâes jner~ Deepe

kesâ }esie efkekeâeme Skeb meheâ}lee kesâ heerÚs Ûe}keâj Øeke=âefle
Skeb heÙee&kejCe keâes keâeheâer heerÚs ÚesÌ[ efoÙee nw~ Fmeer
yeele keâes kesâbõ ceW jKekeâj keâce}sMJej ves Dehevee GhevÙeeme
‘megyen oeshenj Meece’ ef}Kee nw~

mecekeâe}erve Ûeslevee mes ØeYeeefkele meeefnlÙekeâej
keâce}sMJej ves mecekeâe}erve heefjkesMe keâes ner Deheveer jÛeveeDeeW
keâe efke<eÙe yeveeÙee nw~ mkeleb$elee Øeeefhle YeejleerÙe peerkeve
keâer cenlkehetCe& Iešvee nw efpemekesâ heâ}mke™he YeejleerÙe
peerkeve ceW DemebKÙe vetleve heefjkele&ve keâe ßeerieCesMe ngDee~
YeejleerÙe meceepe kesâ heefjkele&ve Gmekeâer heeefjkeeefjkeâ
heefjefmLeefleÙeeB, ieeBke, veiej, peeefle, Oece&-kÙekemLee, kÙeefòeâ
Deewj meceepe kesâ hejmhej mebyebOe, DeeOegefvekeâerkeâjCe Deewj
DeewÅeesefiekeâjCe keâe kÙeefòeâ Deewj meceepe hej ØeYeeke Deeoer
mes jne~ keâce}sMJej ves Fme efmLeefle keâes Deheveer jÛeveeDeeW
ceW kÙeòeâ keâjves keâe Yejhetj ØeÙeeme efkeâÙee nw~

Øemlegle GhevÙeeme ‘megyen, oeshenj, Meece’ ceW
ceOÙekeieer&Ùe heefjkeej keâe efÛe$eCe efkeâÙee ieÙee nw pees
mebÙegòeâ heeefjkeeefjkeâ kÙekemLee ceW peerkeve efyeleeles nw~ }sefkeâve
mkeeLe& Skeb Oeve leLee meheâ}lee kesâ ef}S Gmekeâe mebÙegòeâ
heefjkeej štš peeleer nw~ GhevÙeeme keâe cegKÙe hee$e ‘Deccee
peer’ nw pees Deheveer heÙee&kejCe Skeb Øeke=âefle mes peg[er
peerkeve efyeleeleer nw~ Gvekeâer ke=âef<e Yetefce Leer Deewj Gvekeâe
hetje heefjkeej heerefÌ{ÙeeW mes ner Kesleer- yeejer ceW peg[e ngDee
Lee~ Deccee peer Øeke=âefle keâer meYeer neke-Yeeke keâes mecePeleer
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Leer~ ken peerke-peblegDeeW Skeb heMeg-heef#eÙeeW mes Yeer yeeleW
keâjleer Leer~ Deheveer efceóer Skeb Øeke=âefle kesâ Øeefle Gvekeâe
keâeheâer }ieeke Lee~ Deccee peer keâer heefle keâe ce=lÙeg Yeer
Deb«espeeW kesâ efKe}eheâ Deheveer cenejepee keâer j#ee keâjles
oewjeve ngDee~ kes cenejepee kesâ efkeMJemle Les Deewj Deb«espeeW
keâer iees}er }skeâj Gvekeâer ce=lÙeg ngF& Leer~ Deheves osMe mes
kener }ieeke Deccee peer keâes Yeer Lee Deewj kes Deheves heefle
kesâ DejceeveeW keâe hetje keâjles Mes<e peerkeve efyelee jner Leer~

Deccee peer keâe heeslee pemeJeble keâes js} ieeÌ[er Ûe}eves
keâe veewkeâjer Øeehle nesleer nw~ Deccee peer veneR Ûeenleer keâer
pemeJeble Deb«esÌpe yeneogj keâer ieeÌ[er Ûe}eves pee jne nw~
Deccee peer keâer jeÙe ceW ken Deb«espeeW keâer ieg}eceer keâjves
pee jne nw~ ken keâF& yeej pemeJeble mes hetÚleer nw efkeâ,
keäÙee Gmes peevee pe™jer nw? }sefkeâve Iej kesâ meYeer }esie
peye pemeJeble keâes veewkeâjer keâjves kesâ he#e ceW Les, lees Deccee
peer cevee veneR keâj heeÙeer nw~ Deccee peer Gmemes keânleer nw
efkeâ– ‘keäÙee Dehevee Iej, Deheveer Oejleer legPes keâce heÌ[leer
nw pees js}ieeÌ[er keâer cenkeâces ceW pee jne nw~’ Deccee peer
Ûeenleer Leer efkeâ pemeJeble Yeer Iej ceW meye kesâ meeLe jnkeâj
Kesleer mebYee}s~ ken Ûeenleer Leer efkeâ peye pemeJeble peeSiee
lees Gmekeâer yesšer Meeblee (meblees) Gvekesâ meeLe jns~ efpeme
efove pemeJeble Deheveer helveer kesâ meeLe veiej Ûe}e peelee
nw, Gme efove osj jele lekeâ yeÌ[er Deccee jesleer jner~
efkeâmeer keâes Yeer Fme yeele keâe DeboeÌpee Yeer veneR Lee efkeâ
Deccee peer pemeJeble mes Flevee Øesce keâjleer nesieer~ Deie}s
efove megyen ngDee lees yeÌ[er Deccee keâneR Yeer efoKeeF& veneR
os jner Leer~ meye peieneW hej {tb{ ef}Ùee ceiej Deccee
keâneR Yeer veneR Leer~ pemeJeble Yeer Deheveer ye[er Deccee keâes
{tb{ves DeeÙee, }sefkeâve Gmekeâe kegâÚ helee veneR Ûe}e~
meblees Deewj pemeJeble keâer ceeB keâes meoe yeÌ[er Decceer keâer
Ùeeo Deeleer Leer~ efheâj efvejeMe neskeâj meblees Yeer ieebke
ÚesÌ[keâj Deheves efhelee peer kesâ meeLe Ûe}er peeleer nQ~ mebleeW
keâes Ùen veiej Deewj veÙee Menj efyeukegâ} DeÛÚe veneR
}ie jne Lee~ Gmekesâ ef}S Dehevee ieeBke Deewj Iej ner
meye kegâÚ Lee~ meYeer }esie pemeJeble kesâ meeLe veiej Ûe}s

peeles nQ Deewj Fmeer lejn Gvekeâer Kesleer-yeejer }ghle nes
peeleer nw~

Skeâ hebef[le peer kesâ heeme pemeJeble Dehevee YeeiÙe
Deewj Yeefke<Ùe osKeves peelee nw~ hebef[le peer kesâ Éeje
keâce}sMJej ves Dehevee cele Øekeâš efkeâÙee nw, kes pemeJeble
keâes DeeefKej Flevee ner keânles nQ efkeâ- ‘legcnejer js} keâer
OegDee Kesleer keâes Ûeewheš keâj jne nw~ hešjer [e}ves kesâ
ef}S Kesle keâeš [e} ieS nQ, Ûeejeieen Kelce nes ieS
nw~ ieeBke-IejeW kesâ Deebieve kesâ yeerÛe mes legcnejer js}
Ûe}leer nw~ peevekej Gškeâves }ies nQ... Oejleer LejLejeleer
nw efpememes hesÌ[eW keâer pe[W {er}er heÌ[ ieF& nw~’ hebef[le peer
keâer Fme keâove Éeje keâce}sMJej Ùen kÙeòeâ keâjles nQ efkeâ
ceeveke Deheveer megefkeOee yeÌ{eves kesâ ef}S lekeâveerkeâer Ùegie ceW
efkekeâeme keâjles-keâjles Deeies lees yeÌ{lee nw~ }sefkeâve Gmekeâes
Ùen cee}tce vee neslee efkeâ keemleke ceW ken keäÙee-keäÙee Kees
jne nw~ ken Øeke=âefle mes otj nes jne nw leLee Deheveer Deeves
kee}er heerÌ{er keâes Yeer Øeke=âefle mebheefòe mes kebefÛele keâj jne
nw~ Fmekesâ meeLe-meeLe keâF& Øekeâej kesâ og<heefjCeece Yeer
Pes}vee heÌ[lee nw pewmes– Øeot<eCe, pe}keeÙeg keâe ceef}ve
nesvee, leeheceeve, efpememes peevekej Skeb heMeg heef#eÙeeW keâe
peerkeve hej Yeer yegje Demej heÌ[lee nw keâer Ùee lees Gvekeâer
ce=lÙeg nes peeleer nw DeLekee GvnW Dehevee keeme mLe}
ÚesÌ[keâj peevee heÌ[lee nw~

lÙeesnej ceveeves kesâ ef}S meeje heefjkeej ieeBke keeheme
DeeS, lees DeeOeer jele keâes pebie} keâe njkeâje Deekeâj
keânlee nw efkeâ Skeâ yetÌ{er ceeB pebie} ceW keveoskeer keâer lejn
OÙeeve ceW }erve yew"er jnleer nw~ ken pebie}er peevekejeW mes
yeeleW Yeer keâjleer jnleer nw Deewj peevekej Yeer Gvekesâ heeme
ner yew"s jnles nQ~ Ùen yeele megvekeâj meyekeâes helee Ûe}
peelee nw efkeâ ken yeÌ[er Deccee ner nw~ njkeâeje kesâ meeLe
meYeer efce}keâj pebie} ceW peekeâj yeÌ[er Deccee mes Gvekesâ
meeLe Ûe}ves keâe DevegjesOe keâjles nQ Skeb Deheveer ie}efleÙeeW
kesâ ef}S #ecee Yeer ceeBieles nQ~ Deccee GvnW keâeheâer mecePeeleer
nw efkeâ efkeâme Øekeâej Gvekeâe peerkeve Oejleer mes peg[er jnleer
nw~ pebie}er peevekejeW ceW Yeer GvnW hÙeej efoKeeF& oslee nw
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pees Deepekeâ} kesâ ceveg<Ùe ceW Yeer efoKeeF& veneR oslee~ ken
keânleer nw efkeâ Gvekesâ heefle Yeer cenejepe keâer j#ee keâjkesâ
Fmeer pebie} keâer Deesj Yeeies Les~ ceeveke peesveer efce}ves ceW
npeejeW yejme }ieles nQ ceiej peevekej keâer peesveer mes peerke
peuoer-peuoer cegòeâ nes peelee nw~ GvnW Ùen Gcceero Leer
keâer ve peeves keâewve meer peesveer ceW Gvekeâe heefle efce} peeS~
Decceepeer Deheves keâes mkeÙeb Gme pebie} ceW keâeheâer Ûewve
Skeb megKe keâe cenmetme keâjleer Leer~ meye kesâ DevegjesOe hej
ken Iej keeheme Ûe}er Deeleer nw~ Gmekesâ kegâÚ meceÙe yeeo
Deccee peer keâe ØeeCe efkemepe&ve nes peelee nw~ yeÌ[er Deccee
keâes Yeer Ùen yeele helee Ûe} peeleer nw keâer Gvekeâe meceÙe
Dee ieÙee nw, lees ken Skeâ jele hen}s Meeblee keâes Deheves
heeme efye"ekeâj kesâke} Flevee ner DevegjesOe keâjleer nw efkeâ
Gvekeâer meheveeW keâes Deye Meeblee ner hetje keâjW Deewj Gvekeâer
cepee&o keâer j#ee keâjW~ Deie}s efove Deccee peer keâer ce=lÙeg
nes peeleer nw~

efve<keâ<e& : efve<keâ<e& ™he mes keâce}sMJej ves Deheves
Fme GhevÙeeme ceW efvecveef}efKele efyevogDees hej ØekeâeMe
[e}e nw -

Deepe keâe kÙeefòeâ efkeâme Øekeâej Deheveer mkeeLe& kesâ
heerÚs Yeeie-oewÌ[ ceW Dehevee heÙee&kejCe Skeb Øeke=âefle
keâes ve<š keâj jne nw~

efkekeâeme kesâ veece hej ve peeves efkeâlevee kegâÚ ceveg<Ùe
Kees oslee nw~

kesâke} kegâÚ }esie ner nQ pees efvemkeeLe& Yeeke mes
ke=âef<e peerkeve efyelee jns nQ~

hegjeveer heerÌ{er keâe Deheveer Oejleer, heÙee&kejCe Skeb
Øeke=âefle mes }ieeke leLee heerÌ{er oj heerÌ{er Fmekeâe
keâce neslee peevee~

hen}s peneB ieeBke ceW nefjÙee}er efoKeeF& osleer Leer,
Deye ÛeejeW peieneW ceW kesâke} FËš Deewj helLejeW kesâ
Fceejles ner efoKeeF& os jner nw~

Deheveer megefkeOee yeÌ{eves kesâ ef}S Øeke=âefle keâe veeMe
Skeb Mees<eCe keâjvee~

keâce}sMJej keâe Ùen GhevÙeeme Ye}s ner mee}
1982 ceW ef}Keer ngF& nes }sefkeâve Fmekeâe efke<eÙe meoe
ner mecekeâe}erve nw~
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The Ramayana, an age-old mytholo-
gical tale focused on virtues and ethics,
has evolved from oral tradition to modern
formats like television, cinema and theatre,
influencing societal norms and cultural
practices. Its alignment with prevailing
ideologies has contributed to conventional
gender stereotyping. Nina Paley’s seventy-
two-minute animated film offers a contem-
porary take on a woman’s struggle for justice
and equality, featuring striking visuals and
music. Despite its innovative storytelling,
the film has faced criticism for its provoca-
tive interpretation of the Ramayana. Lodhia
(2015, p. 376) states that :

The film not only positions Sita as the
protagonist, but through a strategic
deployment of different animation
styles, diverse narrator perspectives,
and blues music, it simultaneously
engages with a body of critique about
the epic’s central teachings on virtue,
righteousness, and idealized gender
roles, placing the film firmly within a
long-standing tradition of textual,
visual and performative retellings of
the Ramayana.

While traveling to Trivandrum, India,
to reunite with her husband, Dave, Paley
had discovered The Ramayana. After

receiving an email from Dave ending their
marriage on her return to Brooklyn, she
resonated with Sita’s feelings of helpless-
ness, sorrow, and abandonment. To channel
her feelings, she empathetically portrayed
Sita’s experiences with Ram. The Ramayana
then “took a new depth and meaning for
me. It no longer resembles a sexist parable;
rather it seemed to capture the essence of
painful relationships, and describe a blue-
print of human suffering the greatest breakup
story ever told... Sita Sings the Blues, a
72-minute feature, would be my salvation”
(Paley, 2005).

Figure 1 : Source Image: Sita Sings the Blues

www.pintinterest.com
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“Sita Sings the Blues” features three
Indonesian shadow puppets that engage
in playful disputes while providing
satirical commentary on the storyline, akin
to a Greek chorus. The highlight of the
film is the inclusion of Annette Hanshaw’s
1920s and 1930s jazz blues songs, which
echoes Sita and Paley’s experiences and
emotions. The chosen songs effectively
highlight gender disparities and offer a
woman’s perspective on her circumstances,
as the film spans several timelines and
cultures. The Indonesian shadow puppets
as narrators narrate the tale conversatio-
nally. They comment on the originality of
when Ramayana was written and where it
took place. As Vibha Shetiya (2015, para
4) comments:

be true”.... questioning the Ramayana, an
unfortunate and ironic matter given that
fluidity and mutability are what define the
story (Shetiya, 2015).

In the film, puppets use satire to explore
character motivations and the impact of
myths on life. They recount Ram’s exile
and Sita’s choice to follow him, then shift
to Paley’s husband leaving for a six-month
assignment in India. Sita’s abduction and
hope for Ram’s rescue parallel Paley’s longing
for her husband. The emotional distance
between Paley and her husband reflects
Ram and Sita’s reunion after Ravan’s defeat,
highlighting doubts in their relationship.
Ram questions Sita’s virtue and asks her
to undergo agnipariksha:

Ram : The very sight of you is painful.
You are free to go wherever you want. I
have no more use of you Sita.

Sita : If I had known this, I would’ve
killed myself before and spared you this
war. Build me a funeral pyre. I cannot bear
to live. Despite my virtues my husband
has rejected me.

Female Voice 2 : He’s obviously
doubting her umm... Pureness.

Male Voice 1 : I find the whole pureness
thing really odd. (Question Copyright,
2009, 38:25)

Figure-2 : Source Image: Sita Sings the Blues

www.pintinterest.com

Paley shows the complexity of the
Ramayana without actually telling it: the
three narrators... reflect the “fluidity” of the
story when they “recall” the same event
differently and mix up names of people
and places; they reflect the “historicity” of
the story when they speak of places such
as Rama’s birth place, Ayodhya, “which
exists even today therefore the story must Figure 3: Source Image: Sita Sings the Blues

www.epicsofindiavk.blogspot.com
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In addition to the veneration of Hindu
divinities, epics, and myths the notion of
women’s chastity and purity has been deeply
ingrained in the collective consciousness
and identity of the nation (Banerjee,
2006). The concept of purity, often valued
in women, is a social construct. Sita’s self-
sacrifice, or agnipariksha, showcases her
devotion to Ram, elevating her status
among Indian women. However, this
focus on purity places a heavy burden on
women to emulate her virtue. The puppets
satirically discuss the ethicality of the
‘purity’ test and question whether any
woman should endure such scrutiny.
When Sita emerges from the flames unhar-
med, Ram, who had doubts, is convinced
and remarks, “Oops, I guess you were
pure” (Question Copyright, 2009, 43:18).
Later, after Sita’s pregnancy is revealed,
Ram exiles her due to suspicions, promp-
ting the puppets to voice the audience’s
concerns about his decision:

Male Voice 1 : I think basically as a
king he had to sort of do if the common
man was doing that to their wives. Why
would the king treat his wife any
differently kind of a thing?

Female Voice 2 (interjecting) : I felt
that he always had this element of doubt.
I mean it, it coupled with of course his,
his virtue. You know that everybody spoke
of and he kept his word to his dad and
then his subjects. But I felt he always had
this doubt that she might not be pure
(Question Copyright, 2009, 56:10).

Judith Butler opines that a person’s gen-
der is formed by their repeated expression
of it. Sita accepting the coldness from her
husband and letting herself be treated like
trash till this point defines this repetitive
submissiveness. This inequality comes

into being because an “individual’s gender
is not only a part of who they are, but,
more essentially, it is something they do,
and do recurrently, in connection with
others” (West & Zimmerman, 1987). More
importantly, what is always on display is
our gender. Our performance is what
classifies a particular gender. Based on our
actions we are classified as man/woman.
As Butler (1988) points out that “Gender
is instituted through the stylization of the
body and, hence, must be understood as
the mundane way in which bodily
gestures, movements, and enactments of
various kinds constitute the illusion of an
abiding gendered self” (p. 519). When Sita
realises that Ram has banished her, she
literally cries a river. The frame shifts to
Brooklyn where the animated Paley begs
her husband to take her back. The ideali-
zation of unwavering loyalty to husbands,
viewing them as infallible or ‘pati parme-

shwar’, persists in contemporary society,
influencing our expressions of gender
roles.

Figure 4 : Source Image: Sita Sings the Blues

www.shadowdistribution.com

She calls him and cries “Please take
me back. Please. Please. I’ll do anything.
Please” (Question Copyright, 2009, 1:07:00).
These two scenes-abandonment, loneli-
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ness and begging to be taken back speak
many things. It is only a woman who does
all the begging, is shown submissive, and
is made to face the brunt of society? Has
a man ever begged to be taken back?
Animated Paley begging her husband
makes the puppet comment:

Male Voice 3 : If you had a girlfriend
who was being treated really badly by like
her ex- or like her current boyfriend or
whatever ... Aren’t you gonna turn out and
say “Listen he doesn’t like you or talk to
you so move on. Something is wrong”
(Question Copyright, 2009, 1:07:05).

Analysing Sita’s reverence for Ram,
they also indicate and condemn Sita’s part
too in putting up with such behaviour with
unquestioning devotion, which is a virtue
considered in patriarchy stating “That’s
her mistake” (Question Copyright, 2009,
1:07:49). Through a scene of Luv Kush
singing, Paley criticizes Ram for treating
Sita in such a harsh manner not so subtly
and shreds his “divine virtue”. The song
starts with praises of Ram and quickly
descends to mock his pride in kingship:

Rama’s just, Rama’s right, Rama’s our
guiding light

Perfect man, Perfect son, Rama’s
loved by everyone

Always right never wrong we praise
Rama in this song

Sing his love, sing his praise, Rama
set his wife ablaze

Got her home, kicked her out to allay
his people’s doubt

Rama’s wise, Rama’s just, Rama does
what Rama must

Duty first Sita last, Rama’s reign is
unsurpassed!

(Question Copyright, 2009, 1:05:14)

Sarcastically these lines sheds light on
a poignant truth about Ram that for him
being the perfect son and perfect king
came foremost. The songs echo Paley’s
yearning for her husband and longing for
his return and accept her back. In the end,
when Ram comes across Luv and Kush,
he wants to take them back. But when Sita
enters the scene, he is surprised to see her
and one of the puppets comments, “He still
hasn’t thought about taking her back”
(Question Copyright, 2009, 1:11:27). Ram
confused and hesitant ultimately wants her
to prove her purity again so that he can
validate her to his sceptical subjects:

Ram : Sita. Yes, well of course, Sita.
Uh! All Sita has to do is prove her purity.
Again. Another trial by fire. Perhaps. Or
we could try trial by water. You know see
if she sinks or floats. If she sinks she is
pure. If she floats … No wait. If she floats
she is pure. If she sinks… (Question
Copyright, 2009, 1:11:28).

Filled with sorrow at her husband’s
lingering distrust, she realizes she no
longer has a place in his life. Acknowled-
ging that her constant compliance has led
him to take her for granted, she refuses to
entertain him any longer. Seeking freedom,
Sita ultimately returns to Mother Earth,

Figure 6: Source Image: Rama Praise Song

from Sita Sings the Blues www.youtube.com
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liberating herself from the constraints of
her relationships, especially with her
husband.

The scene next shifts to New York
where we see the animated Paley happy,
having moved on from her pain of failed
marriage, now a working woman, having
an identity of her own and working on a
new endeavour. Paley thus through her
cartoonish sketches, narration and songs
tries to revisit the male-dominated narrative
of The Ramayana. Her perspective is
different. Finding a resonance with Sita’s
life, she gives birth to her version of The
Ramayana.
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Don DeLillo, an eminent American
postmodern writer, whose literary works
are known for unravelling the contemporary
traits of society such as mass culture, hybri-
dity, scientific developments, technology,
nuclear threats, paranoia, pop culture and
many others. He is also dissident about
the evolution of technology, materialistic
life, capitalism, consumerism, media and
other postmodern elements.

Postmodernism was an artistic movement
that began after World War II, initially in
architecture, but later passed into litera-
ture, culture, films, philosophies, music,
and many other trends. There are myriads
of culture in the postmodern society such
as LGBT community, pop culture, counter
culture, drug culture, cyberpunk culture
and many others, which are hybrid and
also scientifically advanced.

The term postmodernism was first
used by Arnold Toynbee in 1947, who
critiqued about the western society and its
culture. Postmodernism render multiple
meanings and concepts, rather than relying
on a single idea or concept. Many postmodern
works reflect the impact of World War II

and postmodern society and its drastic
changes on individuals and society.

The characteristics of postmodern
literature are metafiction, irony, black humor,
historiographic metafiction, pastiche, magical
realism, paranoia, minimalism, maximalism,
cyberpunk, technoculture and hypereality.
There is neither an ideal truth nor universa-
lity in postmodernism, as it embrace disorder
and decentralization. Hence, Jean Francois
Lyotard defines postmodern in his book
The Postmodern Condition: A Report on

Knowledge as “incredulity toward meta-
narratives” (Lyotard, xxiv). The World
Wars have created paranoia, anxiety and
depression, which become the themes of
postmodern discourses.

White Noise is DeLillo’s eighth novel
and also considered to be his magnum
opus, published in 1985. A classic and
quintessential postmodern novel that won
U. S. National Book Award in 1985, laden
with labyrinth of postmodern themes:
death, mass consumption, hyperreality,
impact of mass media, fear, family life,
and technology. This novel established
DeLillo to be an acclaimed postmodern
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writer, for critiquing the postmodern
condition of America.

The author has portrayed the post-
modern life through the family members
of Gladney and their anxiety throughout
the novel. The protagonist Jack Gladney
lives with his fifth wife Babette and they
have six children from different marriages.
Similarly Babette has been married two
times but divorced her husbands. Both of
them live happily along with their children
Heinrich Gerhardt, Denise, Steffie, Wilder,
Bee, Mary Alice and Eugene.

In this novel, DeLillo depicts how fear
manifests into anxiety, through the prota-
gonist. A rail car derails and crashes in
Blacksmith town, which causes the
chemical spill of Nyodene Derivative into
air and forms “A black billowing cloud”
(111). Jack’s son Heinrich informs him
about this collision but Jack ignores it.
Nonetheless, the news about the toxic
impact of airborne chemical spread
everywhere and the government asks for
evacuation.

Heinrich insists about the evacuation
but Jack remains convinced that it will
cause no harm. He states that “It’s
perfectly calm and still today. And when
there’s a wind at this time of year, it blows
that way, not this way” (109). Despite
being informed that “thirty-five thousand
gallons” (111) of Nyodene Derivative
contaminated the cloud, Jack disregards
the information as it causes him anxiety.
He adds that “These things happen to poor
people who live in expose areas. Society
is set up in such a way that it’s the poor
and the uneducated who suffer the main
impact of natural and man-made disasters”
(112).

Jack Gladney is exposed to Nyodene
D for two and half minutes during
evacuation and fears that it will cause him
health complications and death. He states
that the disaster is “made in the laboratory,
defined and measurable” (124). In the
evacuation center, the data analyst access
Jack’s profile and medical history from the
government server and aggravates his
anxiety:

He made a silencing gesture as if
something of particular morbid interest
was appearing on the screen. I wonde-
red what he meant when he said he’d
tapped into my history. Where was it
located exactly? Some state or federal
agency, some insurance company or
credit firm or medical clearinghouse?
What history was he referring to? I’d
told him some basic things. Height,
weight, childhood diseases. What else
did he know? Did he know about my
wives, my involvement with Hitler, my
dreams and fears? (135)

Jack feels uncomfortable in accessing
his domestic information and fears that
such technology will ruin his peaceful-
ness.

Jack wants his medical history to be
confidential. This is because Jack fears
that such news can harm the peacefulness
of his family. This is a typical postmodern
condition of a society, in which people’s
data remain public and are able to access
it by anyone using technologies. In post-
modern life, there is lack of privacy in
people’s domestic life. Hence Butler says
“we are on the point of entering a new
era, one characterized by the way that
technology can remake the human body
and the world” (Butler, 167).

DeLillo is vociferous about the
technological innovations in the present
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society. Though it eases the life, still
technology jeopardizes the course of
nature and living. Malpas asserts that
“Technology, and its capacity to disrupt
humanist ideas of the self-identical
subject, has variously been presented as a
threat and an opportunity” (Malpas, 75).
The chief traits about the technology is
that it invades a person’s domestic life and
create pandemic. Jack Gladney is unable
to adapt to this new society as he fears
that technology will manipulate his family
and other people’s emotions, even during
death time. DeLillo contemplates it
through Jack:

It is when death is rendered graphi-
cally, is televised so to speak, that you
sense an eerie separation between your
condition and yourself. A network of
symbols has been introduced, an entire
awesome technology wrested from the
gods. It makes you feel like a stranger

in your own dying. (137)

Besides, Jack’s anxiety for death has
also exaggerated his imagination that the
chemical spill will remain in his body
forever, even after his death. He strongly
believes that at any point in his life time,
he will face death but Nyodene D will
make his death sooner than the usual time
to die. He says that:

That little breath of Nyodene has
planted a death in my body. It is now
official, according to the computer.
I’ve got death inside me. It’s just a
question of whether or not I can outlive
it. It has a life span of its own. Thirty
years. Even if it doesn’t kill me in a
direct way, it will probably outlive me
in my own body. I could die in a plane
crash and the Nyodene D. would be
thriving as my remains were laid to

rest. (144)

Due to the recurring thoughts on
death, Jack experiences “Déjà vu” (114).
It is a weird experience in which one feels
like seeing the future events. Heinrich says
that exposure to the chemical Nyodene D
“could cause a person to experience a
sense of déjà vu” (122) as Jack’s daughter
Steffie says that “I saw all this before”
(122). Jack asserts that the dramatization
about the impact of Nyodene D, through
radio news, could have influenced Steffie
to misinterpret the meaning of déjà vu,
only to control his emotions.

Jack knows that he has anxiety for
death and is unable to control his emotions
over the fear for death. The only thing that
comforts Jack is his family members as
they alleviate him from anxiety. He says:
“I wanted to be near the children, watch
them sleep. Watching children sleep
makes me feel devout, part of a spiritual
system. It is the closest I can come to God”
(141). Boxall critiques this as “Gladney,
as narrator and character, seeks immersion
in the empty time of his narrative as an
antidote to his fear of death, or as an
antidote to death itself” (Boxall, 111) in
his books Don DeLillo The Possibility of

Fiction.

In postmodern age, anxiety has
become omnipresent. It is because the
lifestyle in postmodern age is materialistic.
When such materialistic life do not meet
the required needs, anxiety paves in.
Materialism becomes a significant aspect
in postmodern age. It is because money
becomes a deciding factor in a person’s
status. As money and materialistic life
coexists together in the postmodern society,
the rise of capitalism and rapid consumption
have become unstoppable. Lyotard defines
that “the status of knowledge is altered as



313
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

societies enter what is known as the post-
industrial age and cultures enter what is
known as the postmodern age” (Lyotard, 3).

The capitalism in postmodern age has
created anxiety rather than a comfortable
life. In postmodern age, the gap between
rich and poor gets larger. People want to
earn money. So whenever people started
losing someone or something in their life,
especially money, anxiety prevails in their
life. It results in survival of life, rather than
living it. Thus, money becomes a key factor.
In this novel, Jack Gladney claims himself
to be an expertise in Hitler studies, but
doesn’t know anything about it. Despite
that, Jack continues to be an imposter
because he want to survive.

From twentieth century onwards,
scientific developments paved way for an
easy and comfortable life. But the World
Wars have made people to distrust science
and its inventions, especially after the
nuclear bombing of Hiroshima and Naga-
saki. Nuclear sciences have aggravated the
anxiety about the end of world, which is
reflected by DeLillo and other novelists
in their works. Hence Chris Butler
concludes that “postmodernist analysis is
an attack on authority and reliability”
(Butler, 110) in his book Postmodernism:

A Very Short Introduction.

DeLillo concludes that “The greater
the scientific advance, the more primitive
of fear” (154). This is because science is
used more for destruction purposes, rather
than protecting the world. Hence, Jack and
Babette started having anxiety after the
derailment of tank car. It is a man-made
disaster which caused contamination of
Nyodene D in air. But people’s survival
instincts aggravated, when media dramatizes
the news subjectively. Shaw contemplates
this in her book Technoculture: The Key

Concepts as “a profound anxiety with
regard to the pervasive inûuence of the
media” (Shaw, 18).
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The meaning of disability has evolved
into different layers since the advocacy of
Disability studies in the 1980s. The mono-
chromatic synonym of disability revealed
its vicissitudes when studied in the light
of society, culture, literature, etc. It took a
deviant step aside from the narrowed
terminology of medicine. The impact it
created in the various fields of study and
the scope of disability studies has widened
since then. Even though the predicament
of people with disabilities has been
addressed vehemently, the perception of
society towards a disabled person has not
undergone a major shift. The tendency of
dichotomous thinking and the general
trend of ableism still flourishes in litera-
ture and society. Celebrated protagonists
without abled bodies in literature and films
are intentionally portrayed to invoke select
affective encounters in readers/viewers
such as empathy, pity, misery, etc. As Ria
Cheyne (2019) opens up the first parag-
raph of her book Disability, Literature,

Genre: Representation and Affect in

Contemporary Fiction,

Disability makes us feel. This is what
guarantees its perpetual representation
in literature, art, film, television pro-
grammes, video games and other forms

of cultural production. Whether it is
encountered in representation or reality,
adhering to one’s own body or someone
else’s, disability evokes and invokes a
host of affective responses that blur the
boundaries between emotion, sensation
and cognition. (p. 1)

Blurring the boundaries of perception
and emotion, the creator of the text
achieves the dimension of proving that
disabled bodies derive a very contrasting
space from normalcy. A fine line of ableist
tendency is highlighted in each text
whether in literature, TV programmes, art,
or films. Through this paper an attempt is
made to point out one such ableist techni-
que used by the writers to attain the
glorification of a character (mostly the
protagonist) by evoking the emotion of
pity or empathy in readers, and the main
focus of the paper would be Charlotte
Bronte’s Jane Eyre.

The infamous statement of Mr. Justice
Holmes that the three generations of
imbeciles were enough, in the Buck V.
Bell, The Test Case for Virginia’s Eugenical
Sterilization Act and the American Eugenics
Movement of late 19 th century had
declared to the world that the defective
people who do not belong to the definition
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of pure and normal should be sterilized
and wiped out from the entire human race.
A society that is believed to be open, modern
and scientifically developed, openly
revealed its disdain towards the disabled
in the 19th century. It not only demonst-
rated the arrogant nation’s hostile attitude
towards disabled individuals but also
revealed the widespread negative percep-
tion of disability among the general popu-
lation. Compared to how women, people
in third-world countries, and lower classes
are positioned as inferior, disabled people
are at the bottom of the social hierarchy.
The claims of excuses that we have
progressed so much in time from the Buck
V. Bell case and the Eugenics Movement
could be easily negated by understanding
the social perception of today’s people
towards people with disabilities by closely
reading the texts produced. “A system of
compulsory able-bodiedness”, as Robert
McRuer (2012) elaborates in his Crip

theory: Cultural Science of Queerness and

Disability, thrust the foundation of a
society and the representation of people
with disability in literature, film, or TV
programmes is simply to invoke the
emotions of the reader/viewer (p. 93).
Contrary to the statement mentioned
above, Wendy L Chrisman (2011), in his
article, “A Reflection on Inspiration:
A Recuperative Call for Emotion in
Disability Studies”, refers to the argument
put forth by Jose Alaniz :

For people with physical, visible
disabilities, these images have arguably
been challenged and, perhaps to some
degree, replaced. José Alaniz, for
example, suggests narratives and
images of disability have moved away
from inspiring fear, pity, and the image
of the “supercrip”, toward awareness,
acceptance, and integration. (p. 173)

The visible drift of people’s attitudes
and emotions towards the disabled (as Jose
Alaniz suggests) has only happened peri-
pherally and the portrayal of the disabled
in the films/literature/ TV programmes is
especially meant to evoke sentiments of
the audience/reader. For instance, the
quadriplegic hero of the bestselling
romance novel Me Before You by Jojo
Mayes (2012), which was later adapted to
a movie with the same name, ends his life
as it is unbearable for him to live in a
wheelchair, leaving behind his lover cum
caretaker affecting readers/viewers
emotionally, or how producers of the TV
reality shows employ sentimental back-
ground score when introducing the
candidate with a disability to enthuse pity
in the audience delineate the ableist
strategy used to highlight the difference
of the abled and disabled subconsciously.
Apart from the affective influence mentioned,
the disabled in the text are intentionally
utilized to glorify a specific character. This
tendency of ableism has been implemen-
ted in many works and this could be
analysed in a large measure in Charlotte
Bronte’s (1992) famous novel Jane Eyre.

The pseudo-morality and hypocrisy of the
Victorian era are indirectly or unconscio-
usly subjected in this novel. The societal
bias that configures power in the hands
of unbeatable males could be interpreted
as being ridiculed in the novel. Disability
plays an important role in the novel and it
also places the plight of the disabled on
the common ground of perspective. The
perspective of the modern American society
of the 19th century which had the conscious-
ness to erase the disabled and consider
them as belonging to the lowest strata of
society, is reflected in every work.
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In genre texts, the disability narratives
and tropes that circulate in wider
culture frequently take on genre-
specific flavours. Thus, when disabled
characters appear in genre texts,
specific expectations about the
possibilities for those characters are
mobilised. Readers of romance, for
example, may anticipate that a disabled
protagonist in a romance novel may be
cured en route to finding true love,
while a reader of crime fiction might
expect that a neurodivergent detective
will have unique insights that will
allow them to crack the case. (p. 29)

As Ria Cheyne (2019) points out in
her work, Disability, Literature, Genre:

Representation and Affect in Contem-

porary Fiction, in romance novels, if a
protagonist is portrayed as disabled, the
readers expect those characters to be cured
and included in normal and finally a love
unification. Readers desire for the disabled
to be rescued from their pathetic state of
being. Nevertheless, this inclination had
a change as mentioned earlier, that an
acceptance of something beyond normal
had been portrayed in works. Even though
the disabled are accepted, there are still
tools for discrimination that deliberately
depict the boundaries between the abled
and the disabled. The treatment of disa-
bility in these works may seem ordinary
but a detailed study of the text will open
up a boundless degree of ableism.

The famous Victorian novel Jane Eyre

has been subjected to various interpre-
tations and analyses. The feminist study
of this text was popularized and widely
discussed after the publication of the work
Madwoman in the Attic: The Woman

Writer and the Nineteenth-Century

Literary Imagination by Susan Gubar and
Sandra Gilbert (2020). This book has also

provided a discussion of a platform for
disability studies. Bertha’s madness and
Rochester’s blindness have been studied
and analyzed deeply. As Lennard J. Davis
(2012) quotes in the forward of the book,
The Madwoman and The Blindman: Jane

Eyre, Discourse, Disability, “In fact, the
surprise one registers after reading all the
chapters comes from wondering how it has
been possible to read Jane Eyre without a
serious consideration of disability.” (p. X).
Unlike the numerous viewpoints analyzed
about disability in this text, the paper focuses
on a single recurring ableist tool that could
be easily identified in this novel. The
characters with disability in the text serve
the purpose of glorifying another character
by instilling emotional reactions in the
reader. This ableist tool enhances the
emotional quotient defining a fine line of
abled/disabled bodies.

The macho hero of the novel, Mr.
Edward Rochester has the commanding
and the authoritative voice at the Thornfield.
Being the master of the huge house, he
has several servants in control, little Adele
as a ward as well as admiration of suitable
young ladies who have the secret intention
of marrying him. Giving orders, through-
out the novel, he is portrayed as powerful
except for the last part. His very own
dialogue,

Of course: that is the established
answer. Go into the library-I mean, if
you please.- (Excuse my tone of
command; I am used to say, ‘Do this,’
and it is done: I cannot alter my
customary habits for one new inmate.)-
Go, then, into the library; take a candle
with you; leave the door open; sit down
to the piano, and play a tune. (p. 121)

Jane Eyre acquiesces to every demand
put forth by Mr. Rochester and is happy
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to be useful to her master which paves the
way for her falling in love with him later.
Reading the novel through the eyes of
Jane, the reader is assured of Jane’s chara-
cter and plain looks. But this Victorian
heroine extracts the praise of the reader
in the final chapters after he “is now
helpless, indeed blind and a cripple”
(p. 435). The courageous protagonist,
despite her love for him, refuses to marry
Mr. Rochester when she finds out he has
another wife but later comes back for him
and accepts him willingly with all his
disability. As the disabled Rochester is
well aware of his predicament and the
huge fortune she owns, he underlines his
disability when he proposes to Jane to
marry him,

A poor blind man, whom you will
have to lead about by the hand?”

“Yes, sir.”

“A crippled man, twenty years older
than you, whom you will have to wait on?”

“Yes, sir.”

“Truly, Jane?”

“Most truly, sir.” (p. 451)

Their conversation and especially
Jane’s response elate the minds of the
readers whose desire is to see the lovers
unified. Peripherally it may seem ordinary
since the climax is well attuned and as
expected of the romance novel but looking
closely, Charlotte Bronte has very well
established the glorification of this
Victorian heroine making her readily
accept the crippled and blind Rochester.
Specifically when everything favours her,
as she is enormously rich, abled, and
educated, this decision enthuses the affective
encounters of the reader which finally
channelizes to the character’s dignifica-

tion and ennoblement which in turn uplifts
the reader’s admiration of the character.
This ableist tool elaborates on the position
of the disabled in the social hierarchy and
also cements the power of the unattractive
heroine who challenges Victorian hypocrisy.

The main focus of the text Jane Eyre

is the mysterious element kept alive by the
secret wife Bertha. The downfall of the
powerful Rochester happens because of
this mentally disabled character. When the
innkeeper shares Rochester’s unfortunate
incident with Jane, she seems relieved as
she thought something worse had happened
to Rochester, and expresses her feelings
to the readers. “I had dread worse. I had
dread he was mad” (p. 434), announcing
that a mental disorder is worse than death.
The attitude of the writer, the protagonist,
and the text towards disability (mental or
physical) is set in this dialogue as it nods
to the definite boundary of abled/disabled.
And when Jane agrees to marry Rochester
it affirms her power and authority. The
reason she denies the perfect, handsome
St. John for a blind, crippled Rochester
could be viewed in this light. She refuses
to accompany St. John under his authority
to India, instead, she decides to marry the
disabled Rochester to attain power and
control. The pity of the reader towards
Rochester who suffered due to his secret
wife takes a double admiration for Jane
Eyre when she accepts him.

Within the underlying pretext of a
romance novel and clutching on to the
noble concepts of love and sacrifice
Bronte’s work Jane Eyre becomes an
extolled literary work that had moved the
hearts of hundreds but when scrutinized
in the view of disability framework, the
text clearly articulates various shades of
ableism.
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As disability studies carved their way
into the literary canon, the perspective, the
understanding and the angle in which a
text is viewed took a turn around. Most
sought-after works became disarrayed and
dishevelled in the ableist tendencies port-
rayed. Even in the 21st century, the plight
and the position of the disabled in the
social, cultural, and literary scenario have
not witnessed a drastic transformation.
Like the mute consent of mass consciousness
to the Eugenics movement of sterilization,
the people of this modern society have
their minds cemented in ableism, despite
the various research and theories produced
in the field of disability studies.
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Introduction :

Disability is a dynamic concept that
evades fixed definitions. The development
of various models of disability has led to
the rise of heterogeneous understandings
of the term over time. For instance, while
the medical model defined disability as a
pathological defect present within an
individual, the social model focused on
the systemic barriers operating within
societies. However, by focusing mainly on
how built environments favour certain
bodies and minds over others, the social
model failed, to a certain extent, to engage
with the ways in which natural ecosystems
also become disabling spaces.

Recently, scholars working within the
interstices of disability studies and environ-
mental humanities have initiated conversa-
tions on how natural environments transpire
to become both disabled and disabling
expanses. The presence of toxic pollutants
in natural ecosystems has resulted in the
escalation of chronic illnesses and various
disabilities among living beings. Building
upon this fact, the disability theorist Sunaura
Taylor advanced the notion of ‘ecological

disablement’ referring to how contamina-
ted ecosystems drastically alter the “capacities
and functionings of an entity or system
which limits its ability to sustain itself and
others as it previously had” (Othering &
Belonging Institute, 2019, 9:06). Taylor
refers to the present period as an epoch of
disability, a time in which the mass disable-
ment of environments is significantly inter-
connected with the collective disablement
of human beings.

The novel Enmakaje, written by
Ambikasutan Mangad (2009), a prominent
novelist and short story writer from Kerala
and translated into English as Swarga by
J. Devika (2017), is a fictional rendering
of the catastrophic endosulfan disaster that
unfolded in Kasargod, the northern-most
district of Kerala for over two decades.
Through a textual analysis of the novel,
this article seeks to examine how natural
ecosystems become both disabled and
disabling spaces, particularly for indigent
communities. In the present anthropocentric
era, the impact human beings have on the
environment is on the rise. Despite the
knowledge that toxins are perilous to both
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environmental and public health, neo-
liberal forces focus solely on exploiting
natural resources and seeking greater
profits. The study attempts to comprehend
how these anthropogenic influences
instigate the occurrence of mass ecological
disablement, endangering the health and
well-being of both human beings and
natural habitats alike.

Disabled Ecologies and Precarious

Existences :

In 1978, the Plantation Corporation
of Kerala began the impetuous aerial
spraying of endosulfan, a toxic organo-
chlorine insecticide, on over forty-five
thousand hectares of cashew plantations
spread across several Gram Panchayats of
Kasargod district, including Enmakaje.
This mercenary operation, which continued
for over twenty years, resulted in the
deaths of several residents and destroyed
the rich biodiversity of the land. Further-
more, it triggered the rise of various forms
of disabilities, birth deformities, reproduc-
tive issues, and multiple illnesses among
both humans and animals. Although the
pesticide was banned in 2005, the
repercussions of its utilisation were far-
reaching. Through his literary creation,
Mangad seamlessly blends these real-life
incidents with fictitious elements,
throwing light upon the adversities that
befell the village of Swarga, an isolated
hamlet in Enmakaje.

The narrative unfolds through the
eyes of the novel’s protagonists, Neela-
kantan and Devayani, whose sequestered
life amidst the dense forests of Swarga
becomes disturbed when Devayani brings
home an orphaned child covered with
festering sores. They learn that the child is
around seven years old but looks younger
because his growth has been stunted. This
harrowing image of the child becomes one

of the first manifestations of the ecological
calamity that had been transpiring in
Swarga.

Subsequently, Neelakantan observes
several children suffering from strange, irre-
mediable illnesses, including Bhagya-
lakshmi, whose tongue protruded from her
mouth, another young girl whose head was
bigger than her body, as well as a twenty-
six-year-old boy named Anwar, who
appears to be only twelve, with long, thin
octopus-like fingers. Bhagyalakshmi’s
father, Sivappa, reveals that all twenty-
seven homes in their immediate surroun-
dings had both adults and children who
were suffering from various ailments. The
land was overflowing with deformed human
bodies, emphasising the fact that “disability
is not an individual condition but co-exists
in relation to the environment” (Long,
2020, p. 43).

The poison’s lethal effects also affect
the permanence of non-human lifeforms
in the region. The lizards, fishes, frogs,
snakes, cockroaches, crows and bees that
prevailed in and around the land and
waters of Swarga have all ceased to exist.
Furthermore, the water in the Kodangiri
canal has become severely contaminated,
resulting in the proliferation of multiple
illnesses. As Jayarajan, an eco-activist,
affirms in the novel, “this poison has spread
everywhere – in air and water and soil’”
(Mangad, 2009/2017, p. 172). The idea
of ‘disabled ecologies’ propounded by
Taylor to denote “the material and cultural
ways disability is manifested and produced
between and among human and nonhuman
entities” (Othering & Belonging Institute,
2019, 5:53) resonates discernibly in
Mangad’s work through the gruesome
imagery of disfigured bodies and deci-
mated land, transforming Swarga into a
crippled ecological landscape.
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Moreover, the disastrous consequences
of pesticide toxicity foreground the ‘slow
violence’ that was unleashed upon the land
for over two decades. Rob Nixon (2011),
the environmental theorist, defines slow
violence as “violence of delayed destruction
that is dispersed across time and space ...
unfolding over years, decades, and even
centuries” (pp. 2-3). He opines that slow
violence benefits the affluent populace
while the risk shifts to indigent commu-
nities because the invisible nature of slow
violence combined with the hidden dimen-
sions of their poverty exacerbates the
plight of the deprived. Concurrently, the
profits shift back to the opulent sponsors
who live in distant lands and will never
have to face the long-drawn effects of the
pesticide. Evidently, in the novel, the victims
who are gravely affected by the prolifera-
tion of the toxin are forest dwellers whose
sustenance depends on natural resources
such as honey. The residents of Swarga
also discover that the hazardous levels of
endosulfan present around them can contami-
nate the soil for over fifty years, eliciting
indomitable mutations in the DNA structures
of the natives over several generations.
These findings rightly point out that toxic
environments not only affect the viability
of life during the present age but also “have
transgenerational impacts, rendering the
entire land uninhabitable for future gene-
rations” (Dwivedi, 2022, p. 21).

Neelakantan comes to know that the
source of the ecological maelstrom lies in
the incessant aerial spraying of the toxic
endosulfan by the Plantation Corporation
of Kerala on acres of cashew plantations.
The Corporation claims that the spraying
is done to kill the tea mosquitoes that infest
the plantations, which, in turn, drastically
impacts the production of cashews. How-

ever, in reality, the magnitude of the level
of ecological disablement perceived in the
land of Swarga has been the result of the
reciprocal agreement formed between
multinational companies and governmental
authorities who have reaped enormous
benefits for espousing products such as
endosulfan, oblivious to its ramifications.
Consequently, as their medical practitioner,
Dr. Arun Kumar, reveals, every home in
Swarga has a patient, which includes not
just children but people of all ages. With
great anguish, he expresses his helpless-
ness in treating them as none of the
medicines prove to be effective against the
grave toxicant that has become a curse to
their land, leading to the death of many.
Mathew J. C. Cella (2013) claims that
“negotiating a ‘habitable body’ and a
‘habitable world’ go hand in hand” (p.
575). This is undeniably an elusive dream
for the inhabitants of Swarga, as the toxic
contaminant has made their land too hostile
to support and sustain all forms of life.

Alarmed by the ensuing horrors,
Neelakantan shares his anguish with
Devayani, vociferating that “‘This is not
Swarga – heaven – Devi, this is Naraka –
hell’” (Mangad, 2009/2017, p. 89).
Therefore, the title of the novel ‘Swarga,’
which signifies ‘heaven,’ indubitably emerges
as an ironic choice by way of which Mangad
discards the idea that the problem of
disability lies within the individual and
instead highlights how disability spreads
trans-corporeally through contaminated
landscapes.

The native people who advocated for
a ban on the pesticide are silenced and
thwarted by the authorities even when the
number of individuals suffering from
physical impairments, mental illnesses,
cancer, skin conditions and epilepsy
proliferated. The state-sponsored violence
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reaches its zenith when both Neelakantan
and Devayani are brutally beaten up, and
Jayarajan is shockingly murdered. Mangad
concludes his novel with an image of
Neelakantan and Devayani seeking refuge
in a cave, disheartened by their inability
to revive their toxic land and its people.
Consequently, the entire ecosystem of
Swarga and its neighbouring lands lead a
life of precarity, owing to the hazardous
usage of the toxin, which transforms the
heaven that the land once was into a living
and breathing hell.

Conclusion :

The novel vividly portrays the extent
of mass ecological disablement unleashed
upon the land and its inhabitants,
particularly the marginalised populace. As
observed through the novel, it is mainly
the deprived forest dwellers living at the
peripheries whose lives are put at risk
because of the mercenary practices of
neoliberal forces. Hence, Taylor’s notion
of ‘ecological disablement,’ which affects
an entity’s capability to sustain itself as it
had done formerly, finds expression in the
novel, in which Mangad delineates how
pesticide poisoning impacts human health
and biological diversity. The webs of
disability that are thus created transform
the land of Swarga into a disabled ecology
as reflected in its diseased and disappearing
life forms. This underscores the fact that
the disablement of environments is
significantly interconnected with the
communal disablement of human beings,
as the precarious human body becomes
intermeshed with the toxic environment
it inhabits.

The Endosulfan Tragedy of Kerala
draws parallels with several other anthro-
pogenic ecological disasters, including the
Bhopal Gas Tragedy of 1984 and the
Chernobyl Nuclear Disaster of 1986,
pointing to how, in the present age, similar
catastrophes have no longer become
uncommon occurrences. Hence, the
relevance of the novel transcends its
primary locale, becoming synecdochic for
comprehending and condemning human-
induced environmental calamities on a
global level.
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efnboer meeefnlÙe ceW mebleeW keâer keeCeer Skeb Gvekeâe peerkeve oMe&ve
[e@Ê Øesce efkeâMeesj efceße Gpee}e eflekeejer
MeesOe efveoxMekeâ, keeÅe efkeYeeie MeesOe-Úe$ee, keeÅe efkeYeeie
mebieerle Skeb cebÛe keâ}e mebkeâeÙe mebieerle Skeb cebÛe keâ}e mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer

ØeefkeefOe :

Fme MeesOe he$e kesâ ef}S efÉleerÙekeâ ceeOÙeceeW mes
meneÙelee }er ieF& nw~

ØeeÛeerve keâe} ceW meble Meyo efkeefMe<š kÙeefòeâ mes
mebyebefOele Lee pees efkeâmeer efkeÛeej Oeeje, Yeekevee mes mebyebefOele
nesles Les~ hejbleg kele&ceeve ceW meble Meyo keâe ØeÙeesie meeOeg,
Yeòeâ, meppeve Deeefo keâes mebyeesefOele keâjves kesâ ef}S
efkeâÙee pee jne nw~ efnboer meeefnlÙe ceW meble Meyo meiegCe,
efveie&gCe, metheâer leLee DevÙe meYeer cenelceeDeeW kesâ ef}S
ØeÙeesie efkeâÙee ieÙee nw~ Dele: meble Meyo keâe ØeÙeesie
efkeefYeVe ™heeW ceW neslee nw~ pees ceveg<Ùe Deš} melÙe keâes
mecePe Ûegkeâe nw leLee Gmekesâ Øeeefhle kesâ ef}S ØeÙeemejle nw
kener meble keân}elee nw~

meblees kesâ }#eCe :

ØeeÙe: meYeer efkeÉeveeW ves meblees kesâ }#eCe hej Dehevee
meeceeve cele Øemlegle efkeâÙee nw efkeÉeveeW kesâ celeeW keâe meej
Ùen nw efkeâ meble Fme mebmeej kesâ iegCe, ceeÙee mes efkejòeâ
neskeâj Deheveer Deelcee kesâ Gæej nsleg keâce& keâjves }ieles
nQ~ meble Éeje Gvekesâ peerkeve ceW GheefmLele meYeer }esieeW kesâ
meeLe Skeâ-meceeve kÙekenej efkeâÙee peelee nw~ ken Yeiekeeve
Yepeve ceW }erve jnles nQ~ ken Deheves meYeer DeÛÚs-yegjs
keâceeX keâe Dehe&Ce Yeiekeeve kesâ ÛejCeeW ceW keâjles nQ~ efkeâmeer
Yeer Øekeâej keâer meebmeeefjkeâ ceesn-ceeÙee, megKe-KegMeer, og:Ke,
cecelee Deeefo Gvekeâes ØeYeeefkele veneR keâjleer nw~ otmejeW kesâ

efnle kesâ ef}S ken Deheves ØeeCe lÙeeie kesâ ef}S Yeer lewÙeej
jnles nQ~ Ùen hetje efkeÕe ner Gvekeâe Iej neslee nw~ ken
efkeâmeer Yeer FÛÚe Ùee keâecevee ceW Kego keâes veneR yeebOeles nQ
keâyeerj keânles nQ-

‘‘keâyeerj ceeÙee ceesnveer, pewmes efce"er KeebÌ[
meleieg® keâer efkeâjhee YeF&, veneR lees keâjleer Yeeb[’’

ieewlece mce=efle ceW meble kesâ cegKÙe Dee" iegCe yeleeS
ieS nQ-

1. oÙee 5. DeveeÙeeme

2. #ecee 6. cebie}

3. DevegmetÙee 7. Dekeâehe&CÙe

4. MeewÛe 8. Demhe=ne~

mebleeW keâer ef›eâÙeeSb, ieefle, efkeÕeeme ØeeÙe: meeceevÙe
peveeW, mebmeej kesâ ieefleÙeeW, efkeÕeeme mes Øeeflekeât} nesleer nw~
meeceevÙe mebmeej efpemes megKe mecePelee nw, meble Gmes
DeefYeMeehe ceeveles nQ~ mebmeej efpeve ceesn-ceeÙee kesâ yebOeve
ceW KegMeer-KegMeer yebOe peelee nw, meble Gve yebOeveeW keâe
Deheveer FÛÚe mes lÙeeie keâj osles nQ~ meeOeejCe mebmeejer
ce=lÙeg kesâ Deveblej cegefòeâ keâe mkehve osKeelee nw~ hej meble
ce=lÙeg kesâ Deveblej Øeehle nesves kee}er cegefòeâ hej efkeÕeeme
veneR keâjlee nw, keäÙeeWefkeâ ken peerkeve cegefòeâ ceW DeemLee
jKelee nw~

mebleeW keâer Yeekevee Meeble nesleer nw~ Fvekesâ jnve-
menve keâe lejerkeâe mebmeej mes he=Lekeâ neslee nw~ meble meowke
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yeÇÿeeDeevebo ceW efveceive jnles nQ~ Fmeer Deevebo mes kes
Gu}eefmele jnles nQ~ ken keâece Yeekevee mes otj neskeâj
Meeble Yeekevee ceW peerles nQ~ Deceerj Ùee iejerye mes efkeâmeer Yeer
Øekeâej keâer yeveer ngF& yeeleW veneR keâjles~ Fme mebmeej ceW ve
ner meble efkeâmeer mes Øesce jKeles nQ ve ner yewj keâer Yeekevee~

‘‘meble he}št meeefnye keâe keâLeve nw, efkeâ keemleke ceW
kener meble nw pees nefj keâer ÛeÛee& keâjlee, DeLekee Skeâeble ceW
jnkeâj F&Õej keâe mcejCe keâjlee nw~ mebleeW keâer jnveer Fme
yeele keâe Åeeslekeâ nw efkeâ nefj keâe mcejCe Skeâeble Skeb Meeble
keeleekejCe ceW ner mebYeke nw, DevÙeLee veneR~’’2

meblees ves Deheveer Fmeer Yeekevee kesâ heâ}mke™he efkeefYeVe
#es$e ceW Dehevee Ùeesieoeve oskeâj meYeer kesâ efnle kesâ yeejs ceW
yeele keâner nw~

meke&ØeLece mebleeW ves meeceeefpekeâ efnle ceW keCe& kÙekemLee
keâe efkejesOe keâjles ngS ØeeÙe: Ùen yeleeÙee nw efkeâ F&Õej keâer
jÛevee ner nw,pees Øeke=âefle ke ceveg<Ùe kesâ ™he ceW heefj}ef#ele
nesleer nw~ F&Õej ves FvnW ceveg<Ùe yeveekeâj Yespee nw, keCe& ke
peeefle keâe yebOeve lees meceepe Éeje }ieeÙee peelee nw,
F&Õej Éeje veneR~ meceepe ves ceeveke peeefle keâes Ûeej keCeeX
yeÇeÿeCe, #eef$eÙe, kewMÙe ke Metõ ceW efkeYeeefpele efkeâÙee nw~
yeÇeÿeCe keâes efMe#ekeâ o}, #eef$eÙeeW keâes j#ekeâ o},
kewMÙe keâes Glheeokeâ o} ke Metõ keâes meskekeâ o} keâer
meb%ee oer ieF&~ Ùes peeefle ke keCe& kÙekemLee ØeejbYe ceW keâeÙe&
DeeOeeefjle Leer, hejbleg meceepe heefjkele&ve, keâe} heefjkele&ve
kesâ meeLe FmeceW kegâjerefleÙeeb Meeefce} nesleer ieF& Deewj Ùes
kÙekemLee pevce DeeOeeefjle nes ieF&~ Fmeef}S mebleeW ves
yeleeÙee efkeâ F&Õej ves keâesF& Yeso veneR efkeâÙee, Ùes meceepe
keâer osve nw, F&Õej kesâ Iej mes meye Skeâ Øekeâej mes ner
Deeles nQ leLee keeheme peeves keâe jemlee Yeer meceeve ner
neslee nw~

mkeeceer jeceevebo kesâ Devegmeej :

‘‘peeefle-heeefle hetÚw veneR keâesF&~
nefj keâes Yepes mees nefj keâew nesF&~’’3

efheâj GvneWves meceepe efnle ceW ner DeLeexheepe&ve kesâ
YesoYeeke keâe efkejesOe DeØelÙe#e ™he mes efkeâÙee~

yeveekešer kes<e-Yet<ee keâe efkejesOe keâjles ngS meblees ves keâne
efkeâ-

‘‘ceve ve jbieeÙes-jbieeÙes peesieer keâheÌ[e~
Deemeve ceeefj cebefoj ceW yew"s, yeÇÿe ÚeefÌ[ hetpeve }eies heLeje~

keâvekee heâÌ[eÙe peškee yeÌ{ke}s, oeÌ{er yeÌ{eÙe peesieer
nesF& ieF}s yekeâje~

pebie} peeÙe peesieer OegefveÙee jcew}s, keâece pejeÙe peesieer
nesÙe ieF&}s nerpeje~~

ceLekee cegb[eÙe peesieer keâheÌ[e jbieF}s, ieerlee yeebÛe kesâ
nesF& ieF}s }yeje~

keânneR keâyeerj megvees YeeF& meeOees, pece ojkeepee yeeBOe}
pewkes hekeâÌ[e~~’’4

Dele: keâyeerj ves Iees<eCee efkeâ keâer kes<e OeejCe kesâ
Ûekeäkeâj ceW ve heÌ[keâj ceve keâes Deheves keMe ceW keâjvee
ØelÙeskeâ kÙeefòeâ keâe cegKÙe keâce& ke keâle&kÙe nw~ meblees keâes
Pet"er Meeve veneR hemebo Leer, FveceW meeoe Keeve-heeve keâer
efkeÛeej Yeekevee efkeÅeceeve Leer~ Fvekesâ jnve-menve Skeb
Keeve-heeve ceW meeoieer Skeb efkeÛeejeW ceW ßes…lee Leer~

Oeeefce&keâ #es$e ceW mebleeW keâe keâeheâer Ùeesieoeve jne nw,
pewmes- Oeeefce&keâ ef›eâÙee-keâ}eheeW keâe Keb[ve, Oeeefce&keâ ef›eâÙee-
keâ}eheeW keâer efvemmeejlee yeleeles ngS mebleeW ves ØecegKe heoeW
keâer jÛevee keâer, efpemeceW Fvekesâ oes ™he efoKeeF& osles nQ~
hen}e efnbogDeeW kesâ Oeeefce&keâ ef›eâÙee-keâ}eheeW keâe Keb[ve
Deewj otmeje cegme}ceeveeW kesâ Oeeefce&keâ ef›eâÙee-keâ}eheeW keâe
Keb[ve~ mebleeW ves yeÇÿe keâer Gheemevee ceW Oece& kesâ yee¢e
Dee[byejeW keâer keâesF& DeekeMÙekeâlee veneR yeleeF& nw~ peneb
mebleeW ves efnbogDeeW kesâ pehe, lehe, cee}e, ÚeÙee, efle}keâ,
leerLe& (mveeve), ke=òe, mebOÙee, ieeÙe$eer Deeefo keâer efveboe
keâer, kener mebleeW ves cegme}ceeveeW kesâ jespee, veceeÌpe, Ìpekeâele,
nÌpe, MesKe Deewj keâeÌpeer Deeefo keâe Yeer efkejesOe efkeâÙee nw~

keâyeerj efnvot meceepe hej efkeÛeej keâjles ngS keânles nQ -

‘‘kesâT-kesâT leerjLe ›ele }heševee, kesâT-kesâT jece efpeve peevee
Depeje Decej Skeâ DemLeevee, leekeâe cejce keâeng efyej}w peevee

peye veneR nesles meyeo ve mkeeob, leye veneR nesles efkeÅee ve yeeob
peye veneR nesles ieg™ ve Ûes}e, iece Deiecew hebLe Dekesâ}e’’5
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ceve-ùoÙe keâer heefke$elee hej ye} osles ngS mebleeW ves
Deheves GheosMeeW ceW ceveg<ÙeeW keâes mkeÙeb kesâ efkekeâejeW keâes otj
keâjves kesâ ef}S Deheves leve ceve Skeb ùoÙe keâes Megæ ke
heefke$e jKeves keâer yeele yele}eF& nw~ meble keâyeerj ves mhe<š
yeele yeleeF& efkeâ peye lekeâ ceve ceW efkekeâej jnles nQ, leye
lekeâ ceveg<Ùe mebmeej mes cegòeâ veneR neslee nw~ Deelcee keâes
Megæ hejcelelke kesâ mke™he keâer Øeeefhle leYeer nesleer nw, peye
ceveg<Ùe kesâ ceve mes meYeer efkekeâej ve<š nes peeles nQ Deewj
Gmekeâe ceve efvece&} nes peelee nw~

‘‘peye }efie ceveefn efkekeâeje,leye }ie veefnb Úgšw mebmeeje~
peye ceve efvece&} keâj peevee, leye efvejce} ceeefnb meceevee~~’’6

pees Ùeesieer ceve ceW pehe, lehe, mebÙece, ›ele, Deemeve
ke efvekeeme keâjlee nw, keâyeerj ves FvneR efkeefMe<šleeDeeW mes
hetCe& Ùeesieer keâes meoeÛeejer Skeb meÛÛee Ùeesieer yeleeÙee nw~

Fmeer Øekeâej mes mebleeW ves efvecve peeefleÙeeW kesâ Glke=â<šlee
kesâ ef}S Yeer ØeÙeeme efkeâÙee efpeveceW GvneWves ceveg<ÙeeW ceW
efkeefMe<š iegCeeW keâes efkekeâefmele keâjves hej cegKÙe ye} efoÙee~

1. efkekeskeâ :

keâyeerj keâe keâLeve nw- keemleefkekeâ ceveg<Ùe kener nw,
efpemeceW efkekeskeâ Skeb efkeÛeej Meefòeâ nw, efpemeceW Ùen
veneR nw, ken kÙeefòeâ heMeg, vejheMeg, ieg®, veeefjheMeg
Skeb kesoheMeg kesâ meceeve nw~

2. ceeveke kesâ meûgCeeW keâe cenlke :

ceveg<Ùe ceW DeeOÙeeeflcekeâ Meefòeâ leYeer efkekeâefmele nesieer
peye GmeceW melÙe, #ecee, Meer}, meblees<e Deeefo
meûgCeeW keâe efkekeâeme nes~

3. ceveg<Ùe ceW Skeâlee ke meceevelee keâe Yeeke :

ceveg<Ùe ceW meyekesâ Øeefle meceevelee keâe Yeeke ke Skeâlee
keâer Yeekevee ner Gvekesâ Gòece Ûeefj$e kesâ efkekeâeme ceW
meneÙelee keâjleer nw~

4. MetõeW keâe Gæej :

Metõ peeefle meskekeâ o} Leer, efpevehej GÛÛe keie&
Éeje yengle Mees<eCe efkeâÙee peelee Lee~ meceepe ceW

GvnW ØecegKe keâeÙeeX pewmes efMe#ee, Yeefòeâ Deeefo mes
kebefÛele jKee ieÙee Lee~ Ùen peeveles ngS Yeer efkeâ
yeÇeÿeCe Deewj Metõ oesveeW ceW Skeâ ner jòeâ Øekeeefnle
neslee nw oesveeW ceW leòkele: keâesF& Yeso veneR nw ~

iejeryeoeme peer Skeâ heo ceW keânles nQ efkeâ -

‘‘keâwmes yeÇeÿeCe keâwmes Megõ~ Skeâw neÌ[ Ûeece meye ieto~~
Skeâw efyevo Skeâ Yeie Éeje~ Skeâw meye Ieš yees}veneje~~’’7

meblees keâe efnboer Yee<ee kesâ #es$e ceW Yeer Ùeesieoeve jne
nw~ YeejleerÙe meble mebmke=âle kesâ efkeÉeve Les hejbleg peve kesâ
efnle kesâ ef}S GvneWves efnboer Yee<ee ceW GheosMe efoS~ Ssmee
keâjves keâe cegKÙe keâejCe pevelee keâe DeefOekeâebMe Yeeie
efnboer keâes mecePeves kee}e nesvee~ Fmeef}S ner GvneWves
Deheves efkeÛeejeW keâe ØekeâšerkeâjCe efnboer Yee<ee ceW GheosMe
kesâ ™he ceW efkeâÙee~ meblees keâes keâF& DevÙe Yee<eeDeeW keâe
%eeve Yeer Lee keäÙeeWefkeâ ken YeÇceCe keâjles jnles Les hejbleg
Gvekesâ GösMÙeeW keâer hetefle& efnboer Yee<ee mes nesleer Leer Fmeef}S
kes keeefCeÙeeW keâer jÛevee efnboer Yee<ee ceW keâjles Les~ osmeer
Yee<ee GvnW efØeÙe ke menpe Øeleerle nesleer nw~ keâyeerj Yeer
}eskeâ Yee<ee kesâ he#eOej Les~

keeefCeÙeeW keâes Deewj DeefOekeâ ØeYeekeMee}er yeveeves kesâ
ef}S mebleeW ves Deheves keeefCeÙeeW, GheosMeeW ceW }eskeâesefòeâ
Skeb cegnekejeW keâe ØeÙeesie Yeer efkeâÙee efpememes pevemeeOeejCe
ceW Gvekeâer keeCeerÙeeb Deepe Yeer efØeÙe nw~

meblees keâe meeefnlÙe :

mebleeW ves efpeme meeefnlÙe keâe me=peve efkeâÙee ken
efkeâmeer DecetuÙe Kepeeves mes keâce veneR nw~ Deheves meeefnlÙe
ceW mebleeW ves mkeÙeb ke pevelee kesâ mkeYeeke keâer DeefYekÙeefòeâ
keâer~ efpemeceW mebleeW ves hejce yeÇÿe keâer Øeeefhle keâe ceeie&
{tb{vee veneR nw, DevegYeke keâjvee nw, Fmekeâes mecePeeÙee~
ØeeÙe: meYeer meblees ves Deheves keâekÙe ceW Skeâ ner efkeÛeejOeeje
keâe DevegmejCe efkeâÙee Deewj ken nw Fme mebmeej peiele
Deewj Gme hejce yeÇÿe keâes Skeâ ner veÌpej mes osKeves keâe
lejerkeâe~ keâyeerj Øeeke=âeflekeâ lelkeeW kesâ efke<eÙe hej jÛevee
keâjves kesâ he#eOej veneR Les Gvekesâ Devegmeej keemleefkekeâ
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keâefke ken nw, pees yeÇÿe kesâ mee#eele DevegYeke keâe ner
ieeÙeve DeLekee jÛevee keâjW~

‘‘peie-Yeke keâe ieekevee keâe ieekew~
DevegYeke ieekew mees Devegjeieer nw~~’’8

mebleeW keâe meeefnlÙe ceveg<Ùe keâer YeekeveeDeeW keâes heefj<ke=âle
ke Gvekeâe heefjceepe&ve keâjves kee}e nw~ Deheves meeefnlÙeeW ceW
mebleeW ves yeleeÙee efkeâ ceeveke Skeâ mebkesoveMeer} ØeeCeer nw~
Deewj Ùener mebkesoveMeer}lee ceeveke Éeje jefÛele jÛeveeDeeW
ceW heefj}ef#ele neslee nw~ mebmeej kesâ ceevekeeW keâer YeekeveeSb
Skeb ef›eâÙeeSb-Øeefleef›eâÙeeSb meYeer meeefnlÙe ceW Pe}keâleer
nw~ mebleeW ves Ùen Yeer yeleeÙee efkeâ ceveg<ÙeeW keâes vekeâejelcekeâ
YeekeveeSb Yeer Iesjs jnleer nQ~ keäÙeeWefkeâ mebleeW ves Deheves
meeefnlÙe kesâ ceeOÙece mes ceveg<ÙeeW keâes heefj<ke=âle keâjves keâe
OÙesÙe jKee Lee, Fmeef}S GvneWves Yet}s-Yeškesâ ØeeefCeÙeeW
keâes melÙe ceeie& hej Ûe}keâj Deheves YeekeveeDeeW keâes heefj<ke=âle
keâjves kesâ ef}S GheosMe efoÙee Deewj efvecveef}efKele
vekeâejelcekeâ YeekeveeDeeW keâes lÙeeieves keâe GheosMe efoÙee~
pewmes- keâece, ›eâesOe, }esYe, Denbkeâej, ceesn, ceeÙee,
Pet", keâheš, le=<Cee, DeeMee, ceve, ceeve, Ûeesjer, efveboe
Deewj veMee~

meblees kesâ meeefnlÙe keâer ØecegKe efkeMes<eleeSb Ùen nw
efkeâ mebleeW ves mebmeej kesâ ceveg<ÙeeW, Gvekeâer YeekeveeDeeW Deewj
osMe-keâe} keâer heefjefmLeefleÙeeW keâes OÙeeve ceW jKeles ngS
Deheves meeefnlÙe keâer jÛevee keâer~ meblees kesâ meeefnlÙe keâer
ØecegKe efkeMes<eleeSb efvecveef}efKele nw -

ceevekelee :

ceevekelee keâe cet} GösMÙe hejeshekeâej nw, efpemeceW
otmejeW keâer meneÙelee keâjvee ner ßes… nw~ Ùener ceevekelee
keâer Yeekevee ner mebmeej kesâ mecemle ØeeefCeÙeeW ceW keâ<šeW keâes
otj keâjves ceW meneÙelee Øeoeve keâjleer nw~

Oeeefce&keâlee :

meblees Éeje jefÛele meeefnlÙe keâer otmejer efkeMes<elee
Oeeefce&keâlee nw efpemeceW ØeeÛeerve meYÙelee ke meblees kesâ mecekeâe}erve
meceepe ceW Oece& mebyebefOele yee¢e Dee[byejeW keâe Øeye}

efkejesOe efkeâÙee ieÙee~ Oece& mebyebefOele kegâjerefleÙeeW keâe efkejesOe
keâjkesâ mebleeW ves Deheves meeefnlÙe ceW Oece& ke Oeeefce&keâlee keâes
Deewj DeefOekeâ keâuÙeeCekeâejer yeleeÙee~

ØeieefleMeer}lee :

meblees kesâ meeefnlÙe keâer DevÙe cegKÙe efkeMes<elee FveceW
heeF& peeves kee}er ØeieefleMeer}lee nw~ DeLee&le osMe-keâe},
heefjefmLeefleÙeeW kesâ Devegmeej meeefnlÙe ceW Yeer Yee<ee keâer
Glke=â<šlee, yeesef}ÙeeW keâe ØeÙeesie, }eskeâesefòeâ ke cegnekejeW
keâe ØeÙeesie meceepe kesâ DeekeMÙekeâlee kesâ Devegmeej ÙegkeeDeeW
keâes Øeeslmeeefnle keâjves kee}s keeefCeÙeeW keâe ØeÙeesie Deeefo
heefj}ef#ele neslee nw~

Devlele: meble meeefnlÙe keâe Deke}eskeâve keâjves hej
nceW Ùener Øeehle neslee nw efkeâ Oece& keâer kÙeLe& yeeleeW keâe
efkejesOe keâjkesâ hejce lelke keâer Øeeefhle kesâ ef}S ceOÙece
ceeie& keâe ÛeÙeve keâjW~ Fmekesâ meeLe ner ceve keâer Megælee
Skeb heefke$elee Yeer DeekeMÙekeâ nw, leYeer ceeveke Oece& keâe
meÛÛee mke™he Øeehle efkeâÙee pee mekesâiee~ ceeveke keâes Øesce
mes jnles ngS ceeveke Oece& keâe ØeÛeej-Øemeej keâjvee ÛeeefnS~
ceeveke Skeâ meceeve nw ve ner GÛÛe keie&,ve ner efvecve keie&
meye meceeve nw~ F&Õej ves ner meyekeâes Skeâ pewmee yeveekeâj
Yespee nw GveceW ner ÛeejeW keCe& efkeÅeceeve nw Fve meye hej
ner hejcesÕej keâer ke=âhee nw,kener hejcesÕej pees meke&kÙeeheer nw,
meke&Meefòeâceeve nw~ pees ceveg<Ùe yeÇÿee ceW efkeÕeeme jKelee nw
GvnW ceevelee nw kener yeÇeÿeCe nw Deewj pees veneR, kener Metõ
Skeb efvecve keie& nw~ cegie} keâe} ceW Dejyeer Skeb heâejmeer
jepÙe Yee<ee Leer efpeme keâejCe ØelÙeskeâ peve kesâ ef}S
Fmekeâes mecePeves ceW keâef"veeF& nesleer Leer~ meeLe ner YeejleerÙeeW
keâer ØeeÛeerve Yee<ee mebmke=âle Yeer Gmekesâ efveÙeceeW kesâ keâejCe
mecePeves ceW keâef"veeF& nesleer Leer~ Fmeef}S mebleeW ves efnboer
Yee<ee ceW Deheves heoeW keâer jÛevee keâjkesâ Oece& mes mebyebefOele
jnmÙeeW keâes DeefOekeâebMe pevelee lekeâ keeefCeÙeeW kesâ ceeOÙece
mes hengbÛee~ mebleeW keâer efnboer Yee<ee mej} ke pevemeeOeejCe
ceW }eskeâesefòeâÙeeW ke cegnekejeW mes Ùegòeâ nesves kesâ keâejCe
ØeÛeef}le nw~ Dele: cegie} keâe} pewmeer efke<ece heefjefmLeefleÙeeW
ceW keâyeerj, jwoeme Deeefo mebleeW ves Dehevee keÛe&mke mLeeefhele
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keâj, peneB nj lejheâ Oeeefce&keâ, jepeveereflekeâ, DeeefLe&keâ,
meebmke=âeflekeâ DeMeebefle ke keâ}n efkejepeceeve Lee keneR
TBÛe-veerÛe, peeefle-heeefle, ÚgDee-Útle, cetefle&hetpee ke yee¢e
Dee[byejeW kesâ efkejesOe ceW mebleeW ves Deheves meeefnlÙe kesâ
ceeOÙece mes pevelee keâes peeie™keâ keâjves keâe ØeÙeeme
efkeâÙee~ leLee ceeveke peeefle keâes Øesce ke Skeâlee kesâ meeLe
jnles ngS hejce yeÇÿe keâer Gheemevee keâjves keâe GheosMe
efoÙee~

meboYe& metÛeer :

1. efveie&gCe Oeeje, ßeer Mee”&Oej efmebn, he=Ê-187

2. Gòejer Yeejle kesâ meebmke=âeflekeâ efkekeâeme ceW meblees keâe
Ùeesieoeve (15-16) keeR Meleeyoer, [e@. vewhee}
efmebn, he=Ê-73

3. kener, he=Ê-97

4. kener, he=Ê-111

5. Yeefòeâ keâekÙe keâer mebkesovee, [e@.melÙehee} Mecee&,
he=Ê-21

6. Gòejer Yeejle kesâ meebmke=âeflekeâ efkekeâeme ceW meblees keâe
Ùeesieoeve (15-16) keeR Meleeyoer, [e@Ê vewhee}
efmebn, he=Ê-165

7. efveie&gCe Oeeje, ßeer Mee”&Oej efmebn, he=Ê-220

8. Gòejer Yeejle kesâ meebmke=âeflekeâ efkekeâeme ceW meblees keâe
Ùeesieoeve (15-16) keeR Meleeyoer, [e@Ê vewhee}
efmebn, he=Ê-253
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In the area of translation, titles have
not been given much attention. However,
I felt the title holds a grip over the literary
text. Newmark proposed descriptive and
allusive titles to tackle the translation of
titles. Descriptive primarily focuses on the
topic of the text, and allusive focuses on
the figurative relationship to the topic. A
combination of these two might be
necessary to avoid cultural misunder-
standing. He also says the title of the work
in translation “should usually bear some
relation to the original” (56), without
which the reader might not get the original
flavor of the title, as there may be levels
of meaning embedded in the title. The
communicative approach of Skopos’
Theory (purpose is prominent) is the most
viable approach in translating the titles.
Nord classifies titles into two groups. She
calls titles as representatives of the source
text in the target culture. She classifies it
into “essential (distinctive, metatextual,
and phatic) functions and optional (referen-
tial, expressive, and appellative) functions”
(261). The distinctive differentiates the
cultural product from other existing
works. The meta-textual function implies

that the title must align with the norms of
the culture it appears within. The phatic
function is a long relationship between the
hearer and the title and recognizing a
culturally accepted title. Referential has
to do with the content of the work. The
expressive function is evaluated based on
the opinion in relationship with the values
of the culture it belongs to. Appellative
principally serves commercial or dissemi-
nation purposes. Her classification of the
title appeals to the rules of producing a
culturally acceptable and effective title. In
fact, translators can use the function she
suggested to test the adequacy and
acceptability of their chosen titles.

Four novels of Bhyrappa are taken for
study. The cultural conflict that arises
when one wants to accept the new and
deny the old is the theme of Vamshav-

riksha. Daatu revolves around the
gripping story of people who are divided
in the name of caste. Grahabhanga

portrays the social conditions during the
pre-independence and some years after
independence. The fourth novel taken for
study, Tabbaliyu Neenade Magane, is a
cultural conflict between Eastern and
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Western ideas, motherhood, and the family
system.

Tabbaliyu Neenada Magane in Kannada
is titled Orphaned in English by Sandeep
Balakrishna. The title operates at various
levels. At the level of the Punyakoti cows,
how this breed is Orphaned after the death
of Kalinga ajja. “Venkataramana walked
some distance and looked at the faces of
the tethered cows. To his eyes, they appeared
merely as brutes, nothing else. He was
instantly reminded of the Elder Gowda’s
barn.” (Orphaned p. 196) Further,
Ventakaramanna is also disheartened to
see how the cows remain just as numbers
in Jr. Kalinga’s barn, who believes that the
livestock is only used as a profit-earning
business. “Venkataramana stepped closer
and observed. The food trough in front of
each cow was marked with numbers-1, 2,
3... and an aluminum badge was tied
around the neck of each cow with a number
on each badge. In Elder Gowda’s time,
each cow had a real name like Ganga,
Gowri, Tunga, Bhadra, Kamadhenu, Sita,
and Savitri. Each cow was an individual
Goddess by itself. But now in his grandson
Kalinga’s barn, each cow standing here
has become a mere number. The complete
supervision of all of them is in the hands
of this foreign woman.” (Orphaned p. 196)
The painful realization that cows here
remain Orphaned without real names.

On another plane, we see how orphan-
hood works with the characters in the
novel. The cutting of the pastures to build
a tar road is the most heart-rending scene
in the book. Kalinga Gowda loses his son’s
grave, who gave up his life saving the
Punyakoti cow, and the cow, in turn, did
not heed any medicines and gave its life
up to be one with Krishna in heaven. This
particular episode of division makes Kalinga

a helpless man despite his relentless efforts
to stop road construction. He remains a
man who is orphaned between two major
metaphors, one being technology-driven
modernity in the name of progress and the
other marking the end of Gowda’s era and
the beginning of the new.

When Tayavva dies, Venkataramanna
officiates her last rites, which are perfor-
med by the orphan Honna. This opens up
multiple dimensions of orphanhood that
the novelist offers. Her biological son
Kalinga isn’t informed about the mother’s
death, making him not only an orphan, as
he lost his father long back, but also orpha-
ned from the privileges of performing the
last rites for his mother. The orphan Honna
takes his place in performing the last rites
to Tayavva. Eventually, on the physical
plane itself, the entire village orphaned
Kalinga by keeping him out of the village.
Venkataramana also fenced off the temple,
making it inaccessible to Kalinga.

Kalinga’s final guilt is when he contem-
plates what has happened in the past -
losing his mother, selling the cows to the
slaughterhouse, and the internal fear of
Hilda leaving this country. All of this even-
tually makes him helpless, and the novel
ends with an internal conflict in Jr. Kalinga
to either go back to the conventional or
stick to the modern. The title “Orphaned”
chosen for this novel is apt as we see the
reflection of orphanhood at each level.

Daatu means “to crossover” in
English. Daatu dives deep into the value
system of patience, empathy, determination
and sacrifices at all levels and urges humans
to become global citizens by crossing over
the sense of pride and ego attached to the
superiority of birth. Shathavadhani R.
Ganesh, an ardent critic of Bhyrappa’s
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novels, says, “Daatu is both a noun and a
verb.” ‘Crossing over’ the gerund in the title
has both positive, negative and revolutionary
implications. We see Venkataramanayya,
Thirumala Gowda, Melgiri Gowda cross
hedges to the Dalit colony and have
illegitimate relationships with the Dalit
women.

Similarly, the Dalit women cross over
too. Venkatesha crosses boundaries when
he falls in love with Satya, a Brahmin girl,
and later again falls in love with Meera, a
Dalit; Satya gives Geethopadesha to Meera,
a Dalit girl; Mohan Das’ revolutionary
attitude to break the caste barrier, and
finally, the great floods that washed away
everything leaving the heart and mind
transcend through the philosophical
realization to overcome the illusions
connected to the superiority and inferiority
of caste. The translators of Daatu have
retained both the original and the trans-
lated title as subtitles.

The translator of Vamshavriksha has
retained the same title in translation for
the novel Vamshavriksha, translated by
Bhyrappa and Sushma Chandrashekhar.
The novel operates on the strong
foundation built on family values in Indian
society. We notice that it underscores the
importance given to the family tree and
believes that this family tree transmits the
perceived values of the Indian family
system.

For Shorthri, marriages have only two
purposes – one is to discharge the duties
of a householder, and the second is to
perpetuate the family line. In his marriage
with Bhagiratamma, an embodiment of the
ideal Hindu wife, he finds fulfillment as
he discharges his duty as a householder

and begets a son to carry the family line.
His son, unfortunately, drowns in river
Kapila leaving behind a son and a young
widow Katyayani.

When Katyayani falls in love with
Raja Roa and wants to marry him, Shrotri
refuses to allow the grandson Chenni to
go with his mother, stating the reason that
the boy belongs to the Shrotri lineage and
must be brought up according to the
traditions of Shrotri family. However,
there is an agonizing twist in the novel
where Shrotri gets to know the secret of
his lineage and later pained by this, leaves
the worldly pleasures to follow the path
of sannyasa dharma. Throughout the
novel, the lineage is upheld, and retaining
the title Vamshavriksha in translation
could not have been a better title for the
novel.

“A Broken Home” is the subtitle in
English for Bhyrappa’s Kannada novel
Grihabhanga. This novel is a portrayal of
the struggle of Nanjamma against poverty
and plague. She is steadfast and refuses
to give up despite adversity and apathy.
Gangamma, a widow, has failed to give a
good upbringing to her sons Channigaraya
and Appannaiah, who remained abusive,
lethargic, selfish, uneducated and gluttonous.
Nanjamma gets married into this dysfunc-
tional family. Better instructed Nanjamma
gradually took the role of Shanubhog to
support the family. Gangamma breaks this
family by telling her son about her assumed
illicit relationship about his wife, and
Nanjamma falls out of the house, making
her living all by herself and educating her
children. Her husband did not help her
raise the children but only came home to
eat, sleep and abuse her and the children.
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Gangamma, the lady with the foulest
of obscenities, does not let her younger
son’s family live in peace too. Saattu, her
second daughter-in-law, leaves the house
in the face of abuse by her mother-in-law
and husband. The marriage of Nanjamma’s
brother Kallesha, who was in the service
of the Police department, also did not bring
any bliss; instead, it ruined both lives.

This novel brings out the treachery
towards each other in the village in the
rawest sense. It is not a story of the innocent,
naïve villagers but a plot of widespread
ignorance, cruelty, heights of laziness,
selfishness, treachery, and abuse. Even the
daughter of Nanjamma, who was married
to Soorya Narayana, a schoolteacher, did not
survive as she succumbed to the epidemic.
So, the subtitle “A Broken Home” is apt
as this is a story of homes that are broken
at the fate of disaster, ignorance, and
epidemic.

Conclusion :

Novel title translation involves
examining the word’s language context,
practical situations, and connotations
before adhering to style guidelines. Should
the initial title fail to convey the meaning
of the content succinctly, the translator
should change it, remove any superfluous
words, emphasize the primary idea, and
make it seem more welcoming. Regardless
of what transpired, it is preferable to retain
the original title on the cover so that
readers can recognize it. When translating
a title, the translator must take into account
the entire text, the title’s implied meaning,
and the reader’s reaction. While equiva-
lency is sought, if it is not achievable, the
translator may alter it, include a subtitle,
or just retain the original title. The three
works Vamshavriksha, Daatu and

Grihabhanga have retained the original
title and added a subtitle for it. At the same
time, the translator of Tabbaliyu Neenada

Magane has given a new title that is apt
for the novel.
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Introduction :

Abhigyan Shakuntalam1 (also known
as The Recognition of Shakuntala) is a
classic Sanskrit play by the ancient Indian
poet and dramatist Kalidasa. Widely
regarded as one of the greatest works in
classical Indian literature, this play has had
a profound influence on Indian art, culture,
and drama. Goswami in his re-reading of
this masterpiece employs Expressionistic
tools and techniques to concoct an Assamese
retelling of Kalidasa’s story whilst focusing
on what causes the entire plot to unfold in
Abhigyanam: The Journey of a Ring2.
Personifying the ring as a human character
Goswami employs physical demonstrations
and shining outfits where the audience is
hooked at where the ring shall take them
and the characters’ fate next.

The first scene unfolds in a setting of
big, round rings, foregrounding Goswami’s
emphasis on Dushyant’s ring that Shakun-
tala loses and must produce to prove their
union. Sets in Expressionist dramas are
often abstract, exaggerated, and distorted
to reflect the emotional states of characters
rather than realistic environments. These
sets can include angular shapes, disorienting
perspectives and symbolic elements, which

is how Goswami stylizes his massive circular
set designs to centralize the agency of the
ring in forwarding the plot and how a
personified ring decides entangled fates
of his characters. These huge rings
fashioned in swirls of flowers and creeping
stalks with a happy Shakuntala immersed
in nature playing with her girl friends and
merry making is an ode to a blooming
youth, naïve and oblivious, protected at
Rishi Kanva’s hut seated deep inside the
forest. Then enters a gorgeous Dushyant,
who’s out on a hunt and stumbles on an
innocent Shakuntala, and the choir hums
the humming of a bee sucking on the
nectar and pollinating a flower. It must be
noted that not one dialogue is exchanged
all throughout the progression of this
scene; the audience is stimulated through
sensual dance routines between Dushyant
and Shakuntala, declaring their union and
thus the beginning of a cursed fate. As
both dance their dance of sex and union,
Dushyant leaves with the promise of
coming back, and hands her a ring, their
suggestive dance ritual a reminiscent of
the art of evocative choreography in
Indian art history.
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The Affective Ring and Goswami’s

Expressionism :

As a euphoric Shakuntala floats in the
utopia of love and unison, she sits once
again raw and ignorant of an approaching
Rishi Durvasha, who’d come to visit their
hut, oblivious to his callings. Goswami
once again invokes the Expressionist
dramatist inside him where we see Durvasha
dance to the beats of tandava, the Indian
evocation of roudra and German expre-
ssion of anger. It ought to be noted how it
is not just Durvasha alone who makes an
entry but two more people as well somehow
a humanized manifestation of the calm and
the storm in any individual’s psyche. One
must note the usage of various dance
forms as material expressions of human
emotions in Goswami’s work, owing to
his education as the son of Padmashree
Nrityacharya Shri Jatin Dev Goswami, an
eminent personality and academic of
Sattriya, the 8th Indian classical dance
form from Assam. Rishi Durvasha curses
Shakuntala of her naivety and petulance
as Priyamvada, her best friend, begs him
for his mercy on her behalf. Goswami
scripts his poetic dialogues attuning to the
mood of his characters, the beats
portraying the emotions they feel as they
articulate their innermost vulnerabilities
in rhymes depicting an impending turmoil.
The Rishi leaves with a Priyamvada who
is left aghast, beware of her friend’s
impending doom. Rishi Kanva follows
with a flashback of Shakuntala’s birth,
invoking dialogues in rhythms and lyrics,
much like a song, with an acute ring to it,
this is where Goswami is at play as one of
the finest playwrights in Assam, incorpo-
rating the characteristic Expressionist
speech in drama that is fragmented,

repetitive and poetic. Rishi Kanva’s mono-
logues conjure recalling of a pathetic
human hamartia, appealing pain in his
audience, bringing up his obstacles as a
single father painting a wrenching karuna

in the tabula rasa of his unsuspecting
viewers. It is amazing how Goswami
recurrently keeps going back to his theme:
the ring, once again summoning the
symbolism of the circle of life, as the
audience watches Shakuntala experiencing
a dream inside a circle, remembering her
mother Menaka, a crude depiction of an
upcoming untoward pregnancy much like
her mother’s. The chorus once again hums
an unsettling melody, unnerving the
audience of a vicious future that lies
ahead. Shakuntala is covered in meters of
clothes, as she lies cursed and fragile
inside a ring. The fishnet which finds the
cursed ring is itself personified in human
characters that crawl onstage to capture
the (human) ring.

Expressionist drama, with its distorted
sets and exaggerated performances, can
be seen as attempting to transmit affective
intensities directly to the audience,
bypassing emotional identification. While
affect theory suggests that expressionist
drama can transmit intense, pre-linguistic
feelings directly to the audience, the genre’s
emphasis on exaggerated emotional
expression might seem to contradict this
idea. When critiquing expressionist drama
through the lens of affect theory, it’s
essential to distinguish between affect and
emotion. Affect refers to the pre-personal,
pre-linguistic intensities that circulate
between bodies, while emotions are
personalized, named feelings. However,
by examining the affective resonances that
circulate between characters, environments,
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and audiences, we can allows gain a deeper
understanding of the ways in which expre-
ssionist drama reflects and shapes the
social and political contexts in which it
was created, and to appreciate the ways
in which its affective dynamics continue
to resonate with contemporary audiences.
Affect acts as a dynamic intermediary,
fostering encounters between objects or
assemblages- such as rings in Goswami’s
Abhigyanam and subsequently influencing
the bodies at either end of the exchange.
These formidably glamorized rings can be
observed as an object reality, a symbol of
the chaotic human psyche and its inception
a visualized truth of the fostered subcon-
scious prior to its linguistic invasion.
Moreover, as Massumi (2002) suggests,
affect possesses “autonomous” capacities
that transcend mere connection, asserting
agency within the encounter.3 The encoun-
ters of and within the personified ring
structures the dramatic plot even before it
enters verbal commute between actors,
bridging dialogues with the audience in a
strategic vacuum, in bodily movements,
beyond speech acts. Interestingly enough
Goswami’s Shakuntala barely has any
dialogues. As Gregg and Seigworth
(2010) aptly describe, affect dwells in a
state of “in-between-ness” and accumulates
as a “beside-ness” (p. 2), persisting beyond
the initial mediation to circulate autono-
mously among bodies.4 This perpetual
circulation of affect has profoundly impacted
the conditions of representation, challenging
both the limits of representational frame-
works and the very essence of represen-
tation itself. Affect’s agency and autonomous
circulation reconfigure the dynamics of
representation, revealing the intricate web
of relationships between objects, bodies,

and encounters. When contemplating the
inaccessible realm in the interpretation of
literature and art, the boundaries of repre-
sentation become duplicated, revealing a
dual paradox. On one hand, literature and
art serve as reflective surfaces, mirroring
a reality already filtered through mediation,
while also constituting constructed, imper-
fect representations that inevitably fall
short of attaining the authenticity of the
real, perpetually oscillating between the
actual and the imagined. Goswami success-
fully and visibly shatters the shackles of
realism, plunging audiences into a
maelstrom of intense emotions, distorted
realities and primal screams. Like a frenzied
canvas of colors, he splatters the stage with
vivid, nightmarish tableaux, as characters’
innermost thoughts and desires are flayed
bare, writhing in anguish. Goswami, a
visionary of the avant-garde, wields language
like a scalpel, dissecting the human condition
with surgical precision, laying bare the
festering wounds of societal hypocrisy,
and the abysmal voids within.

In his direction of a frenzied Dushyant
who’s faced with the sins of forgetting his
beloved whom he humiliates in public, one
witnesses dancers dressed in dokhona5 and
aronai6 stamp to the beats of deodhani7 a
shaman folk dance of the Bodo commu-
nity in Assam. The dancer’s loose hair and
blinding red sindoor bindis stir the primal
madness in its audience as much as it
portrays Dushyant’s psychosis. In Goswami’s
re-reading of the expressionist drama, his
music and setting converge in a swirling
vortex of sonic and spatial experimen-
tation, shattering the fetters of realism and
plunging the audience into a realm of
eerie, hallucinatory intensity. The score,
a symphony of discordant whispers,
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wailing woodwinds, and throbbing percu-
ssion, seethes and pulsates like a living
entity, its rhythms and melodies contorting
to evoke the twisted, nightmarish visions
unfolding on stage. Meanwhile, the setting,
a distorted funhouse of exaggerated shadows,
stark lighting and fractured scenery, seems
to writhe and twist in tandem with the
music, as if both were spawned from the
same fevered imagination. Together, sound
and space conspire to evoke the inner
turmoil of the characters, their anguished
cries and frenzied movements mirrored in
the discordant harmonies and jagged
silhouettes that assault the senses. It is
astounding how Goswami incorporates his
knowledge of the Assamese folk dances
when he blends the agitated passion of
deodhani to the rage and fury of
Dushyant’s emotions employing his
dancers as a primal, visceral language that
unleashes the torrent of human emotions,
as if the very fabric of the soul had been
torn asunder. Altieri (2003) proposes
innovative “bodies of grammar” to capture
the intricate realities of psychological
emotions, which are masterfully repre-
sented and evoked by literary and artistic
works.8 Like a wild, tempestuous storm,
the dancer’s body convulses and contorts,
every twitching muscle and flailing limb
a testament to the turmoil that roils
beneath the surface. The choreography, a
frenzied, staccato sequence of jerky
movements and angular poses, shatters the
constraints of classical grace, instead
embracing a raw, unbridled intensity that
threatens to consume all in its path. As the
dancer’s feet stamp out a frenetic rhythm
on the stage, the audience is hurled into a
maelstrom of kinetic energy, the boundaries
between performer and spectator dissolving

in a shared, cathartic release. In this whirl-
wind of movement, the dancer becomes a
mere vessel for the expression of the
deepest, most primal human emotions -
fear, despair, and the unbridled joy of
liberation.

Conclusion :

In the tumultuous world of expre-
ssionist drama, affect is the primal force
that shatters the fragile veneer of reality,
unleashing a maelstrom of emotions that
ravage the soul. Through the distorted
lenses of music, setting, and dance, the
expressionist playwright in Goswami
conjures a realm of unbridled intensity,
where the very fabric of existence seems
to unravel. As the audience is hurled into
this whirlwind of affective expression, the
boundaries between performer and
spectator dissolve, and the raw, visceral
emotions that lie at the heart of the human
experience are laid bare. In this crucible
of feeling, Goswami’s Abhigyanam forges
a new language, one that transcends the
limitations of words and worlds, and
speaks directly to the deepest, most primal
recesses of our being. And it is here, in
this abyss of affect, that we discover the
true power of the Assamese expressionist
drama and Goswami’s grave potential in
his production abilities: to shatter the
complacent surfaces of our existence, and
to reveal the seething, turbulent depths
that lie beneath. His concoction of the
classical with the folk and the modern
remains a potent force to be reckoned
with.
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peve mebkesovee keâe Øeefleyeæ keâefke : jepesMe peesMeer
cegkesâMe kegâceej

(DevegmebefOelmeg : efkeÅeekeeÛemheefle)
efnboer efkeYeeie, efnceeÛe} ØeosMe efkeÕeefkeÅee}Ùe, mecejefn}, efMece}e (efnÊØeÊ)

efpeme keâefkelee ceW peve efÛeòe kesâ ùoÙemheMeer&
mebkesoveelcekeâ ÚeRšs nesies Gme keâefkelee ceW peve efnle kesâ
mecekeâe}erve heefjÂMÙe keâe meceekesMe nesiee~ jepesMe peesMeer
keâer keâefkeleeSB pevelee keâer DevegYetefle ke mebkesoveMeer}lee
keâe ØelÙe#eoMeer& meyetle nQ, efpemeceW neefMeÙeeke=âle peve
peerkeve keâer yengefkeOe mebkesoveelcekeâ ÙeLeeLe&Oeefce&lee keâe
mece«e ØemlegleerkeâjCe nw~ jepesMe peesMeer keâer keâefkeleeSB
peerkeve keâe mebkesoveelcekeâ ÙeLeeLe& kesâke} mkehve Skeb mce=efle
™he ceW veneR keâjleer nQ, yeefukeâ DevegYeke keâer mebheoe,
DevegYetefle keâer leer›elee Deewj kewÛeeefjkeâ Âef<š keâer Øeefleyeælee
mes keâjleer nw DeLee&led ken ÙeLeeLe& keâer "esme YeekeYetefce mes
Ghepeer nw Deewj Ûeslevee keâer peveOeefce&lee mes heieer Skeb
mebkesovee kesâ leòke mes he}er nw~ ken peerkeve keâe mebkesoveelcekeâ
memeboYeer&keâjCe nw~ meceÙe keâe meej-meb#esheerkeâjCe nw~
meceepe keâe meehesef#ekeâ efkemleejerkeâjCe nw~ jepesMe peesMeer
pevelee keâe Øeefleyeæ keâefke nQ Deewj Gvekeâer keâefkeleeSB
pevelee keâer mebkesÅe YeekeYetefcekeâe keâe ÙeLeeLe& nQ~ ken peve
mebkesovee keâe mebIe<e& Skeb Dece<e& ner veneR, hejbleg mejeskeâej
Skeb efkemebieefle keâe yeesOe Yeer keâjleer nw Deewj keâe} keâer
kesâbõerÙelee Yeer efÛeefÖle keâjleer nw~ ken }eskeâleb$eerkeâjCe keâe
cetuÙe peeveleer nw, kewÛeeefjkeâ keâefcešceWš keâer mebkeâuhevee
mecePeleer nw Deewj peve Ûeslevee keâer Skeâlee Skeb DeKeb[lee
keâe mece«e Âef<škeâesCe yeveeleer nw~ kemlegleŠ jepesMe peesMeer
peve efnle Skeb peve efÛeòe kesâ keâefke nQ Deewj Fvekeâer
keâefkeleeSB peve keâer mebkesoveelcekeâ Âef<š mes efve<heVe nQ,
pees ÙeLeeLe& kesâ LeesLes he#e keâe yeesOe Yeer keâjeleer nw Deewj

DeeoMe& kesâ DeeÙeeeflele Yeeke meboYe& keâe Yeer ØemlegleerkeâjCe
keâjleer nw~

jepesMe peesMeer keâer keâefkeleeSB meceepe kesâ Ssmes efnmmes
lekeâ peeleer nQ, efpevekeâer DeYeer lekeâ keâesF& henÛeeve veneR nw
DeLekee pees DeYeer Yeer veece Deewj keâece mes veneR peeves
peeles nQ DeLee&led pees DeLe& Skeb meeceepeerkeâjCe kesâ mlej hej
neefMeÙeekeâjCe keâe peerkeve peerles nQ Ùee peerves hej efkekeMe
nw leLee peer jns nQ~ Ssmes ceOÙekeieer&Ùe ke efvecvekeieer&Ùe
}esie pees Ghesef#ele nw, meeOeejCe nw, yesveece nw, FlÙeeefo
nw Deewj efpevekesâ keâesF& Deesnos veneR nw; ken Deefmlelkenerve
peerkeve peer jns nQ Deewj efpevekeâer meceepe ceW Ghes#ee Yeer nw
Deewj ken kÙekemLee mes Yeer Goemeerve nw~ ‘FlÙeeefo’ keâefkelee
meòee he#e kesâ efke®æ Skeâ meMeòeâ heefy}keâ mš^eFkeâ nw,
efpemeceW peveeosMe ke peveeboes}ve keâe Øeeflehe#e mhe<š neslee
nw~ Ùen Ssmes yesveece }esieeW kesâ peerkeve Âef<š keâe ØeefleefveefOelke
DeLekee ØelÙe#eerkeâjCe keâjlee nw, pees Meeefce} lees nj
peien jnles nQ; }sefkeâve Gvekeâe efpe›eâ Deewj henÛeeve keâneR
Yeer veneR nesleer nw-

‘kegâÚ }esieeW kesâ veeceeW keâe Gu}sKe efkeâÙee ieÙee
Lee efpevekesâ Deesnos Les

yeekeâer meye FlÙeeefo Les’1

Ùen ‘kegâÚ }esieeW kesâ veeceeW keâe Gu}sKe’ GÛÛekeieer&Ùe
Deewj Deesnosoej }esieeW kesâ meòee™Ì{ Øeefleef…le nes peeves
keâe hetCe& mhe<šerkeâjCe keâjlee nw, efpemeceW ‘FlÙeeefo’
#eceleenerve Skeb mebIe<e&jle nw Deewj Ùes kegâÚ }esie yesno
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MeefòeâmebheVe nw, keäÙeeWefkeâ-

‘FlÙeeefo nj peien Meeefce} Les hej Gvekesâ veece keâneR Yeer
Meeefce} veneR nes heeles Les’2

jepesMe peesMeer keâer keâefkeleeSB yee} peerkeve keâer
ceemetefceÙele, Yees}eheve, ceeefce&keâlee Deewj menpelee kesâ
meeLe-meeLe Gvekeâer ogo&Mee ke mebIe<e&jle peerkeve keâes ÙeLeeLe&
{bie mes keefCe&le keâjleer nQ~ ‘Gvekeâe Yejesmee’ keâefkelee yee}
ceveeskew%eeefvekeâ efkeM}s<eCe ke leke&âMeer}lee mes DeefOekeâ
meeceeefpekeâ mejeskeâej keâe kÙeekeneefjkeâ Øeeflehe#e nw, pees
kÙekemLee keâer ÙeLeeLe& heleeX keâes GOesÌ[leer ngF& meerOee mekee}
G"eleer nw efkeâ, yeÛÛes YeerKe keäÙeeW ceeBie jns nQ! Gve
yeÛÛeeW keâe YeerKe ceeBievee meceÙe keâer Ssmeer ›eâtj Ghepe nw,
efpemeves Gmes Skeâ Ssmeer ogefveÙee ceW Oekesâ} efoÙee nw, peneB
Gmekesâ heeme Deheves neLeeW ceW Skeâ Kee}er keâšesje nw Deewj
YetKe keâer DemenveMeer}lee keâe ØeMve nw, efpememes Yeekegkeâlee
ke oÙee keâer Dehes#ee Keerpe ner hewoe nesleer nw-

‘Deheves Úesšs-Úesšs neLe heâw}eles nQ
efieÌ[efieÌ[eles nQ hesš efoKeeles ngS keânles nQ kes keâF&

efove mes YetKes nQ

legcnW oÙeeõ& keâj [e}ves keâe }ieYeie nj
nLekeâb[e Deheveeles nQ

Fleves DeYÙemle nes Ûegkesâ nQ nce Fve meejs ÂMÙeeW kesâ

efkeâ yeme Skeâ Keerpe hewoe nesleer nw Dekeämej
keâYeer keâYeer Skeâ nukeâer meer Yeekegkeâlee Yeer

nceejer heer" heâsjles ner

Deheves ner mkeebie hej peesj peesj mes efKe}efKe}eles nQ
YeerKe ceeBieveskee}s yeÛÛes’3

Ùes YeerKe ceeBieves kee}s yeÛÛes ‘heâefyleÙeeB keâmeles nQ
Gme hej pees efyevee YeerKe efoÙes Ûe}e ieÙee’ keäÙeeWefkeâ, ‘Ùes
yeÛÛes, pees GvnW kegâÚ efoS yeiewj Deeies Ûe}e peelee nw,
Gmekeâer vekeâ} Gleejles nQ Deewj pees GvnW kegâÚ oslee nw,
Gmekesâ hewmes keâes Yeer neLe ceW }skeâj Gmekeâe cepeekeâ GÌ[eles
nQ~ leelheÙe& Ùen efkeâ nceejer ›eâtjlee Deewj oÙee}glee oesveeW
ner Gvekesâ ef}S Skeâ mkeebie keâe efke<eÙe nw~ jepesMe ves Fme
Iešvee kesâ ef}S Gve efYeKecebies yeÛÛeeW keâes veneR, yeefukeâ

meceepe keâes ner oes<eer "njeÙee nw~’4 Fme keâefkelee ceW
yeÛÛeeW kesâ YeerKe ceeBieves keâer meeceevÙe ieefleefkeefOe kesâ meeLe
Gvekeâe mebIe<e&, oMee Deewj efmLeefle hetCe&le: GheefmLele nw~
ieewjle}ye nw efkeâ, ÙeneB yeÛÛeeW keâer efpeccesoeefjÙeeB Yeer nQ
Deewj meceepe keâer Gvekesâ Øeefle Goemeervelee Yeer nw, YetKe
Yeer nw Deewj yesyemeer, cepeyetjer, ogKe ke heerÌ[e Yeer nw,
GcceeroW Yeer nQ Deewj efvejeMee Yeer nw, hejbleg Skeâ mehevee
Yeer nw efpeme hej Gvekeâe hetje Yejesmee nw; yesMekeâ Ùen
Yejesmee ÙeLeeLe& keâer #ecelee Deewj mkehve keâer nkeâerkeâle ceW
heefjkeefle&le neslee nw Ùee veneR!

‘keâYeer keâYeer kes Skeâ mkehve Yeer osKeles nQ
efpemes nceejs meceÙe keâer jbieerve DeehejeefOekeâ efheâuceeW ves

jÛee nw Gvekesâ efoceeie ceW

efpeme hej Gvekeâe Yejesmee nw efkeâ Gme lejn Skeâ efove
yeo} peeSiee Gvekeâe Yeer peerkeve!’5

ceOÙekeieer&Ùe pevepeerkeve kesâ owefvekeâ heefjÂMÙe keâer
meeLe&keâ ke mebiele GÆekevee jepesMe peesMeer kesâ keâefkelee keâer
Deebleefjkeâlee nw~ owefvekeâ peerkeve ceW Deeves kee}er ieÌ[yeefÌ[ÙeeW,
lekeâ}erheâeW Deewj efokeäkeâleeW keâes otj keâjves kesâ ef}S Ssmes
yengle meejs }esie nw pees keâeceieej Yeer nw Deewj DevegYekeer
Yeer nw~ Ùes }esie cegKÙele: meeOeejCe peerkeve peerles nQ Deewj
meceepe ceW meowke ner Ghesef#ele jnles nQ~ Ùen Yeer meÛe nw
efkeâ, meceepe Ssmes }esieeW keâes Ùeeo jKeves ceW efo}Ûemheer
jKelee nw pees Øeefleef…le, GÛÛe Deewj meesMe} DeeFkeâve
nes; ve keâer efkeâmeer h}cyej Ùee ceOÙekeieer&Ùe pevelee keâer
jespeceje& efpeboieer keâes~ ‘Gme h}cyej keâe veece keäÙee nw’
keâefkelee Ssmes meeOeejCe }esieeW keâe ØemlegleerkeâjCe nw pees
owefvekeâ peerkeve keâer mecemÙee keâes og®mle keâjves keâe keâece
keâjles nQ, }sefkeâve Gvekesâ veece Deewj heles Ùeeo jKevee
Skeâ yesno keâef"ve keâece nw, keäÙeeWefkeâ Ùen GÛÛe ke
ceOÙekeieer&Ùe meceepe kesâ DeblemeËyebOe keâe Yeer peeÙepee nw
Deewj meceÙe keâer efkemebieefle yeesOe Yeer nw, pees meòee Deewj
pevelee kesâ yeerÛe keâe heâeme}e efvejblej yeÌ{e jne nw,
keäÙeeWefkeâ, ‘Gvekeâer keâefkeleeDeeW ceW peveefÛeòe keâes Útves kee}s
cegnekejs nQ Deewj jespeceje& kesâ DevegYekeeW ceW hekesâ keâLÙe Yeer~
jepesMe peesMeer keâer keâefkelee ceW meceÙe Deheves hetjs kewefkeOÙe
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kesâ meeLe GheefmLele neslee nw~’6 Fmeer peveefÛeòe ke ceOÙekeieer&Ùe
pevelee keâer he#eOejlee keâe mheMe& keâefkelee keâe kesâbõerÙe
ØeefleheeÅe nw-

‘}sefkeâve Iebšs Yej mes keâesefMeMe keâj jne ntB
hej Ùeeo veneR Dee jne nw Fme keòeâ Gme h}cyej keâe veece

pees keâF& yeej Dee Ûegkeâe nw nceejer heeFhe }eFve ceW
Dekeämej nes peeves kee}er ieÌ[yeÌ[er keâes "erkeâ keâjves

kees keâneB jnlee nw, keâneB nw Gmekesâ efce}ves keâe "erne
kegâÚ Yeer Ùeeo veneR’7

meceÙe-leòke keâer ieefleMeer}lee Deewj peveyeesOe keâe
he#e-Øeeflehe#e efpeme keâefkelee ceW DeefYekÙeefòeâ keâe kesâbõ efyebog
neslee nw; mkeeYeeefkekeâ nw efkeâ Gmekeâer Debleke&mleg DeLekee
mebkesoveMeer}lee Deewj Øesjkeâ-leòke Yeer pevemejeskeâej mes
mebhe=òeâ nesies~ Dekeämej osKee ieÙee nw efkeâ, peye efkeâmeer
Øeefmeæ kÙeefòeâ kesâ veece hej efkeâmeer yeÌ[s Menj keâe veece
jKee peelee nw Deewj Gmes yeveeves kee}s cepeotj }esieeW keâes
veece ke mecceeve mes kebefÛele efkeâÙee peelee nw~ ‘nceejs Menj
keâer ieef}ÙeeB: oes’ keâefkelee Fmeer DeeMeÙe keâe DeefYeØeeÙe
nw, peneB Deme} nkeâoej kÙeefòeâ keâes Deheves nkeâ mes
kebefÛele ke Ghesef#ele keâjkesâ meceepe keâes GÛÛe Skeb efvecve
keie& keâer ™hejsKee ceW efkeYeòeâ efkeâÙee peelee nw~ Ùen
keâefkelee cet}le: Deveece peve kesâ Øeefle ogKeelcekeâ DeefYekÙeefòeâ
keâe mebkesoveelcekeâ efš^kÙetš nw~ keâefkelee keâe meboYe& Fme
Øekeâej nw-

‘meÌ[keâeW kesâ veece Dekeämej yesieceeW Deewj vekeeyeeW
kesâ veece hej Les

peyeefkeâ ieef}ÙeeW kesâ veece efpeve }esieeW kesâ veece hej Les

Gvekeâe keâesF& ef}efKele Fefleneme veneR Lee
keâe}er Oeesyeve keâer ie}er, MesKe-yeòeer keâer ie}er

veeFÙeeW keâer ie}er, yeepes kee}eW keâer ie}er
iegef}Ùee oeF& keâer ie}er...’8

jepesMe peesMeer keâer keâefkelee heesef}efškeâ} keâefcešceWš
keâer ÙeLeeLe& Yetefce mes Ghepeer ngF& nw~ ken }eskeâleebef$ekeâ
cetuÙe keâer mebkesoveelcekeâ DeefYekÙeefòeâ keâjles nQ Deewj meòee
Skeb kÙekemLee keâer veekeâeceer DeLekee efkemebieefleÙeeB Øemlegle

keâjles nQ~ ‘cesje veÙee heâesve vecyej’ keâefkelee peveleb$e Deewj
pevemeeOeejCe veeieefjkeâ keâe Skeâ Ssmee DeblemeËyebOe nw peneB
meòee he#e keâe keÛe&mke lees nw, }sefkeâve Gmekeâer cet}
mebkesovee peveyeesOe kesâ ØeMve ceW efveefnle nw~ keâefkelee keâe
GæjCe nw efkeâ-

‘keäÙee Fme peveleb$e ceW ØeOeeveceb$eer Deewj Skeâ
meeOeejCe veeieefjkeâ kesâ yeerÛe

Ûegveeke ceW keesš osves kesâ De}ekee keâesF& mecyevOe
veneR nes mekeâlee?’9

kemlegle: Ùen keâefkelee Deheves Megæ ™he ceW jepeveereflekeâ
Meefòeâ keâe pevemeeOeejCe veeieefjkeâ keâer peerkeve Mew}er ceW
Skeâ nmle#eshe nw~ keâefkelee ceW peneB Skeâ he#e meòee keâe
GYejlee nw keneR otmeje he#e pevemebkeeo keâe Yeer hewoe neslee
nw, Fmeef}S cegKÙele: Meefòeâ Deewj mebIe<e& DeLekee meòee
Deewj veeieefjkeâ kesâ yeerÛe keâe DeblemeËyebOe Deewj Debleefke&jesOe
keâefkelee keâe cet} ØeefleheeÅe ke Deebleefjkeâ mhe<šerkeâjCe nw~
keâefke Deheves yeo} ieS heâesve vebyej keâer metÛevee osves kesâ
ef}S ØeOeeveceb$eer keâes heesmškeâe[& mes Dehevee vebyej Fme
GösMÙe mes Yespelee nw efkeâ, keâneR keâYeer ØeOeeveceb$eer keâes
cegPemes keâesF& keâece nes Deewj efkeâmeer efme}efme}s mes yeele
keâjveer heÌ[ peeS! peye ØeOeeveceb$eer keâefke keâes meceÙe
hetÚves kesâ ef}S heâesve keâjlee nw lees Gmekesâ Gòej ceW Skeâ
meeLe yengle meejs ØeMve Deewj meòee ke pevemebkeeo kesâ
heâeme}s keâe efpe›eâ Yeer neslee Ûe}e peelee nw, keäÙeeWefkeâ oes
Debleefke&jesOeer leòke ceW veeieefjkeâ kesâ Deheves hesÛeeroe mekee}
nesles nQ Deewj meòee keâer Deheveer De}ie ÛegveewefleÙeeB nesleer
nQ~ leke&ânervelee kesâ Fme heefjÂMÙe ceW efke[byeveelcekeâ heefjefmLeefle
kesâ keâejCe peveleb$e ceW Ùen keâuhevee keâjvee Yeer cegceefkeâve
veneR nw efkeâ, meòee keâer IeÌ[er Deewj pevelee keâer IeÌ[er ceW
efkeâleves meceÙe keâe heâke&â nw Deewj meòeeSB Deheveer IeÌ[er keâer
megFÙeeW keâes pevelee keâer IeÌ[er keâer megFÙeeW kesâ meceÙe kesâ
meeLe keäÙeeW veneR efce}eleer! Fmeer cetuÙenerve kewÛeeefjkeâ
Debleefke&jesOeelcekeâ ieefleMeer}lee ceW-

‘ØeOeeveceb$eer keâer IeÌ[er ceW Deewj Skeâ meeOeejCe
veeieefjkeâ keâer IeÌ[er ceW

yepeveskee}e meceÙe keäÙee Skeâ ner nes mekeâlee nw?
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efpemeceW meòee keâer IeÌ[er Deewj pevelee keâer IeÌ[er keâe
meceÙe Skeâ ner nes?

cesjer efokeäkeâle keâes LeesÌ[e-yengle mecePe jns neWies Deehe
}sefkeâve Ùekeâerve keâerefpeS efkeâ meòeeSB Deheveer

IeÌ[er keâe meceÙe

Deheves osMe kesâ veeieefjkeâeW keâer IeÌ[er kesâ meceÙe mes
keâYeer veneR efce}eleeR

Deewj pÙeeoelej ieÌ[yeefÌ[ÙeeB ÙeneR mes hewoe nesleer nQ’10

‘meb«ene}Ùe’ keâefkelee meeceeefpekeâ keieer&keâjCe keâer
™hejsKee Deewj pevemejeskeâej keâer Øeefleyeælee keâes De}ie-
De}ie Âef<škeâesCe mes DevegYetle ke DeefYekÙeòeâ keâjleer nw,
peneB Skeâ keie& kesâ heeme Meefòeâ Deewj meòee nw Deewj otmeje
keie& hetCe&le: Ghesef#ele, Meesef<ele Deewj mebIe<e&jle nw DeLekee
Meefòeâ ke meòee mebheVe keie& kesefjefheâkesâMeve šwie mes mebhe=òeâ
nw Deewj pevemeeOeejCe veeieefjkeâ Deefmlelkenerve henÛeeve mes
efÛeblee«emle ke Ghesef#ele nw~ kemlegle: keieer&ke=âle meceepe keâe
Skeâhe#eerÙe efnlemeeOeve keâefkelee keâer efke<eÙekemleg keâe cet}
DeeOeejmlebYe nw~ ieewjle}ye nw efkeâ, ÛeerpeeW keâe Fmlescee}
keâjves kee}s ØecegKe nw Deewj ÛeerpeeW keâes yeveeves kee}s
FlÙeeefo Ùee ieewCe, efpemekesâ keâejCe meb«ene}Ùe ceW iegpejs
keòeâ kesâ }esieeW Éeje cegKÙele: ÛeerpeeW ke kemlegDeeW keâes
Fmlescee} keâjves kee}eW keâe ner veece, meceÙe Deewj efÛe$e
ceewpeto nw; Dehes#eeke=âle Gve ÛeerpeeW ke kemlegDeeW keâes yeveeves
kee}eW keâe ve lees keâneR veece ope& nw ve ner meceÙe keâe
Gu}sKe Deewj ve ner efkeâmeer efÛe$e keâer Øeâsce -

‘oerkeejeW hej megvenjer Øeâsce ceW ceÌ{s ngS Gve
MeemekeâeW kesâ efkeMee} efÛe$e Les

efpevekesâ veerÛes Gvekeâe veece Deewj meceÙe Yeer ef}Kee Lee
efpevneWves Gve ÛeerpeeW keâe GheÙeesie efkeâÙee Lee

}sefkeâve Gve ÛeerpeeW keâes yeveeveskee}eW keâe keâesF&
efÛe$e keneB veneR Lee

ve keâneR Gvekeâe keâesF& veece Lee’11

Ùen ‘ÛeerpeeW keâes yeveeveskee}eW keâe keâesF& efÛe$e keneB
veneR’ nesvee ceOÙekeieer&Ùe meceepe keâe Ghesef#ele, mebIe<e&Meer}
Deewj Meesef<ele pevepeerkeve keâe ner ØelÙe#eOeceer& Deekeâ}ve
keâjlee nw~

‘oeie’ keâefkelee ßece kesâ meeQoÙe& Deewj peve-kesovee
keâer mebkesoveelcekeâ omleekespeerkeâjCe nw~ Ùen keâefkelee šeÙej
efjhesÙeefjbie keâjves kee}s ceveg<Ùe meceepe keâer efmeivesÛej
keâefkelee nw~ keâefkelee keâe cet} ßece peerkeve kesâ hesÛeeroe
ØeMveeW keâe Devkes<eCe keâjvee nw, peneB Skeâ ßeefcekeâ DeLekee
keâeceieej kÙeefòeâ keâer jespeer jesšer keâceeves keâe mebkeâuhe,
ÂÌ{lee Deewj efveMÚ}lee keâe Meeveoej ÂMÙe yeesOe GYejlee
nw~ yesMekeâ Gme ßece kesâ heerÚs }byeer Ùee$eeDeeW keâer Lekeâeve
Deewj DeveskeâeW cegukeâ keâer meÌ[keâeW kesâ efkeefkeOe mebmcejCe nQ,
efpemekeâer ØelÙe#eOeceer& Âef<š peesefKece G"ekeâj cet}Yetle
DeekeMÙekeâleeDeeW keâer hetefle& ceW nw ve keâer leekeâle, DevÙeeÙe
Deewj meòee kesâ ye}yetles hej Deeefßele ke Deke}befyele!
keânves keâe DeeMeÙe nw efkeâ Skeâ keâeceieej DeLekee ßeefcekeâ
kÙeefòeâ kesâ ef}S cesnvele Ùee ßece keâe Øeefleheâ} cesnveleevee
ner nw, efpemekeâer keâmeewšer peerkeve keâe cet}eOeej nw Deewj
Ùener keâejCe nw efkeâ Gme ßeefcekeâ kÙeefòeâ kesâ ef}S cesnvele
mes keâceeF& ngF& jespeer jesšer ncesMee ner mkeemLÙekeOe&keâ Deewj
mkeeefo<š nesleer nw, keäÙeeWefkeâ GmeceW lemeu}erkeMe cesnvele
keâe DehekÙeÙe ngDee nw-

‘cesjer keâceerpe keâer DeemleerveeW hej keâF& oeie nQ
«eerme Deewj DeeF} kesâ

heer" hej Oet} keâe Skeâ yeÌ[e-mee iees} Úhekeâe nw

pewmes Oet} Yejer nkeeDeeW kee}er jele ceW ÛeeBo
ceQ Fve oeieeW keâes henvelee ntB

efkeâ efkeâmeer otmejs keâer jesšer veneR Úerveer ceQves
Deheves keâes ner KeÛe& efkeâÙee nw Skeâ-Skeâ keâewj kesâ ef}S’12

‘yeÛÛes keâece hej pee jns nQ’ keâefkelee Skeâ Deesj lees
yee} ßeefcekeâeW keâer oMee ke mebkesovee keâes efÛeef$ele keâjleer nw
Deewj otmejer Deesj Gmekesâ cet} mekee}eW ke mebkeâšeW mes
škeâjeleer nw~ Ùen keâefkelee meceepe kesâ ceOÙekeieer&Ùe heefjÂMÙe
keâes ner Øemlegle veneR keâjleer, yeefukeâ Gmekesâ yegefveÙeeoer
mejeskeâejeW mes mebhe=òeâ Yeer nw~ jepesMe peesMeer Gve yeÛÛeeW
keâe efkekejCe Yeer osles nQ Deewj Gmekeâer oMee Deewj meceepe
keâer }ehejkeener hej Yeer efšhheCeer keâjles nQ, pees efkeâmeer
nesš}eW ceW, keâejKeeveeW ceW Deewj ceer}eW Deeefo ceW keâece
keâjves kesâ ef}S cepeyetj nw DeLekee keâece keâjves kesâ ef}S
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efkekeMe neskeâj peeles nQ~ ‘yeÛÛes keâece hej pee jns nQ’
keâefkelee meceÙe keâer ›eâtjlee Deewj meceepe keâer YeÙeevekeâ
$eemeoer keâe Skeâ peerkeble mee#eelkeâej nw, pees Deheves
peefš} ØeMveeW mes Glevee ner škeâjelee nw efpelevee Deheves
ØemebieeW ke meboYeeX kesâ ÂMÙe-heefjÂMÙe mes peöespeno keâjlee
nw~ keâefkelee keâe GæjCe nw-

‘keâesnjs mes {keâer meÌ[keâ hej yeÛÛes keâece hej pee jns nQ
megyen megyen

yeÛÛes keâece hej pee jns nQ
nceejs meceÙe keâer meyemes YeÙeevekeâ hebefòeâ nw Ùen
YeÙeevekeâ nw Fmes efkekejCe keâer lejn ef}Kee peevee

ef}Kee peevee ÛeeefnS Fmes mekee} keâer lejn
keâece hej keäÙeeW pee jns nQ yeÛÛes?’13

meceepe keâer efke[byevee Deewj Gmekesâ Debleefke&jesOe kesâ
yeerÛe peerles ngS, mebIe<e& keâjles ngS, ØeleeefÌ[le ke heerefÌ[le
nesles ngS, efkemLeeefhele peerkeve peerves kee}s Deewj yesyeme
}esieeW kesâ Øeefle jepesMe peesMeer keâer keâefkelee ceW keâ®Cee
Deewj menevegYetefle nw~ ‘meÌ[keâ hej Ûe}les ngS’ keâefkelee
meÌ[keâ yeveeves kee}s Gve ßecepeerkeer efm$eÙeeW Deewj heg®<eeW
keâer kÙeLee ke peefš}lee keâe omleekespe nw pees cenerveeW mes
Deheves Iej veneR }ewšs nQ, efpevneWves [ecej ieeÌ[er ceW yeÛeer
ceefæce jesMeveer ceW hÙeepe kesâ meeLe jesšer Keekeâj efove
keâešs nQ Deewj }t kesâ LehesÌ[s menles ngS efvejblej Oet}-efceóer
ceW keâece keâjkesâ veiejeW Deewj ceneveiejeW keâer Meeveoej
meÌ[kesâb yeveeF& nQ~ Ùes meÌ[kesâb kesâke} Mejerj keâer leekeâle
keâes KeÛe& keâjkesâ ner veneR yeveer nQ; yeefukeâ Deepeerefkekeâe
keâer Keespe mes Yeer yeveer nw, efpemeceW jespeieej keâe efnmmee
keâce Deewj efkekeMelee ke mebIe<e& keâe ØeMve pÙeeoe nw-

‘ceQ veiejeW Deewj ceneveiejeW keâer Meeveoej meÌ[keâeW
hej Ûe}les ngS

Dekeämej Meefce&voe nes peelee ntB

ve peeves efkeâve-efkeâve F}ekeâeW kesâ Dekeâe} mes
OeefkeâÙeeÙeer ieFË

efm$eÙeeW Deewj heg®<eeW ves ner yeveeF& nQ Fme cegukeâ keâer
pÙeeoelej Meeveoej meÌ[kesâb’14

‘ceejs peeÙeWies’ keâefkelee keâe kesâbõerÙe ØeMve nw- meceÙe-
leòke keâer efMeveeKle Deewj kewÛeeefjkeâ Debleefke&jesOe keâe
Deefle›eâceCe~ Ùes kewÛeeefjkeâ Debleefke&jesOe keâe Deefle›eâceCe
keâefkelee kesâ DeejbYe ceW ner DeefYekÙeòeâ neslee nQ-

‘pees Fme heeie}heve ceW Meeefce} veneR neWies
ceejs peeÙeWies

keâšIejs ceW KeÌ[s keâj efoÙes peeÙeWies, pees efkejesOe ceW yees}Wies
pees meÛe meÛe yees}Wies, ceejs peeÙeWies’15

mhe<š nw efkeâ Ùes ‘heeie}heve’ keâe}oefMe&lee keâer
YeÙeekenlee keâe mebkesâle nQ, efpemeceW pegce& ke leekeâle kesâ
ye}yetles efkeâmeer Yeer lejn kesâ keâece keâes Debpeece efoÙee
peelee nw Deewj melÙelee keâer keâmeewšer keâes meke&ßes… ke
mekee&sÛÛe ceeveves kee}s keâes obef[le efkeâÙee peelee nw~ keâefkelee
keâe Debeflece DebMe meceÙe-leòke keâer henÛeeve keâjlee nw
Deewj Skeâ ogyee&sOe ØeMve Yeer hewoe keâjlee nw, efpemeceW
pevelee keâer he#eOejlee keâe meceLe&ve Yeer nw Deewj meòee keâer
leekeâle keâe Deefle›eâceCe Yeer nw~ kemlegle: ‘ceejs peeÙeWies’
keâefkelee ceW meceÙe-leòke keâer ›eâtj meIevelee ke kewÛeeefjkeâ
Debleefke&jesOe keâe heefjÂMÙe pevekeeoer {bie mes mhe<š ke
Øemlegle ngDee nw -

‘meyemes yeÌ[e DehejeOe nw Fme meceÙe
efvenlLes Deewj efvejhejeOe nesvee

pees DehejeOeer veneR neWies
ceejs peeÙeWies~’16

ceneefkeheoe kesâ Fme oewj ceW ceeref[Ùee keâer yesleke&â
yenmeyeepeer Deewj KeyejeW ke leLÙeeW keâer keâkejspe kesâ heerÚs
peneB meòee keâer leekeâle efoKeeF& oer, keneB meceepe kesâ
pke}ble cegöeW ke mekee}eW kesâ Øeefle Yeer GveceW ØeKejlee keâer
keâceer mhe<šle: vepej DeeF&~ keâesjesvee ceneceejer ceW peneB
npeejeW-}eKeeW keâer mebKÙee ceW Deece Deeoceer keâer jespeer-
jesšer Deewj Deepeerefkekeâe kesâ leceece meeOeve ke Iej-PeesheÌ[s
GpeÌ[s ken efo} on}eves kee}s ÂMÙe nw~ jepeveereflekeâ
›eâtjlee ves yesjnceer ke efveo&Ùelee kesâ meeLe pevepeerkeve keâer
Mekeä} keâes kegâÛe}e nw, efpemekeâer Keyej nesles ngS Yeer
Keyej veneR yeveer; hejbleg Fme keâef"ve meceÙe ceW efvejblej
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KeyejW yeveleer-Úheleer ieFË, }sefkeâve Ùes KeyejW keemleefkekeâ
cegöeW ke ØeMveeW keâer kekeâe}le keâjves ceW DemeceLe& nQ-

‘jespeer-jesšer Kees Ûegkesâ }eKeeW }esie efmej hej
Deheveer ie=nmLeer G"eS

YetKes-hÙeemes, vebies heeBke keeheme Deheves ieeBke }ewš
jns neWies

hej KeyejW veneR neWieer
KeyejeW ceW Deme} KeyejeW kesâ ef}S peien ner veneR

nesieer’17

efve<keâ<e& :

jepesMe peesMeer pevepeerkeve keâer efkeefkeOelee keâes mece«e
™he mes keefCe&le ke DeefYekÙeòeâ keâjles nQ~ ceOÙekeieer&Ùe
Ûeslevee Deewj Gmekeâe meceLe&ve Gvekeâer keâefkelee keâer cet}
Debleke&mleg nw~ Gvekeâer keâefkelee ceW meeceevÙe peve keâe keCe&ve
nw Deewj Gmekeâer oMee ke efmLeefle hej GvneWves Keg}keâj
yeeleÛeerle Yeer keâer nw~ Ùegieerve meboYe& Deewj meceÙe keâer
škeâjenš Gvekeâer me=peveelcekeâlee keâes DeefOekeâ ÙegieOeceer&
yeveeleer nw~ ken meMeòeâ {bie mes meceepe keâer efmLeefle,
heefjefmLeefle Skeb DekeefmLeefle keâes Deheveer keâefkelee ceW Gkesâjles
nQ Deewj Gmekeâe efkemle=le ØelÙe#eerkeâjCe keâjles nQ~ ceOÙe
Skeb efvecvekeieer&Ùe meceepe kesâ Øeefle Gvekeâer menevegYetefle
Deewj mebkesoveMeer}lee yejeyej efoKeeF& osleer nw, Fmeef}S
GvneWves Gmekesâ ÙeLeeLe&oefMe&lee keâes yeÌ[er ceeefce&keâlee kesâ
meeLe GheefmLele efkeâÙee nw~ jepesMe peesMeer pevehe#eOejlee
keâe Øeefleyeæ Ss[keeskesâš nw Deewj Gvekeâer keâefkeleeSB mece«e
™he mes peveefnle keâer kekeâe}le keâjleer nQ, Fmeef}S GmeceW
peveyeesOe keâe he#e Yeer nw Deewj pevepeerkeve keâer kÙeekeneefjkeâlee
kesâ keemleefkekeâ ÂMÙe-heefjÂMÙe Yeer kÙeehekeâ ™he ceW efkeÅeceeve
nw DeLee&led meÛe keâe meeQoÙe& Yeer efkeefMe<šlee kesâ meeLe
meb}ive nw~

meboYe& metÛeer :

1. peesMeer, jepesMe, oes hebefòeâÙeeW kesâ yeerÛe, veF& efou}er,
jepekeâce} ØekeâeMeve, ÛeewLee mebmkeâjCe 2019, he=Ê-13

2. kener, he=Ê-14

3. kener, he=Ê-28

4. veke}, veboefkeâMeesj, efnboer keâefkelee: DeYeer, efyeukegâ} DeYeer,
veF& efou}er, jepekeâce} ØekeâeMeve, Øelece mebmkeâjCe,
2014, he=Ê-96

5. peesMeer, jepesMe, oes hebefòeâÙeeW kesâ yeerÛe, veF& efou}er,
jepekeâce} ØekeâeMeve, ÛeewLee mebmkeâjCe 2019, he=Ê-28

6. efveMÛe}, Deesce, keâefkelee kesâ keefj… veeieefjkeâ, }KeveT,
Deceve ØekeâeMeve, ØeLece mebmkeâjCe, he=Ê-84

7. peesMeer, jepesMe, oes hebefòeâÙeeW kesâ yeerÛe, veF& efou}er,
jepekeâce} ØekeâeMeve, ÛeewLee mebmkeâjCe 2019, he=Ê-46

8. kener, he=Ê-70

9. peesMeer, jepesMe, efpeo, veF& efou}er, jepekeâce} ØekeâeMeve,
hen}e mebmkeâjCe 2015, he=Ê-38

10. kener, he=Ê-39-40

11. kener, he=Ê-61

12. peesMeer, jepesMe, ÛeeBo keâer kele&veer, veF& efou}er, jepekeâce}
ØekeâeMeve, leermeje mebmkeâjCe 2019, he=Ê-80

13. peesMeer, jepesMe, vesheLÙe ceW nBmeer, veF& efou}er, jepekeâce}
ØekeâeMeve, otmeje mebmkeâjCe 2021, he=Ê-23

14. peesMeer, jepesMe, efpeo, veF& efou}er, jepekeâce} ØekeâeMeve,
ØeLece mebmkeâjCe 2015, he=Ê-77

15. peesMeer, jepesMe, vesheLÙe ceW nBmeer, veF& efou}er, jepekeâce}
ØekeâeMeve, otmeje mebmkeâjCe 2021, he=Ê-35

16. kener

17. peesMeer, jepesMe, Gu}bIeve, veF& efou}er, jepekeâce}
ØekeâeMeve, hen}e mebmkeâjCe 2021, he=Ê-46-47
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Allen Ginsberg, one of the most
influential poets of the 20th century, is
renowned for his impactful contributions
to literature and culture. As a central figure
of the Beat Generation, Ginsberg’s work
transcended conventional poetic forms,
revolutionizing the literary landscape with
its raw emotion, unfiltered language and
social criticism. Ginsberg’s most celebrated
work, “Howl”, serves as a testament to his
revolutionary style and thematic depth.
Published in 1956, “Howl” is a long-form
poem that captures Ginsberg’s frustrations,
observations, and critiques of post-war
America. The poem is a visceral outpouring
of emotion, addressing taboo subjects
such as sexuality, drug use, and mental
illness with an unapologetic candour that
shocked and captivated readers. Through
“Howl”, Ginsberg sought to challenge societal
norms and give voice to the disaffected
youth of his generation, laying bare the
struggles and aspirations of a burgeoning
counterculture. Central to Ginsberg’s
poetry is his unique blend of personal
experience and social commentary. His
poems often draw from his own life, chroni-

cling his experiences with love, loss and
self-discovery. At the same time, Ginsberg
uses his poetry as a vehicle for broader
social critique, addressing issues such as
war, capitalism, and the erosion of civil
liberties. This dual focus on the personal
and the political imbues Ginsberg’s work
with a sense of urgency and relevance that
continues to resonate with readers today.
Beyond his poetry, Ginsberg’s activism
was a defining aspect of his legacy.
Throughout his life, Ginsberg was deeply
engaged in political and social causes,
using his platform as a poet to advocate
for change. He was a vocal critic of the
Vietnam War, a champion of civil rights,
and a staunch advocate for free speech.
Ginsberg’s activism was rooted in a belief
in the power of art to effect social change,
and he used his poetry as a tool for activism,
often performing at rallies and protests to
galvanize support for various causes.
Ginsberg’s influence extends far beyond
the literary world. His work has had a
profound impact on popular culture, inspi-
ring musicians, artists, and filmmakers
alike. Ginsberg’s poems have been set to
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music by artists such as Bob Dylan and
The Clash, and his ideas have been echoed
in films, novels, and art installations. His
work continues to be studied and celebrated
for its boldness, its honesty and its unwave-
ring commitment to truth and authenticity.
Despite his enduring legacy, Ginsberg’s
work has not been without its critics. Some
have questioned the literary merit of his
poetry, criticizing its lack of formal structure
and its sometimes-rambling style. Others
have taken issue with Ginsberg’s explicit
language and controversial subject matter,
arguing that it detracts from the overall
message of his work. However, these criti-
cisms have done little to diminish Ginsberg’s
impact or his stature as one of the most
important poets of his generation. In
conclusion, Allen Ginsberg’s contributions
to literature and culture are undeniable.
Through his poetry and activism, he chall-
enged the status quo, pushed boundaries,
and inspired generations of artists and
activists to follow in his footsteps. His
work continues to resonate with readers
today, serving as a reminder of the power
of art to provoke thought, inspire change,
and shape the world around us.

“Howl” and the Beat Generation :

 Allen Ginsberg’s poem “Howl”,
published in 1956, stands as a seminal
work not only in his oeuvre but also in
the broader context of American literature.
The poem, a lamentation and celebration
of the “best minds” of Ginsberg’s generation,
serves as a manifesto for the Beat Gene-
ration, a group of writers who rejected
mainstream societal norms and sought to
create a new literary and cultural ethos.
According to literary critic Ann Charters,
“Howl” was a “revolutionary manifesto”

that captured the spirit of a generation
disillusioned by the conformity and materia-
lism of post-war America. The poem’s raw
emotion and unfiltered language resonated
with readers who were hungry for a new
form of artistic expression. One of the
most striking aspects of “Howl” is its raw
emotional intensity. As Ginsberg expre-
ssed the poem was “an emotional time
bomb that would continue exploding in
U.S. consciousness in case the military-
industrial-nationalist complex solidified
its power (Ginsberg).

The poem is a howl of anguish and
ecstasy, a cry of protest against the dehuma-
nizing effects of capitalism, consumerism,
and militarism. Thematically, “Howl”
explores a wide range of topics, including
sexuality, spirituality, politics, and mental
illness. According to literary scholar John
Tytell, “Ginsberg’s ‘Howl’ became a cri

de coeur against the dehumanization and
banality of American culture.” The poem’s
frank discussion of taboo subjects challenged
readers to confront the darker aspects of
human experience. Stylistically, “Howl”
is characterized by its long lines and free
verse structure. Ginsberg’s use of long,
breathless lines mirrors the stream-of-
consciousness style of writers like Walt
Whitman, whom Ginsberg admired. As
Ginsberg writes in the poem:

 I saw the best minds of my generation

destroyed by madness, starving

hysterical naked,

dragging themselves through the negro

streets at dawn looking for an angry fix.

(Howl)

This style allows Ginsberg to create a
sense of urgency and immediacy, drawing
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the reader into the poem’s emotional land-
scape. Despite the controversy surrounding
its publication, “Howl” has endured as one
of the most important poems of the 20th
century. Its themes of alienation, rebellion,
and the search for meaning continue to
resonate with readers today, cementing
Ginsberg’s place as a literary giant and a
voice of his generation.

Major Themes and Techniques :

Allen Ginsberg’s poetic oeuvre
intricately interlaces thematic elements
that confront societal conventions and
exalt the unfiltered essence of the human
experience. One of the most prominent
themes in Ginsberg’s work is his critique
of mainstream American society. He
vehemently opposed the dehumanizing
effects of capitalism, consumerism, and
militarism, which he saw as pervasive in
post-war America. Through poems like
“America” and “A Supermarket in
California”, Ginsberg employs satire and
irony to cast a critical eye on the materia-
listic and conformist aspects of American
culture, urging readers to question the
values that underpin their society.
Ginsberg’s poetry is characterized by its
uncompromising social criticism and its
deeply felt empathy for the marginalized
and dispossessed. In “Howl”, Ginsberg
writes, “I saw the best minds of my genera-
tion destroyed by madness, starving hyste-
rical naked / dragging themselves through
the negro streets” capturing the despair
and disillusionment of a generation caught
in the grip of societal forces beyond their
control. Another central theme in Ginsberg’s
work is a celebration of personal freedom
and self-expression. Ginsberg was a strong
advocate for the rights of individuals to

live and love as they saw it, and his poetry
often reflects this belief. In poems like
“Howl”, Ginsberg celebrates the beauty
and diversity of human experience, urging
readers to embrace their true selves and
reject the constraints imposed by society.
Stylistically, Ginsberg’s poetry is characte-
rized by its use of free verse and long,
flowing lines. This style, influenced by the
works of Walt Whitman, allows Ginsberg
to create a sense of rhythm and musicality
in his work. According to literary scholar
Ann Charters, Ginsberg’s poetry is “marked
by its long, flowing lines and its use of
repetition and refrain, which give his
poems a hypnotic quality.” Ginsberg’s use
of language is another key aspect of his
poetic technique. He often incorporated
slang, obscenities, and colloquialisms into
his work, creating a sense of immediacy
and authenticity. This use of language was
controversial in his time but has since been
recognized as a groundbreaking develop-
ment in American poetry. Thematically,
Ginsberg’s poetry is also deeply influen-
ced by his spiritual beliefs. He was deeply
interested in Eastern religions, particularly
Buddhism, and this interest is reflected in
poems like “Sunflower Sutra,” where
Ginsberg finds beauty and meaning in the
ordinary and overlooked aspects of life.
In this poem, Ginsberg writes,

Ah, dear father, graybeard, lonely old

courage-teacher,

what America did you have when

Charon quit poling his ferry

 and you got out on a smoking bank and

stood watching

 the boat disappear on the black waters

of Lethe (SS)?
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Critics have praised Ginsberg’s poetry
for its honesty, passion and innovation.
Literary scholar John Tytell notes that
Ginsberg’s work is characterized by its
“uncompromising social criticism” and its
deeply felt empathy for the marginalized
and dispossessed. Tytell argues that
Ginsberg’s poetry “became a cri de coeur
against the dehumanization and banality
of American culture (Tytell, 23). Despite
the controversy surrounding his work,
Ginsberg’s poetry has endured as a powerful
and influential force in American litera-
ture. His themes of alienation, rebellion,
and the search for meaning continue to
resonate with readers today, cementing his
place as one of the most important poets
of the 20th century. Through his bold
themes, innovative style, and profound
spirituality, Ginsberg continues to captivate
readers and challenge them to see the
world in new and unexpected ways. His
poetry remains as relevant and powerful
today as it was when it was first written, a
testament to the enduring power of his
vision and voice.

Influence on Contemporary Literature

and Culture :

 Allen Ginsberg’s influence on later
generations of poets and artists has been
profound, shaping the landscape of
contemporary literature and culture. His
bold exploration of taboo subjects, innova-
tive use of language, and commitment to
social justice continue to inspire writers
and artists around the world. Ginsberg’s
impact on contemporary literature is
evident in the work of poets who have
followed in his footsteps. Poets like Patti
Smith, Bob Dylan and Anne Waldman
have cited Ginsberg as a major influence

on their work, praising his willingness to
tackle difficult subjects and his innovative
approach to form and structure. Smith, a
musician and poet, has described Ginsberg
as “a true revolutionary whose work
opened up new possibilities for what
poetry could be.” Ginsberg’s influence is
also evident in the world of visual art.
Artists like Robert Rauschenberg and
Jasper Johns, who were associated with
the Beat Generation, were inspired by
Ginsberg’s work and incorporated elements
of his poetry into their art. Rauschenberg,
in particular, was known for his use of
found objects and collage, a technique that
mirrored Ginsberg’s own approach to
poetry. Critics have praised Ginsberg’s
work for its enduring relevance and
impact. Poet and critic Robert Creeley has
described Ginsberg as “a poet of immense
power and importance,” noting that his
work continues to resonate with readers
across generations. Similarly, literary
scholar Helen Vendler has praised
Ginsberg’s “uncompromising vision” and
his ability to capture the “anguish and
ecstasy” of the human experience.
Ginsberg’s influence extends beyond the
world of literature and art, shaping broader
cultural movements and social causes. His
activism on behalf of civil rights, gay
rights, and anti-war causes inspired a
generation of activists and paved the way
for the social movements of the 1960s and
1970s. Ginsberg’s poems were often
performed at rallies and protests, where
they served as anthems for the movements
of the time. In conclusion, Allen Ginsberg’s
influence on contemporary literature and
culture is undeniable. His bold exploration
of taboo subjects, innovative use of language
and commitment to social justice continue
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to inspire writers, artists and activists around
the world. As poet and critic Kenneth
Rexroth wrote, Ginsberg’s work is “a great
lava flow of emotion and consciousness,
sweeping away everything in its path.”
Through his poetry, Ginsberg has left an
indelible mark on the cultural landscape
of the 20th century and beyond.

Conclusion :

 Allen Ginsberg’s profound and endu-
ring impact on literature, culture and
society is evident. As a leading Beat
Generation figure, his poetry challenged
his era’s conventions, pushing boundaries
in form and content. Ginsberg’s explo-
ration of taboo subjects such as sexuality,
drug use and mental illness expanded
poetic possibilities, inspiring future writers.
His poetry is known for its raw emotional
power and capturing the complexities of
human experience. In poems like “Howl,”
Ginsberg voiced the disillusionment and
alienation of post-war America, reflecting
its anxieties and uncertainties. He sought
to break down barriers and foster a more
compassionate and inclusive society. One
of Ginsberg’s enduring legacies is his
commitment to social justice and political
activism. His poetry often urged readers
to question authority and strive for a better
world. His activism for civil rights, gay
rights, and anti-war causes made him a
pivotal figure in the 1960s and 1970s
movements, inspiring a generation of
activists. Ginsberg’s influence extends
beyond literature and activism, shaping
popular culture and inspiring artists across
disciplines. Musicians like Bob Dylan and
Patti Smith, and visual artists like Robert
Rauschenberg and Jasper Johns, drew
inspiration from his work. His poetry was

also adapted into film, notably the 2010
film “Howl” starring James Franco.
Despite his passing in 1997, Ginsberg’s
work remains relevant and powerful. His
poetry resonates with readers worldwide,
addressing universal themes of love, loss,
and longing. Ginsberg’s willingness to
confront difficult subjects and his commit-
ment to artistic and political freedom high-
light poetry’s power to provoke thought,
inspire change, and challenge the status
quo. In his words, “Poetry is not an expre-
ssion of the party line. It’s that time of night,
lying in bed, thinking what you really
think, making the private world public,
that’s what the poet does.” Through his
poetry, Ginsberg dared to make the private
world public, giving voice to a genera-
tion’s hopes, fears, and dreams. His legacy
lives on, inspiring future generations.
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Morrison explores the mythic power of femininity in a poor and isolated

rural Black community where women rule as mothers, warriors, witches and

storytellers… one of the most compelling writers at work today .
The Times

Toni Morrison’s Sula is the story of
two friends, Sula Peace, and Nel Wright,
and their meandering voyage of self-
discovery from childhood to adulthood.
As children, Nel and Sula were raised by
strong, independent women, Helene
Wright, Hannah Peace, and Eva Peace.
These women however only happened to
break down the sense of self that these
girls possessed, and did not foster it. The
men who entered their lives later, Jude,
and Ajax, were also invariably indifferent
to them. While Sula continued to strive
towards selfhood for herself, and also
wished for other women, especially her
friend Nel, to assert themselves, this
happens very late in life for Nel, with her
long and loud cry for her dead friend,
remembering all the sacrifices that she had
made, both for Nel, as well as for other
people. The two friends had always
complimented each other, and are
incomplete without each other. For Nel,
the journey begins early, with her secret

desire to rebel against her mother’s
standards of beauty. 

As evidenced by Carl Jung, identity
is a social construct. Sula, and Nel, the
two prominent characters in the novel
Sula, begin, by seeking reassurance for
their identities with their mothers,
respectively. This reassurance is however
not obtained, as Sula’s mother Hannah
Peace vows to merely ‘love’ Sula as her
own flesh and blood, but does not
particularly ‘like’ her. Hannah remarks to
her friends “ ‘You love her, like I love Sula.
I just don’t like her. That’s the difference.’
‘Guess so. Likin’ them is another thing.’
‘Sure. They different people, you know
...’ “ (Sula, 2005, p. 57). Nel’s mother,
Helene Sabat Wright, on the other hand
attempts to mould her daughter, Nel, into
what she believes to be a better version of
herself, and does not offer any reassurance
about the person that Nel is.

Nel and Sula approach the men in
their society, but they are merely commo-
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dified as “‘pig- meat’” (Sula, 2005, p. 50).
The men have failed to come to terms with
their own individual traumas, related to
White supremacy, and are hence unable
to value the women around them. Despite
this, when Nel decides to become a confor-
mist and decides to marry Jude, Sula feels
alienated from her minimal support system
and so she leaves town.

On returning after ten years of trave-
lling across the length and breadth of the
USA, Sula finds that her best friend Nel
still prefers her husband, Jude, and the
people of her town only look upon her
with disgust and ridicule. Sula is thus
doomed to die alone, but with a reassurance
that she has experienced all that there is
to experience in this world. “There aren’t
any more new songs and I have sung all
the ones there are…” (Sula, 2005, p. 137).
In her quest for identity Nel Wright is
stifled by her mother Helene Sabat, who
imposes her idealistic norms upon her
daughter:

She rose grandly to the occasion of
motherhood-grateful, deep down in her
heart, that the child had not inherited
the great beauty that was hers: that her
skin had dusk in it, that her lashes were
substantial but not undignified in their
length, that she had taken the broad flat
nose of Wiley (although Helene
expected to improve it somewhat) and
his generous lips.

Under Helene’s hand the girl became
obedient and polite. Any enthusiasms
that little Nel showed were calmed by
the mother until she drove her
daughter’s imagination underground.
(Sula, 2005, p. 18)

This manifests in Nel’s joy at being
part of the rough and tumble household
of the Peace family, as compared to the
methodical organisation of her own home.

Nel enjoyed the way in which there was
always something being cooked at Sula’s
house, both in the literal and figurative
sense. There was the luxury of a messy
house, and the joy of getting little treats,
and having dreams read. The true labyrinth
of identity unfolds for Nel when she dis-
covers the custard that her mother is made
of, and resolves to never be like her. Nel
discovers that despite the strong facade
that Helene Sabat puts up, she is unable
to face the segregation on the trains during
that period. Black soldiers on train are
annoyed by the diferential behaviour of
Helene Sabat. “She (Nel) had been frigh-
tened of the soldiers’ eyes on the train, the
black wreath on the door, the custard
pudding she believed lurked under her
mother’s heavy dress, the feel of unknown
streets and unknown people” (Sula, 2005,
p. 28). All this time, Sula is happy to
remain in Nel’s shadow, to the point of
mutilating herself for the sake of her
friend’s honour:

Sula squatted down in the dirt road and
put everything down on the ground:
her lunchpail, her reader, her mittens,
her slate. … of the slate.

Sula raised her eyes to them. Her voice
was quiet. “If I can do that to myself,
what you suppose I’ll do to you?”
(Sula, 2005, p. 54-55).

It is only when Nel dons the robes of
matrimony that Sula is left to fend for her-
self. Ten years later she returned, drained,
in search of Nel, to complete her: “She
thought of looking out of the windows of
all those trains and buses, looking at the
feet and backs of all those people. Nothing
was ever different. They were all the same.
All of the words and all of the smiles,
every tear and every gag just something
to do” (Sula, 2005, p. 147).
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This futile endeavour only yielded her
the loss of her friendship and the label of
a witch. The men of the Bottom community
gave Sula her final label of being atrocious
to the extent of sleeping with White men.
This label earned Sula an evil reputation
across genders and ages, which she could
not overcome until the very end. Only Ajax,
Sula’s boyfriend supported her empower-
ment, and not her vulnerability. ”Sula
began to discover what possession was.
Not love, perhaps, but possession or at
least the desire for it. She was astounded
by so new and alien a feeling” (Sula, 2005,
p. 131). It is only after her death that Sula
is able to live on in Nel’s memory, steering
her back on the course of self-discovery,
and hence achieving the peace that is
found in her surname:

She knew it was all due to Sula’s return
to the Bottom. It was like getting the
use of an eye back, having a cataract
removed. Her old friend had come
home. Sula... Talking to Sula had
always been a conversation with
herself. Was there anyone else before
whom she could never be foolish? In
whose view inadequacy was mere
idiosyncrasy, a character trait rather
than a deficiency? Anyone who left
behind that aura of fun and complicity?
Sula never competed; she simply
helped others define themselves. Other
people seemed to turn their volume on
and up when Sula was in the room.
(Sula, 2005, p. 95)

It is then that Nel realises the true
gravity of the radiating character that Sula
has always been. Nel is in this way also
able to overcome her insecurity with regard
to being alone, and becomes secure in
herself. ”Because each had discovered
years before that they were neither white
nor male, and that all freedom and triumph
was forbidden to them, they had set about

creating something else to be” (Sula, 2005,
p. 52). Despite having been parented by a
strong grandmother, and mother, the
journey to self-discovery does not come
easily to Sula. This can be compared to
the courage of Eva, and Hannah. Owing
to the loss of one leg, Eva is forced to use
a wagon. Eva does this with great dignity,
though : 

The wagon was so low that children
who spoke to her standing up were eye
level with her, and adults, standing or
sitting, had to look down at her. But
they didn’t know it. They all had the
impression that they were looking up
at her, up into the open distances of
her eyes, up into the soft black of her
nostrils and up at the crest of her chin.
(Sula, 2005, p. 31)

Hannah Peace takes confidence to a
whole new level. She goes beyond Eva’s
potential and makes men dance around her
in circles. But then, Sula seems to have done
the ultimate sacrifice in losing herself, in
order to help others, find themselves. As
in the case of Nel:

‘All that time, all that time, I thought I
was missing Jude.’ And the loss
pressed down on her chest and came
up into her throat. ‘We was girls
together,’ she said as though explaining
something. ‘O Lord, Sula,’ she cried,
‘girl, girl, girlgirlgirl.’

It was a fine cry—loud and long—but
it had no bottom and it had no top, just
circles and circles of sorrow. (Sula,
2005, p. 174)

Herbert Kelman has been quoted by
Tamilselvi to define identity as “the
enduring aspects of a person’s definition
of her- or him’ self, the conception of who
one is and what one is over time and across
situations” (qtd. in Tamilselvi, Prabha,
2016, p. 81). Jennifer S. Conway describes
Morrison’s characters as neither being entirely



353
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

enslaved, nor entirely free. She that these
characters create identities for themselves,
based on the dominant social mores of the
period. “...Jung considers our persona
[identity] as a socially constructed concept
affected by social institutions such as
family and school. Although he believes
in collective psyche, he does not deny the
function of these institutions in the process
of individuation” (Ramin, 2014, p. 94).

Though African American writers like
Zora Neale Hurston and Alice Walker have
made forays into the African American
woman’s quest for identity with novels
like Their Eyes Were Watching God and
The Color Purple, it is Toni Morrison who
is credited with a nuanced portrayal of the
voyage of self-discovery, with her novel
Sula. The protagonist displays multiple
facets of passion, unpredictability, curio-
sity, adventure, danger, and freedom.
Morrison has drawn upon her own
struggles during the segregation era to
portray two contrasting characters -Nel
who is a conformist, conforming to the
standards of beauty and morality, set by
the society, and Sula, a non-conformist,
attempting to break away from social
traditions, both having been raised in
different social and familial contexts
struggle to survive. The novel attempts to
bring out the trials and tribulations of
women who were Black and poor. Morrison
in this novel can be accredited with a
perfect blend of beauty and joy, with
sorrow and melancholia. Sula’s portrayal
of the Black female experience within the
community of the Bottom is epigrammatic
of the collective unconscious explained by

Jung. Just as Sula’s non-conformity is a
heritage that has been passed on to her
from her grandmother Eva Peace; Nel has
also inherited the conformity from her
great grandmother Cecile Sabat.

The concept of Collective Conscious-
ness defined by the noted French socio-
logist Émile Durkheim can be applied to
Nel’s behaviour. Nel attempts to conform
to the ideas, morals and beliefs of her
community, and in doing so, fits into
Jung’s concept of the persona, which
believes in individuals masking their true
identities, in order to fit into society. Sula
however, does nothing of the sort.
Morrison through this portrayal asserts the
capacity of an individual to differentiate
from the norms of society, carving a niche
of their own, a belief which has found new
footing in today’s day and age.

Full of beauty, eccentricity, bustle,
laughter, sensuality, generous affection...
Toni Morrison’s work is strikingly
individual

Times Literary Supplement
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The emergence of artificial intelligence
(AI) has shattered the basic foundations
on which human tales have historically
been built, bringing about a significant
upheaval in the worlds of literature and
storytelling. We have seen a seismic shift
in recent years as Hollywood authors have
spoken out against the overuse of AI-
driven creative tools. This may seem like
a ridiculous incident in the history of
technological disruption, but it actually
serves as a clear sign of how the field of
human storytelling tradition is changing.
AI-generated novels have become a
prominent and significant force in this
environment, necessitating our reflection
and analysis.

It becomes abundantly evident as the
conflict between Hollywood authors and
AI develops that the impact of AI on the
tradition of human storytelling is not only
real, but also unavoidably inescapable. A
significant revolution is taking place in
storytelling, an art form that has been

weaving the tapestry of human experience
for millennia. Previously restricted to
menial chores, AI is increasingly infiltra-
ting the creative realm, where language and
imagination have always held sway. Funda-
mental concerns about authorship, creativity
and the traditional bounds of literature are
being reframed in the crucible of this upheaval,
calling us to reconsider our knowledge of
these fundamental categories.

In order to understand the complex
web of transhumanist implications that AI-
generated books cast upon the human
storytelling tradition, this research paper
sets out on an engaging journey into the
center of this narrative upheaval. We delve
deeply into the fundamental questions that
arise as the distinctions between human
and machine authorship blur by looking
at this modern nexus of technology and
art. This investigation explores the wide
range of AI’s contributions to storytelling,
highlighting its revolutionary influence on
the development of literature.
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The Rise of AI-Generated Novels :

The interesting history of AI-generated
books is explored in depth in the first
chapter of this research paper, which also
traces the technological advancements that
have enabled this revolutionary change in
literary form. The development of artificial
intelligence has been nothing short of
revolutionary, going from early trials with
text generated by AI to modern state-of-
the-art language models. In its early
phases, AI-generated text was mostly used
for straightforward tasks like automatically
finishing sentences and was frequently
characterized by disconnected phrases and
a lack of consistency. However, the ability
of AI to produce intricate and coherent
narratives has significantly increased with
the development of deep learning techni-
ques, neural networks, and large datasets.

The emergence pushes us to investigate
how modern AI models, such GPT-3, can
produce in-depth and captivating narratives.
These models aren’t just text generators;
they’re highly developed robots that can
understand context, conjure intriguing
plotlines, identify distinct characters, and
even modify their writing style to imitate
famous authors. The chapter offers samples
of AI-generated writing that highlight the
field’s astounding advancements and
highlight AI’s potential to create stories
that are both fascinating and plausible.
The effects of AI-generated novels on the
literary scene are also covered in this
chapter. A new assessment of creative
agency and authorial authenticity has been
prompted by the development of AI-gene-
rated content, which puts the conventional
responsibilities of human authors, editors,
and publishers under scrutiny. As AI has
the ability to enable a wider variety of

voices and stories, it also raises concerns
about the democratization of literature.

The Blurring of Authorship Boundaries:

This chapter explores the fundamental
transhumanist ramifications of AI-generated
fiction, including the fuzziness of authorial
lines. Here, the basic nature of creativity
and the traditional identity of authors are
scrutinized. The complex and nuanced
interaction between human authors and AI
systems assumes centre stage and provides
important insights into how storytelling is
changing. This paragraph questions accepted
standards and notions of what it means to
be an author. Authorship has historically
been a fundamentally human activity that
includes the creative process, the expre-
ssion of personal experiences, and the
transmission of distinctive viewpoints.
The introduction of AI, however, has
upended this paradigm and rendered
authorship utterly obsolete.

As creators use AI to assist, improve,
or even co-author their works, the
dynamics of collaboration between human
authors and AI systems are becoming
more complicated. AI makes us wonder
where the creative process really begins
because it can produce information that
is not just comprehensible but also
contextually relevant and stylistically
appropriate. Do we credit the person who
starts the process as the author, the AI, or
a combination of both? Understanding the
revolutionary potential of AI in the creative
sphere depends critically on this query.
This essentially acts as a key entry point
into comprehending the changing dynamics
of writing, where the effect of AI is not
just an unavoidable force but also a catalyst
for reinventing the very underpinnings of
the changing dynamics of authorship,
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where AI influence is both a necessary
force and a catalyst for reinventing the
fundamental roots of storytelling and the
human narrative tradition.

The Nexus of AI and Narrative :

We go deeper into the dramatic
alteration that arises at the nexus of AI and
narrative in this crucial chapter. Here, the
change goes beyond the technological,
stretching into the very core of narrative
and uniting the art of prose with computer
code. Reading, writing, and academics
now participate in a dynamic and develop-
ing frontier of human-machine creative
symbiosis thanks to the narrative web spun
by artificial intelligence, marking a consi-
derable shift from traditional authorship.
Strings of code are frequently the starting
point for AI-generated stories. These
algorithms, when combined with massive
databases and computing power, may
create stories with depth, complexity, and,
surprisingly, emotional appeal. This chapter
explores the complex technological
processes that enable the conversion of
these lines of code into narrative text. We
investigate the workings of AI language
models, including their comprehension of
style, narrative progression, and context.
These models can emulate the subtle tonal
differences of well-known authors or even
change their style to fit other literary genres,
in addition to producing comprehensible
narrative. This capacity for change and
evolution demonstrates how significantly
AI is influencing the environment of
storytelling.

Furthermore, the narrative nexus that
AI has produced goes much beyond
simple content creation. It brings about a
transhumanist society that transcends
conventional notions of authorship and

creativity by fusing human and machine
elements. Readers are drawn into narratives
that may be influenced by both human and
artificial intelligence. Previously the lone
creators of their stories, authors now colla-
borate with AI to co-create, adding an
entirely new level to the art of storytelling.
This chapter examines the changing
dynamics of storytelling, as stories
produced by AI systems upend accepted
conventions and widen the range of
possible creative outcomes. It emphasizes
the complex interplay between AI and
narrative while highlighting how transfor-
mative this interaction is.

Redefining Storytelling and

Creatorship :

In the final portion of our investiga-
tion, we explore the fundamentally altered
definitions of storytelling and authorship
in the context of AI-generated narratives.
Our narrative journey comes to a head in
this section, as we see how AI-generated
novels have the power to rewrite the
stories that have shaped our cultural
history. We also consider the collaborative
literary mosaic that is being created at the
nexus of human inventiveness and
artificial intelligence, which marks the
beginning of a new era in the field of
narrative. In a world driven by technology,
the meaning of storytelling and creatorship
is changing in a dynamic, multifaceted
way. AI-generated narratives produce a
narrative tapestry that defies conventional
categorizations because of its distinctive
combination of human and machine input.
The stories that develop are typically more
imaginative than what one mind could
conjure because they are infused with
algorithmic grasp of language, style, and
context. The entire nature of storytelling
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is put to the test by this revolutionary
potential, which forces us to think outside
the box and explore the countless opportu-
nities that this combination of human and
machine invention offers.

Additionally, a collaborative literary
mosaic develops as novels created by
artificial intelligence continue to acquire
popularity. In order to create stories that
bridge the gap between humans and
machines, human authors work with AI
systems in a collaborative process that was
once lonely and individual. The narratives
that come from this dynamic new story-
telling tradition connect with a distinctive
fusion of viewpoints, concepts and inven-
tiveness. This section concludes by urging
serious thought on the paradigm change
we are experiencing. The idea of story-
telling and authorship has undergone a
significant mutation that affects not just
how tales are created but also how readers
and authors alike see, value and interact
with them. The evolution of tales and the
collaborative mindset of this time reveal
an inclusive and innovative literary scene.
The limitations of conventional story-
telling are transcended in this setting,
encouraging us to embrace a narrative
tradition that is formed by both human and
artificial intelligence as well as the shifting
viewpoints and values of our technolo-
gically sophisticated society.

Conclusion :

The paper has studied the significant
and transformational effects of AI-
generated novels on the human narrative
tradition in this stimulating study journey.
We are left with a mosaic of revelations
as the last chapter unfolds, which emphasize
the necessity of careful evaluation of the

numerous aspects of this paradigm shift.
The digital revolution has ushered in a
new era of storytelling, one in which
human creativity and artificial intelligence
coexist, challenging accepted conventions
and inviting us to reconsider, adapt and
reinvent our conceptions of literature and
authorship. The interaction between trans-
humanism and storytelling, where the
lines separating human and machine
authorship have blurred, serves as the
main theme running through this study
paper. A dynamic narrative environment
characterized by cooperation, innovation,
and diversity has emerged as a result of
this shift. It is a narrative tradition that has
been influenced by AI’s computational
prowess as well as human inventiveness.
This change calls into question how we
typically define authorship, creativity, and
the very character of storytelling.

Transhumanism’s central role in the
change becomes more and more clear as
we negotiate this changing narrative terrain.
It is not just a technological advancement;
it is a major factor influencing how litera-
ture will develop in the future. Storytelling
and creatorship are being redefined as
narratives are no longer constrained by
established conventions and the collabora-
tion of human and machine invention is
paving the way for a more diverse and
dynamic narrative heritage. This research
study advocates for a considerate embra-
cing of the evolving narrative landscape
in its conclusion. It is a landscape that
purposely blurs the distinction between
human and computer authorship and is
enriched by the collaborative spirit of the
digital age. The revolutionary potential of
AI-generated novels puts our conceptions
of storytelling and the creative process in
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question. In order to redefine our notion
of literature, authorship, and the dynamic
collaboration between human and machine
creation at the core of the narrative tradition,
it is crucial that we acknowledge and
celebrate this progress in a world that is
constantly changing.
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Amitav Ghosh is a legend in
incorporating the nuances of storytelling,
connecting it with a larger issue that’s
happening around. One fine example is
his novel Gun Island (2019), which brings
in a mythical story of the Bengali tradition,
to critically compare it to two issues like,
the climate catastrophe and the illegal
migration of people from West Bengal to
Bangladesh. Without putting much burden
to the main plot, the novel travels with an
impression of a mild folklore, which puts
the readers to the corner of their seats,
wondering what would happen next. Gun

Island is more like following a route map,
that takes the readers to many places, real
and imaginary. The readers are likely to
get into the mainstream, when they trace
out the inferences. Likewise, the novel Gift

in Green (2011) by Sarah Joseph, carries
assorted stories told by different narrators,
which signify the importance of holding
on to culture, preserve nature and conserve
water. Both the novels invoke further
ruminations, on what steps should be taken,
following the footsteps of the authors.

Both Ghosh and Joseph are good at the
art of storytelling, with reference to
Ecology. It is amazing how the stories
connect the readers with real life incidents,
throwing deep insight into the severity of
problems prevailing in the society.

The novel Gun Island is like retelling
a folklore, allying it to the current era. The
protagonist is Dinanath Datta, who is
popularly called by his Americanised
name Deen. He is settled in New York as
a rare book-dealer and comes to Calcutta
occasionally. He holds his Ph.D degree in
Bengali Folklore, the domain he is more
interested in. When he comes back to
India, he happens to meet different people
who wants to share their knowledge about
folklore which was a subject of his
fascination. One among them is his
childhood friend Kanai Dutt, who intro-
duces him to the legend of a Snake Goddess,
Manasa Devi and her disciple, the Gun
Merchant. The other one is Nilima Bose,
who wants Deen to visit the Manasa Devi
shrine, before it gets submerged in water.
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Deen remembers these sorts of stories
right from his childhood, which inspired
him to do further research. He was also
able to reflect the same patterns of his life
in those tales, as they brought back his
childhood memories of Bengal in his past.
This shows that he is more attached to his
native and even felt a diasporic feel within
him. The thoughts of his past were
unconsciously present within him, which
set the quest to explore folklore.

In the legend, a merchant flees from
place to place, in order to escape the
persecution of Manasa Devi and seeks
refuge in a Gun Island, where there were
no snakes. The Goddess charges him with
famine, flood and insects, since he keeps
on disobeying her. But finally, as he
accepts her as his deity, she blesses him
with several riches. Manasa Devi appears
to be the metaphor of Mother Nature, who
urges humans to return to their natural way
of living. The calamities and natural
disasters denote the mishap in nature,
created by man-made factors like climate
disorders and global warming. Ghosh,
concentrates on this issue, by connecting
the Sundarbans of West Bengal to Venice
of Italy. Ghosh traces the real locations
between these two places, through the
technique of ancient storytelling.

For example, the Gun Merchant
travelled through places like “Taal-misrir-
desh (Bengali) or the Land of Palm Sugar
Candy” (Ghosh, 2019, p.38) which
denoted Egypt (Ghosh, 2019, p.138),
“Rumaali-desh (Arabic) or the Land of
Kerchieves” denoted Turkey on the
outskirts of Istanbul (Ghosh, 2019, p.138),
“Shikol-dwip denoted the Island of
Chains” (Bangla) (Ghosh, 2019, p.17),
“Siqillia” in Arabic (Ghosh, 2019, p.247)

denoted Sicily and “Bonduk Dwip or the
Gun Island” (Ghosh,16) meant the
floating city, Venice. This meant that the
Gun merchant has travelled overseas, as
a captive of the Portuguese pirates and
while in Goa, he has been rescued by a
Portuguese Jew, Nakhuda Ilyas who takes
him through the Maldives Island to Egypt,
Istanbul and finally to Venice. The
seventeenth century legend is allied to the
twenty- first century, especially in
picturising great fires, migration of sea
creatures and climatic change and sea-
level-rise.

Meanwhile, Joseph writes with a
perspective that, the depletion of culture
is proportionate to destruction of nature.
She gives importance to both nature and
culture, which form integral parts of
people all over the world. Especially, when
it comes to rustic life, it is more significant.
The setting of the novel is a lush green
village named Aathi, in Kerala, where the
villagers are so dedicated to their daily
works and sustainable lifestyle. People are
in coordination with nature and they fight
against its excessive destruction, as edified
by culture. They are aware on what consti-
tutes their ecosystem and find every means
to safeguard it.

Villages are not sophisticated wholes
but are wholesome with nature as their
asset, lacking nothing. The people of Aathi
in Gift of Green were devoted much to
their habitat and fondly called it as a
“greenbangle” (Joseph, 2011, p.210) as it
is encircled by mangroves. The culture of
their indigenous community, prompted
them to protect the natural environment
and to satisfy their needs from nature.
Cultures are meant to enhance the bond
of man with nature, without which, he is
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sure to develop a void within. The Western
culture knows the significance of being
with nature, as they tend to live apart from
wilderness.

Robert Greenway, a retired journalist,
educator and ecopscyhologist in his essay
“The Wilderness Effect and Ecopsycho-
logy” refers to the Western culture saying
that there’s a kind of duality between man
and his natural environment, as he is
summoned to an urbanised living. “In
urban-industrial Western culture, consci-
ousness is often experienced as separate
from Mind” (Roszak, 1995, p.130). By
referring to the thrust of culture, upon an
individual, he brings in the set patterns it
creates on the psyche of man. He adds on
that “Every culture tends to reinforce
different patterns of egoic processing”
(Roszak, 1995, p.131). The mind, being
the main component in processing all the
information happening around, associate
them with “cultures that in fact intertwine
in some systematic manner with mental
processes” (Roszak, 1995, p.130). Green-
way says that without the wilderness
effect, people may turn mad as trapped by
the repressing (Western) culture. In
contrast, spending time in the wilderness,
breaks the chains that hold on to their
Westernised lifestyle.

From this above finding, it is explicit
that culture plays a significant role in
binding a man with his natural environ-
ment. As culture is associated with urbani-
sation, there is break in this bond, world-
wide. In countries like India, the nature-
culture bond is withstanding despite
development, as being one with nature,
marks a part of culture. Sensing of seasons,
glorifying elements of nature, considering
nature superior and to be feared upon are

engraved in different cultures. Worshi-
pping trees as deities, enclosing ponds to
temples and constructing temples upon
mountains are religious interferences
knitting with the conservation of nature.
It turns out to be respectful, as being
sacred. But the beliefs of urbanisation are
set apart from cultural clinging, which
does earth-fillings and blasting of
mountains, making it unsafe under human
hands.

In Gift in Green, Kumaran and few
youngster welcome new cultures, leaving
their culture at stake. Kumaran flees from
Aathi, the water-covered village, for a
massive gap of thirty-six years as he had
to exercise his body for different sorts of
work from tilting the land, to feeding the
cattle and fishing. So, he shifts to a city,
which he sees as a place of comfort, with
less labour and a demanding lifestyle.

Except Kumaran, who abandons
Aathi for an urban living, even a single
blade of grass sung the praise of the village.
The villagers worshipped a sageous man
Thampuran, by devoting a shrine for him.
They create a human chain when the men
of Kumaran come to destroy the shrine.
For instance, youngsters like Dinakaran
find it a privilege to live in Aathi.

Dinakaran had been nursing a dream:
of living in peace…no matter how
alluring the world beyond…A majority
of the people in Aathi felt the same
way./ The world outside was, however,
not only changing itself inside out, but
also intruding…Driven by a rapacious
greed,…whose hunger aggravated the
more he ingested. (Joseph, 2011, p.

200)

But Kumaran is attracted towards
worldly riches and finds his own village
impoverished and under-developed.
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Cultural theorist, Stuart Hall terms this as
a “popular culture” (Hall, 1995, p.185)
which is dominant and powerful, consi-
dering other cultures marginalised.

Culture differs from community to
community and the idea of culture differs
from person to person. The communal
cultures are always of indigenous origin
and they are carried forward, until it meets
an alien culture that devalues and de-
promotes its ideology. Many cultural
theories voice out the same and at its base,
it stresses out the importance of sticking
onto the roots, for it determines a man of
his identity. Getting assimilated to foreign
customs, results in losing his or her
identity.

Cultures teach a man, the manner of
living, that are memoirs from their ances-
tors. As stories have the capability of
extricating passive minds to be productive,
different cultures adopt this method, to
spell out the moral values to people. This
ideology is brought out by the indigenous
people who were dependent on natural
living, which was far away from a
mechanical lifestyle. They set their prac-
tices, keeping nature at the centre. The
melodies they crafted had nature
embedded in it and the art they created
showcased the elements of nature. Also,
they searched for ways to be in accordance
with nature and live a life, unclipping its
growth. When the man-nature relationship
turns absurd, all that man does turns into
selfish accomplishments.

In Gun Island, Giacinta Schiavon
(Cinta), an Italian friend of Deen, plays a
vital role in untangling the mysteries of
the Gun Merchant. She says that, “In the
seventeenth century no one would ever
have said that it was “just a story” as we

moderns do... They knew that only
through stories was it possible to enter the
most inward mysteries…- like love, or
loyalty…it is they who allow the past to
reach out to us” (Ghosh, 2019, p.127). The
level of perception of the bygone gene-
ration and importance given to embedded
stories, is a means to be aware of their
history. To understand the underlying
meaning of stories, one must know their
cultural practices and their environment.
Deen understands the strange feeling he
had got, while in Brooklyn, which had
drawn him straight into the muds of
Sundarbans.

While Deen and Cinta travel to the
Mediterranean Sea, they spot sea creatures
in the ocean and they connect it with the
legend, where they rescue the Gun
Merchant. The author here annotates
the migration of dolphins to the West
Mediterranean Sea through the Strait of
Sicily. Also, in the Venetian beach, Cinta
sees a yellow-bellied snake, which is not
indigenous to that place and since the Gun
Merchant had finally come to Venice (the
land with no snakes) the author, empha-
sises that the strange arrival of snakes is
due to the increase in the heat of the oceans,
that they seemed to migrate towards
Southern California. Global warming also
causes warming up of the oceans, which
is new and unsuitable to many aquatic
creatures. Hence, the changes occurring
in human behaviour has caused a whole
shift in the natural processes.

In Gift in Green, the stories cover
seven nights of storytelling, and all the
stories have different storytellers. The
motive of storytelling is to unfurl their
culture, infesting the importance of their
land and water and to promote healthy
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moral values to the village people. Water
beheld all the customary practices of
Aathi.

The Karnavar (the elder of the village),
welcomes the storyteller to the prow.
Markose, the Introducer begins by saying
“‘Even as human beings were born, stories
too were born…From the time the River
of Life began to flow, stories have been
sailing on it’” (Joseph, 2011, p.16). He
also takes an oath in front of the water,
followed by the storyteller’s bath ritual,
considering water as a witness and owing
due respect to it. The people from the
surrounding islands came up with their
stories and the listeners were eager to hear
to them. The storytellers were given
importance closer to prophets.

The first story told by Noor Muhammad
tells the importance of water. It is about a
woman named Hagar and her son Ishmael,
who starve for water in a desert. She is
abandoned by her husband and finally,
blessed by God, for her endurance of pain.
The starving young mother’s breast milk
too dries at a point, but when she sees a
water fountain, she returns to her spirits.
She, later, emerges to be a protector of
water for nomads and tribes in the desert
and says, “I know the value of water…Not
a drop of water shall be wasted. I won’t
allow it” (Joseph, 2011, p.14). Hagar’s
husband who abandoned her, abandoned
water and life itself. Noor Muhammad
ends his story saying, “As long as there is
water, stories are sure to sprout” (Joseph,
2011, p.14).

The second story told by Gitanjali,
picturises the power of women. She comes
to Aathi for daughter Kayal’s treatment
through water. She is stopped from story-

telling in the beginning, by the village
heads, since she was a woman but then
she breaks the stereotype by reciting the
story of Duryodhana and Bhima. Aathi is
a boon to her in reviving back her daughter’s
mental and physical health.

The third story was told by a ventri-
loquist, Chembraraman who uses his art
of storytelling to reflect the plight of Aathi,
which was under the cuffs of development.
The construction of a bridge across Aathi,
abducted Ganesha Subramaniam’s land,
gulped trunks of mangroves and vegetation,
covering up of waterbodies and polluted
the water of Aathi. All these issues were
told in a story format, evoking the pity of
the villagers. Thankechi, a woman from
the neighbouring village expresses her
fright to look into the taint water, which
was deprived off its living creatures.

Dinakaran narrates the fourth story,
by contrasting a historical tale with the
present when the villagers were at the
verge of leaving their lands, due to the
unwelcoming changes. The story was
about an activist who fights for the place
of the oppressed people in Aathi, riding a
Villuvandi or a bullock cart.

The fifth story was told by a Swamiji,
Maash, who lost his mind after being rude
to his student Govinda, who died in his
arms. He shares the story of Govinda
(Lord Krishna) who humbled Lord Indran’s
pride, by raising Mount Govardhana on
the tip of his finger. By telling this, he
summarises the importance of mountains,
which are chief reasons of rainfall,
shielding wind-flow and conserving up all
living creatures. By quoting an epic, he
picturises the importance of nature and its
protection at all cost.
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The sixth story is told by Dinakaran,
in three forms: Past, Future and Present.
The past story is an animal(fox) allegory,
which was originally told by a man called
Maharshi Kanadhan to teach kings on the
art of money-making. Dinakaran compares
it to Kumaran’s behaviour. The future story
is about the war for water. It portrayed a
woman called Muktar, who fights with the
army men for water. In the present story,
the storyteller refuses to come to Aathi,
as it was no more in its purest form.

As the seventh story shapes, the whole
village is washed by a massive rainfall and
flood. The demise of Dinakaran tells a
silent story to the villagers, that hard times
have come to an end and it is the time for
a new beginning. Dinakaran’s words,
“Even if our mother lay dying, you joined
the rest of Aathi desham when the
Storyteller arrived” (Joseph, 2011, p.235)
shows his love for the land which marks
his identity, source of nourishment,
embodiment and endearment.

The stories by Ghosh and Joseph
magnify the plots of the novels,
incorporating religious themes in it,
thereby, portraying the importance of their
natives. In Gift in Green, the alteration of
cultural practices, caused by develop-
mental policies, resulted in jolt of the
tranquillity of Aathi and the storytelling
ritual. In Gun Island, the impulse to
folklore, divulges into the causes for
environmental changes and deterrents to
be harmful to nature.

Storytelling is an aspect of cultural
significance, in concurrent delivery of
ethics and alarms to humankind. Although
storytelling is common to many cultures,
it is the indigenous cultures, that foster
man to be one with nature. The diminish
of culture, can result in the downfall of
stories, thereby depriving a man of his
moral values. When new cultures indulge
in, the indigenous culture is forgotten.
Under urbanisation, culture and nature
stay as distinct aspects and the glorifi-
cation of nature attains an end. Stories are
memoirs of culture, in holding the weightage
of his distinctiveness. Just like stories,
nature too has the quality of getting assimi-
lated within a human mind and its loss is
considered a suffering. Environmentalist
Phyllis Windle in Ecopsychology stresses
that grief is common to all living creatures,
despite its human form.
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Introduction :

The Memory of Love recounts the
experiences of war which affected the
common people of Sierra Leone and the
life of people who have been involved in
politics. Aminatta Forna brings out the
consequences of war from the view of three
protagonists, Elias Cole, an old retired
History professor, Dr. Adrian Lockheart
and Kai Mansary. The novel commonly
showcases the violence, mental pressure
due to war and aftermath of war, the
struggles of women and children. Finally,
it is the survivors and wounded person
who are affected psychologically and unable
to come out of the terrible memories of
war.

Trauma is defined as perpetual emo-
tional damage and anxiety, which happens
in the life of people who are unable to get
out of some terrible grievance in life. In
the 1980s the term ‘Trauma’ moved from
the medical field to humankind to
illustrate the psychological wounds of the
individual who experienced tragic situa-

tions. The distressing sufferings disturb
the traumatised patients psychologically
through nightmares, flashbacks, amnesia
and so on. The major reason for such
collateral damage in the minds of people
occurs due to war, disasters, abuse, and
violence.

Aim of The Study :

Trauma theory became visible in the
1990s which was clearly introduced by
Cathy Caruth in Trauma; Explorations in

Memory (1996). Cathy Caruth gives a
clear explanation of the apprehension and
statement about that trauma that has been
the impact of integrative works on the
subjects from various disciplines, like
psychiatry, film, and sociology. According
to Cathy Caruth trauma is ceaseless,
lasting and indescribable. The impact of
trauma makes the people to stay in the
terrible actions of past and made them to
endure in the same situations, which
makes them to unable to concentrate on
the present situations.
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The study suggests how trauma and
memory are entangled with each other to
probe the psyche of the protagonists in the
light of politics, society and environment
which have shaped and changed the lives.
The paper focuses on the impact of trauma
how it affects people psychologically,
which is the major reason for the post-war
sufferings of the three protagonists.
Psychological trauma is also known as
mental trauma is probably considered as
an emotional molestation, includes post-
traumatic stress disorder, moral injury and
situational trauma.

Trauma : An Emotional Imbalance in

the Aftermath of the War :

Aminatta Forna had insisted on the
real gloomy days of the struggle in Sierra
Leone through memories. The narrative
technique of the novel expresses the
resilience and insensibility among people
which happened due to psychological
trauma. The activities and behaviour of
people change due to the impression of
war, because the emotional wounds were
really hard to treat. According to Cathy
Caruth trauma is a wound which can be
understood through the stories of victims.

The plot of the novel begins with a
retired professor, Elias Cole, who is counting
his last days in Freetown city hospital.
Elias Cole’s life had a drastic change when
he encouraged his feelings for Saffia, wife
of Julius Kamara. He was affected by post-
traumatic stress disorder due to his moral
injury. Post-traumatic stress occurs due to
apprehension and sadness where else
moral injury happens because of culpa-
bility. Here Elias is the reason for Julius’s
death. He betrayed Julius to marry Saffia.
Because of this guilt, he could not lead a
happy life with her. Finally, that memory
leads him to suffer from stress disorder.

Elias Cole’s character pictures the life
a commoner who thinks about his own
safety. During the civil war, most of the
people were selfish in safeguarding them-
selves and scolded the Protestants for creating
destruction in society. The emotional
distress which is caused by memories of
war affects women easily.

While focusing on the character Saffia,
after the death of her husband, Julius
affected her most. The political issues
destroyed the life of Saffia. Saffia was
unable to come out from the memories of
her husband who was murdered by the
government. Elias says that though Saffia
married Elias her thoughts were always
thinking about the past life, she was unable
to move out of it, which affected the life
of both Elias and their only daughter
Mamakay.

Saffia’s emotional trauma because of
her husband’s death can be compared with
Aminatta Forna’s the Hired Man (2013).
In the novel, the protagonist, Duo Kolak,
is severely haunted by the memories of
his lover’s death during the war. After so
many years, he still believes that his lover
Anka will return one day for sure. Ironi-
cally, she died in front of him. From here,
we can understand that the survivors of
the war personally and emotionally
become insane, which affects their present
life.

Elias used the political issues as his
weapon to get his love, but finally, it
bounced back with negative impressions,
leading both of their lives to suffer with
memories of unhappy events. Apart from
them, it even affected their daughter. Here
the trauma has continued as a chain
reaction. From this situation one can
understand the effect of trauma and its
effect towards everyone.
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Mamakay cuts off her relationship
with her father after finding out about his
extra-marital affair after saffia’s death.
Due to her parent’s traumatic memories,
Mamakay did not get the proper affection.
During her college days, she started to
protest against the corrupted government
for cultivating cannabies. The destruction
of her native country made her even more
stressed and, finally, even after the war,
she was still stressed over the current situa-
tion in Freetown, which was struggling
with the impact of the civil war.

Mamakay tells the present situation
of Freetown that, “Sometimes I think this
country is like a garden. Only it is a garden
where somebody has pulled out all the
flowers and trees and the birds and insects
have all left, everything of beauty. Instead,
the weeds and poisonous plants taken
over” (2010, p. 351).

Dr. Adrrian Lockheart, a psychiatrist
from London, was stressed after seeing the
condition of Sierra Leone people. All the
streets and roads are covered with dust,
heat, and demolished buildings. From the
view of Adrian, Aminatta Forna, clearly
pictured the condition of Sierra Leone
after the war. Adrian tells that, “The grass
here is spiky, and sharp. Walking across it
would be like walking on the hot coal”
(78). Because of such unpleasant
circumstances, Adrian felt homesick and
affected by Malaria.

Adrian’s life has changed when he
met Mamakay in the bar. He loved her
sincerely and continued his relationship
with her, which was nothing but an extra-
marital affair. On the other hand, he also
does not know that she is the daughter of
his patient Elias Cole. While listening to
the life story of Elias only Adrian found
out about the ruined father daughter
relationship.

Chief Dr. Attila Asare, appointed
Dr. Adrian to treat Schizophrenia affected
patients. Schizophrenia is a psychiatric
disorder which appears when an
individual refuses to accept the truth about
the violence during war and political
circumstances, and also due to the over-
negative thinking and mostly with the
behaviours like less social conduct with
people. In the schizophrenia department,
Adrian took special care of a lady named
Agnes who had lost her identity due to
her mental disorder and Adrian decided
to reunite Agnes with her family.

According to Adrian’s research that
Agnes’s traumatic condition was due to
migration during the war days. And such
mind state of a patient can be called as
fugues. Loss of memory and forgetting
about their personal identity is one of the
great impacts of war. The Memory of Love

also focuses on long-term patients in the
Freetown hospital. All are affected by
different psychological disorders in
different situations. Aminatta Forna writes
that,

Lamin is Kapuwa Paid a bowl of rice
in exchange for twelve hours a day in a
diamond pit. The mines are over burn by
rebel soldiers. His violent outbursts frigh-
tened his family. Borbor occupies the bed
in the centre of the ward. ( 2010, p.159)

Aminatta Forna had brought out the
interpersonal relationship between Adrian
and Elias Cole. They both connect with
each other because of Elias Cole’s daughter
Mamakay. But as a story line travels,
the readers can find out that author
Aminatta Forna connected the lives of
three protagonists interpersonally. Elias
Cole Dr. Adrian Lockheart and Kai
Mansary, their experiences, emotions,
recollections of memories and their
anxiety came from different timelines.
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In the novel, Aminatta Forna
portrayed Kai Mansary’s character as a
survivor full of bad memories and flash-
backs. Most of his memories are about his
lover, Nenebah. Their lives took different
paths due to war because Nenebah is a
protestant and Kai is a medical practitioner.
Kai Mansary ‘s most of the flashbacks deal
with physical violence, death, blood shed
on the streets of Freetown. So, Kai Mansary
decides to migrate towards London to
escape from the haunted memories of war.
He believes that the new environment will
give him a new hope

The relationship between Dr. Adrian
Lockheart, Kai Mansary and Elias Cole
were about to end at a point because of the
interference of Mamakay alias Nenebah.
Kai was heartbroken when he saw
Nenebah with his best friend Adrian. And
the other thing which really drove Kai crazy
is Nenebah’s pregnancy with Adrian’s
child. On the other hand, Adrian is also in
a confused state because he doesn’t want
to abandon both of his families now.
Finally, Nenebah died during her labour
after giving birth to a baby girl.

Reconciliation and Acceptance :

Aminatta Forna brought out the
memories of each protagonist and
connected their lives interpersonally with
love. It shows how war and societal issues
change the lives of people personally. In
the Freetown city hospital after the death
of Nenebah, Kai Mansary blames Adrian
and he just accepted the blame which Kai
had insisted on him. Aminatta Forna writes
that, “To Adrian, Kai’s anger is under-
standable. If Adrian had never come here...

these events would never have taken place.
Mamakay would be alive” (2010, p. 422).
But he finally calms down by accepting
the fact that Adrian didn’t force her it all
happened according to her wish and this
is what written by fate.

Conclusion :

The novel takes a two-year leap.
Adrian accepts his life and reunites with
his family in London. In Freetown, Kai is
raising the daughter of Nenebah. And
Elias Cole died in peace after sharing the
memories of all his bad deeds to Dr.
Adrian and also Adrian made Mamakay
to reconcile with her father. The life was
going on as time passes by with the
memories of love though it is good or bad.
Aminatta Forna gives a view that life has
more ups and downs and in Africa people
are more emotionally and mentally
affected due to war directly and indirectly.
The impacts of trauma due to war cannot
be recovered by medication but with the
hope and memories of love by accepting
the present facts and situations.
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Has anyone ever wondered why there
are so many self-help books focused on
womanly issues or self-help groups for
women? Forget about the former fact and
focus on the next fact. Even after all the
initiatives, women still undergo torture
and depression. The abusive men should
be identified and the extra-niceness of
women should be cut short otherwise there
will be grave consequences for taking
advantage of the niceness. To render a line
from the poem Fire by Nikita Gill, when-
ever a woman finds injustice, they should
awaken the goddess Kalli1 in them (Hall,
2022). A girl is taught that her body is for
giving to those who wanted it (Kaur,
2015). Most adolescent girls do not know
that their body is their right. At times, those
who knew it might conveniently forget this
when washed away in emotions like love.
Being nice and morality rather mixed up
by society and injected even at a small age.

Taking for granted is a problem that
comes as a complimentary gift for being
nice. And the person enduring it doesn’t
even know that he or she is being taken
for granted. To stop being used up, a girl
should stand up and talk. But when her

first social group, her family trains her to
be silent, it makes the girl afraid of her
own voice. For girls spaces of fantasy is
really important. Her ideal fantasy world
is totally disrupted by the writer Rupi
Kaur. Especially for a little girl who was
taught perfect behavior in various school
textbooks and may find it difficult to
survive in a dystopian world because what
is seen on paper is often not found in the
real world. She is taught to confuse anger
with kindness when a girl is asked or
taught to behave in a particular way that
kills or manipulates her reflexive behavior.
Thus, it is important to reevaluate the spaces
a girl exists and her behavioral changes
in different spaces. The spaces of school
texts should always ensure that there is
no gender bias or activities that demean a
girl.

There are problems of representation
in some modern and post-modern texts
that call for criticism of spatiality but Kaur
brings out a totally different reorientation
of female gender in textual space that forces
its readers to rethink reality. Patriarchy
calls for a set of behaviors that a mother
should follow and then by a daughter, of
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the family. Kaur speaks of a father and of
a son who feasts on his mother. And the
son and a daughter who learn the same
behavior pattern (Kaur, 2015). This can
be based on the fear of validation or to
avoid conflict which are features of the
nice girl syndrome. It must also be
acknowledged that the Défense nature of
the poet gets to the extreme that each and
every relation is criticized on seeing it in
the light of patriarchy, even the female
characters of the society are criticized.

Nice girl syndrome of psychology has
been termed by an American writer
Colette Dowling as Cinderella Complex
which was taken from her book The

Cinderella Complex: Women’s Hidden

Fear of Independence. The theological
representation of chaste women itself
projects a symbolic figure of a female who
is obedient, beautiful, and well-mannered
whereas the disobedient Surpanakha2 of
Ramayana is punished and never accepted.
Maybe in a moralistic light, Surpanakha’s
actions cannot be justified. Even the character
Sita was asked to give agnipareeksha3

after her return to Ayodhya from Lanka.
The same symbolic figure of the ultimate
goodness idol or the idol of sacrifice is
again drawn in fairy tales like Snow White
and Cinderella. The very name of the
character shows the importance of beauty
by telling the young readers about her
white skin or purity of actions which is
acceptable in a male society like, a prince
who saves her life. Here the female
character is without an agency or purpose.
The only purpose of Her’s is her need for
validation from the prince.

If going back from the pathway,
where you met a prince, a little back, to
trace the beginning of a girl’s life. The first

school, her family, is itself a place where
she gets taught to confuse anger with love.
In the poem The Haunting there is a part
that is marked towards the last as to fathers

with daughters where Rupi Kaur validates
that the father who yells at her, makes her
confuse anger with kindness (2015).
According to Beverly Engel, familial
beliefs are one of the main causes of Nice
Girl Syndrome development in girls
(Engel, 2010). Not only is it a familial
conditioning, but it is also a kind of social
conditioning. That is, it is common in
films and literature books for so long to
portray a girl as always dependent. The
problem here is that she forgets how to
advocate her needs to whoever is concer-
ned. Coming back to the first mini-society,
her family, it becomes habitual to take
such a person’s (a girl’s) words lightly by
society in general.

There are many spaces where a girl
will be trying to occupy but in vain, because
she is always taught to shrivel in life that
she gets afraid to occupy a space. Fear is
that term that accompanies the thought of
space for girls. Spaces should not be
places of fear for girls. For that matter be
it any space, school, home, a room of her
own, or a bed, these should not be places
that ask her to shrink. Safety is that feeling
that will give her confidence in occupying
a space. A reader of Rupi Kaur’s poem
understands the importance of the feeling
of safety for a girl. But Kaur depicting the
shriveling as “hereditary” (2015) can be
better phrased because hereditary gives an
impression of an unchangeable thing. Any
literary text should give the readers,
especially girls, that every space, even the
hereditary notions, is editable. Here in this
paper, spatial literary studies is taken as a
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method of analysis of the text of Rupi Kaur
‘s Milk and Honey, which can bring about
many insights for a general reader. The
subject of study which has wider perspec-
tives that are beyond a research paper, is
analyzed standing inside the boundaries.

Nice girl syndrome is not a gendered
issue as such but can happen to any gender
for that matter, not only to girls. It’s an
issue that starts in childhood. This research
paper focuses on girls so for a girl the
syndrome develops from her childhood
when she is taught to behave in various –
spaces. She is always taught to be gentle,
not fierce and to look beautiful in order to
be liked by everyone always. The former
is the root reason for this syndrome
development in childhood. At the dining
table, she sees her mother open her mouth
for a conversation she is hushed down by
the father says Rupi Kaur in Milk and

Honey (2015). A few ways to get ourselves
out from being a nice girl to society and
bad to the self is like knowing how to
prioritize yourself. Learning how to say –
No. a girl should learn how to say no to
circumstances that she finds unfair or
abusive and this should start with her very
own family members, cousins, etc. While
reading through the lines of Rupi Kaur a
reader can feel the materialistic treatment
of a female by the patriarchal society. One
who is well educated on the nice girl
syndrome will try to rise upon the scene
and will learn how to retaliate. Kaur never
tries to blame the father figure for the
situation. She says that society might have
broken him too (ibid). In the lines of the
section, the hunting Rupi Kaur elaborately
talks about the act of sex. The lines are
set in such a way that, the body becomes
a space into which the other is trespassing.

In conclusion, it can be said that the
nice girl who goes on living her life by
occupying different spaces is actually
defining that space in a negative way that
the future generation of girls might also
have to abide by. It is high time that a girl
should come out of her disguise as a nice
girl and be herself. All the spaces she has
been in should talk about her courage and
distinctiveness. Leibniz says that space is
relational and not absolute, therefore proving
the former point (“Teaching Space, Place,
and Literature,” 2017). The Yi-Fu Tuan’s
definition of space and place is often
confusing for some but it makes perfect
sense when it is analysed in a literary text.
A text may say explicitly or implicitly
about the compatibility of a place with a
particular gender. There are key factors
of a place that influence the character of
fiction or a film that then influence the
character of the reader or a spectator.

The hurting (Kaur, 2015) section of
the poem ends with a reference to an
alcoholic parent who is not a parent. The
reference to the root cause of bad paren-
ting or abuse is the hereditary of these bad
thoughts that cannot be erased from the
human memory. Often youth who is
unable to face reality escape into the
syndrome of being a nice girl with the
utmost obedience to the domineering
power. The only way out is self-awareness,
understanding what triggers the nice girl
syndrome in you or the people-pleasing
attitude in you. Self-compassion and self-
acceptance are the two keywords that
should spread into ourselves and among
others to destroy the nice girl syndrome
and help ourselves to be ourselves.
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Footnotes :

1. Kali is the Hindu goddess of death, time,
and doomsday. She is often associated with
sexuality and violence.

2. She is the sister of Ravana, the evil king of
Lanka in Ramayana.

3. Sita performed the test of waking through
fire to prove her chastity in the work
Ramayana.
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Introduction :

Human beings learn through spatial
relationships which exist in the society.
Logic clearly has a deep-rooted role in
everyday life as each individual journey
is shaped by sensible influences. In the
novel When the River Sleeps, Kire portrays
everyday motifs in the life of Naga tribe
such as survival instincts, community
practices and resilience of individuals in
woods. Daily activities, frequent travels
and the most inhabited places in day-to-
day life find a prominent place in everyday
life. The everyday activities often shape the
behaviour of individuals in the community.
Amid the hustle of everyday life, individuals
get immersed in the routine activities and
these routines pave the way for occasional
adventures into unconventional domains.

Quotidian life in When the River Sleeps :

Kire acknowledges the fact that she
has recorded the dealings of everyday life
in her work When the River Sleeps. She
says that “The national media has a
tendency to project the Northeast as a
region simmering with violence. But there

is much more to the Northeast than just
political conflict; there is a whole undisco-
vered world of ordinary people and their
not so ordinary lives” (Daftuar, 2015). The
ordinary people of Nagaland and the not
so ordinary lives, becomes the heart of the
novel in When the River Sleeps. The every-
day life explored by Kire is an uncharted
territory, which were purely neglected by
the mainstream.

Highmore asserts in his book Everyday

Life and Cultural Theory: An Introduction

that “The non-everyday (the exceptional)
is there to be found in the heart of the
everyday” (Highmore, 2002, p.30). The
exceptional journey of Vilie, gets markedly
differentiated from the routine activities
of everyday life. Kire in her work When

the River Sleeps breaks down the everyday
life of the protagonist Vilie, which gets
interrupted by the unfamiliar situations.
His everyday life is an unambiguous one,
filled with surprises and twists. He plans
his everyday activities in reaching the
destination of capturing the heart-stone.
Vilie does not fit into the regular capitalist
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ideology, implemented by the society.
Vilie takes the risky role of a traveller in
the novel When the River Sleeps and it is
an unpredictable one like that of Sherlock

Holmes. Both the novels starkly mark the
ambivalence, which is the core issue lying
behind everyday life. Doyle and Kire bring
out characters who get humdrum by every-
day activities which happen in human life.
So, they choose an alternative life which
is far away from the boredom of daily
activities. The mundane challenges where
the individual learn effective coping
mechanisms form the basis of Vilie’s
exceptional journey.

The unravelling of familiar cues is one
of the familiar prospects of everyday life.
Highmore asserts the opinion of unravelling
the familiar cues as such as “even in the
aesthetic discourses that are most concerned
with the everyday world of experience,
transformation and transcendence are the
operative procedures” (Highmore, 2002,
p. 20). The latent desires, which are inactive
have the potential to surface. The uncon-
scious desire of chasing the heart-stone
frequently appears in the dream of Vilie.
The dream gets repeated for every month
for two years and finally he chases his
unconscious desire. The unconscious
desires get life by means of Vilie’s journey
in search of the heart-stone. The journey
brings transformation and transcendence
in the life of Vilie. These things frame out
the everyday psychology in individual
beings.

“Cultural forces-ideas, attitudes and
symbols-can be regarded as having a key
role to play in human life” (Inglis,2005,
p.16). The cultural forces among Naga
tribe, binds up social regulations by means
of the folktales. Their society network is
a closely knit one and the they automate

it by having certain taboos pertaining to the
region. The people get barred from having
access to certain regions in the forest, like
that of Rarhuria forest. Rarhuria may
represent unclean forest among the Naga
tribe.

Kire uses everyday objects in the
narrative and adds phenomenal stories
behind it. Disenchantment of rationalism
is a basic undertone which takes place in
the folk story of sleeping river. The every-
day object stone, caters a central motif as
it unfolds the story of the sleeping river.
The story unravels the mystery of the
heart-stone which can be taken only when
the river is at sleep. The stone, which is
gathered at the particular hour has the
undelimitated power to enhance the life
of individuals. Vilie says that,

If you can wrest a stone form the heart
of the sleeping river and take it home,
it will grant you whatever it  is
empowered to grant you. It could be
cattle, women, prowess in war, or
success in the hunt. That is what is
meant by catching the river when it is
asleep. That way you can make its
magic yours. The retrieved stone is a
powerful charm called a heart-stone.

(Kire, 2014, p.3)

The stone, which is an ordinary object
becomes a significant one under certain
circumstances. The disillusionment with
rational thinking, perturbates the mind of
the readers as the story goes on. The logic
of human mind gets thwarted by means
of the story, which is clearly a disillusion-
ment with rational thinking. “The wisdom
of the stone is more spiritual than physical”
(Kire,2014, p.238), brings out the basic
idea of disillusionment with that of rational
thinking.
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Body techniques imbibed in cultural
milieu is seen in the actions of Vilie. Inglis
comments that “Each generation passes on
to its offspring its ‘body culture’-the forms
of bodily movement and action that are
expressive of the cultural life of the group,
or as Mauss calls them, ‘body techniques”
(Inglis,2005, p.20). Vilie encounters a
pack of jackals, while staying the home
of Krishna. He takes the gun and shoots
the prime member in the group of jackals.
The perpetual risk posed by wildlife honed
Vilie’s ancestors’ hunting prowess, a heritage
that now fuels his intense desire to hunt.
Threats lurking in the woods shape people’s
unconscious movements, making them
more attuned to their surroundings. The
habitus of Vilie, gets shaped by means of
the characteristics which is specific to
Naga tribe.

Vilie remembers the day-to-day
activities of the village people in late
afternoons which happens in a matter of
undifferentiated linearity. He remembers
the songs of people, who get indulged in
toilsome labour. Highmore brings down
the ideas of Stewart in mentioning about
the everyday life which happens in a linear
way. He asserts that, “The prevailing notion
that everyday time is a matter of undiffe-
rentiated linearity may be linked to the
prevailing forms of experience within the
workplace. Such a notion presents us with
an assembly line of temporality, an
assembly line in which all experience is
partial, piecemeal” (Highmore, 2002, p.6).
Steward asserts the idea that all lives of
people are linear, which gets shaped by
the workplace experiences. The daily
activities of the villagers are similar to that
of the assembly line, where everything
takes place in bits and pieces.

The everyday activities of the villagers
get represented by means of ‘marking
time’. On the one hand, ‘marking time”
may represent the track of daily activities
and on the other hand it may also represent
boredom which is associated with everyday
life. Vilie enumerates the daily activities
of morning as, “Morning sounds rose up
to them from the village. Roosters crowed,
and infants could be heard crying. Mothers
were rising to get their fires going for
morning tea. Sounds they were both familiar
with from their childhood. It was how
everyday life began in the village” (Kire,
2014, p.153). These are the routine acti-
vities, which mark up the daily activities
of individuals.

Everyday life is asserted as a dynamic
realm, as it goes with the enduring process
of reconstructing the familiar and mundane
atmosphere. Freud sees everyday life as an
endless ordeal between the social manners
and repressed desires of individuals. The
basic instincts of human beings get wrapped
under the thin layer of polite behaviou-
rism. The thin layer of polite behaviourism
gets thwarted by Zote in the novel. The Naga
society restricts women from entering the
village council hall. The repressed desire
of Zote gets accomplished by entering the
village council hall and thus curates her
vengeance.

Food has an important role in everyday
life, as it is one of the basic necessities of
life. Barthes in his article entitled “Towards
a Psychosociology of Contemporary Food
Consumption” addresses food as “for what
is food? It is not only a collection of products
that can be used for statistical or nutritional
studies. It is also and at the same time, a
system of communication, a body of images,
a protocol of usages, situations and beha-
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viours” (Barthes, 2008, 21). Kire places
food as the centre of the communicative
system within the network of signs and
significations. Foods serve as codes through
which social relations gets entangled in
the society. Various connotations are asso-
ciated with the food, which are associated
with hospitality and the behaviour of
individuals. Ate offers meat to Vilie, as a
customary practice which is followed by
Naga tribes. Though food is the anthropo-
logical need of human beings, the techniques
of preparation and flavours get varied.
Then the food acts as a signifier, bringing
up communication in everyday life. Ate
serves food pounded with meat and home-
grown ginger. Ate distributes the food to
Vilie, and consumes after some time.

Jha in his article entitled “Remini-
scences on Naga life, beliefs, and culture”
addresses the age old of practices of Naga
culture of feeding the guest before feeding
one’s own belly. He mentions in his article
that. “The age-old wisdom of feeding
others before your own body is a tradition,
close to Naga consciousness” (Jha, 2024).
Ate’s gracious hospitality acts as a social
sign for Vilie, leading him to trust her
words.

The concept of everyday life is a multi-
dimensional one, and it shapes the cultural
experiences of individuals. Everyday life
is filled with various contradictions and
inconsistencies making it difficult to
conceptualize in a systematic manner. The
domain of everyday life is entrusted with
numerous possibilities. In order to under-
stand the concept of everyday life, one
needs to take departure from the traditional
modes of thought. Indeed, thy should be
ready to adapt to the complexity and
ambiguity of everyday life. Rethinking is

necessary for the change from traditional
conceptualized lived experience to meaning-
ful change. Vilie elaborates the traditional
roles of people in the community. He men-
tions that, Not so much the festivals and
feastings and the community gatherings,
but the ordinary things of village life: the
children fetching water in their small
water-pitchers; the neighbours calling out
to each other; and the village animals
beings shooed from the paths before they
soiled them (Kire,2014, p. 8-9)

Vilie is quivering with the longing for
daily activities which takes place in the
village. He doesn’t miss out the celebrations
which takes for once in a while. Indeed,
he misses the ordinary things which takes
place in everyday life. Vilie rethinks his
decision of not choosing the traditional
conceptualized lived experience of his
ancestors. He rethinks his decision as such
as “Who or what would stop me if I should
walk back to that life? Nothing and no
one!” (Kire, 2014. p. 9). Though his mind
is under the confusion of choosing tradi-
tional modes of thought, he differs by
choosing forest as his dwelling place. He
also undertakes the role of traveller with
a meaningful purpose of choosing the
heart-stone which lies beneath the river.

The travel becomes the spatio-temporal
experience, as the individuals travel
through time and space. The travel of Vilie
becomes a spatio-temporal experience as
he continues his travel every day in the land-
scape. The travel changes the prospective
of Vilie as they mould the spiritual life of
individuals. The travel and time make
Vilie to endure patience in real life situa-
tions.

The temporal markers like that of
seasonal changes, cyclic patterns of day
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and night shape the life of Vilie. He under-
takes every day journey by watching the
temporal markers. He stays in the Nepali
settlement, as it is dangerous for the
travellers to travel by afternoon. He also
camps before the darkness arrives in the
landscape. These temporal markers have
a vivid role in the daily life of Nagaland
people.

Conclusion :

Kire through the novel When the River

Sleeps, transcends the seemingly mundane
experiences of everyday life. Kire’s work
unveils the profound significance and
beauty that lies within everyday life. The
exploration of human evolution within
daily life is a significant aspect, which gets
highlighted through the activities of village
people. Despite individuals like Vilie
distancing themselves from quotidian
activities, such actions possess the ability
to surpass both spiritual and physical
boundaries. It also has the power to bring
out the repressed desires of human beings.
The illuminating complexities of everyday
life within a specific cultural and geogra-

phical context get portrayed through the
protagonist Vilie and through the life of
Naga tribe.
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Samuel Barclay Beckett was an Irish
novelist, dramatist, short story writer, theatre
director, poet and literary translator. His
literary and theatrical work features bleak,
impersonal, and tragicomic experiences of
life, often coupled with black comedy and
nonsense. His works became increasingly
minimalist as his career progressed, involving
more aesthetic and linguistic experimenta-
tion, with techniques of stream of consci-
ousness repetition and self-reference. He
is considered one of the last modernist
writers and one of the key figures in what
Martin Esslin called the Theatre of the
Absurd.

Samuel Beckett’s literary journey
began with his association with James
Joyce, which profoundly influenced his
early work. However, Beckett soon carved
out his own niche, particularly in theatre,
where he emerged as a central figure in
the Theatre of the Absurd. This movement,
which includes playwrights like Eugène
Ionesco and Harold Pinter, emphasizes the
absurdity of human existence, often through
fragmented narratives and unconventional
dramatic techniques. Beckett’s plays, marked
by sparse dialogue and minimalistic staging,
deviate from traditional theatrical norms,

focusing instead on the ineffable aspects
of human experience. In contrast to his
contemporaries, Beckett’s use of silence
and pauses was particularly radical. Where
other playwrights might use dialogue to
advance the plot or develop characters,
Beckett often employs silence and pauses
to underscore the futility and absurdity of
such pursuits. These elements become
central to the audience’s experience,
forcing them to confront the void that
words cannot fill. Beckett’s plays often
feature long periods of silence and pauses.
This silence can be seen as a way of repre-
senting the void or nothingness that lies
at the heart of human existence. It can also
be seen as a way of forcing the audience
to confront the absurdity and meaningless-
ness of life.

Silence and pauses in theatre are not
mere absences of sound; they are potent
devices that convey meaning and emotion.
In drama, silences can be categorized into
various types, such as natural pauses,
pregnant pauses and forced silences, each
serving different functions. Theoretical
perspectives on silence, like those of
Martin Esslin and Elaine Aston, highlight
its ability to create tension, emphasize
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subtext, and reflect the existential crises
of characters.

Beckett’s innovation lies in his ability
to transform silence and pauses into integral
components of his plays. In Waiting for

Godot, for example, the frequent pauses
disrupt the flow of conversation, mirroring
the characters’ existential stagnation and
the uncertainty of their wait. These pauses
are not merely absences but active spaces
where meaning is constructed in the
audience’s mind. We can see silence and
pauses in some of his plays;

In the Waiting for Godot :

Waiting for Godot is perhaps the most
emblematic of Beckett’s use of silence and
pauses. The play revolves around two
characters, Vladimir, and Estragon, who
wait endlessly for someone named Godot.
The dialogues in the play are interspersed
with long silences, reflecting the characters’
existential paralysis. One of the most
notable scenes is the extended pause after
Pozzo and Lucky leave in Act I. This silence
is laden with meaning, as it accentuates
the void left by their departure and the
uncertainty of Godot’s arrival. The pauses
and silences in this play highlight the
futility of the characters’ wait and the
absurdity of their situation. Language lost
its function of communication and the play
is full of repetitions and dialogues’ aim is
not to gain genuine conversations. Chara-
cters randomly ask questions and there are
questions without answers and answers
without questions and no one listens to the
other which reveal the inability of humans
to communicate with each other and the
incapacity of the character to sustain
comprehensive and fluent dialogue.
Waiting for Godot is full of silences for

instance after a long silence, Vladimir
says;

VLADIMIR : say something!

ESTRAGON : I’m trying.

Long silence.

VLADIMIR: (in anguish) Say anything at
all!

 ESTRAGON : What do we do now?

 VLADIMIR : Wait for Godot

 ESTRAGON : Ah! Silence

(Waiting for Godot, p.41-42)

In the Endgame :

In Endgame, silence and pauses are
used to convey themes of decay and stasis.
The characters, Hamm and Clov, exist in
a state of perpetual waiting, similar to
Vladimir and Estragon. However, their
environment is even more desolate, under-
scoring the sense of inevitable decay. The
pauses in their dialogue reflect their
inability to change their circumstances or
escape their existential plight. For instance,
Clov’s repeated pauses before responding
to Hamm illustrate his internal conflict and
the futility of their interaction. These
silences emphasize the play’s themes of
entropy and the inescapability of death.
In the play, Clov experiences moments of
silence that carries significant weight. His
pauses and non-verbal cues convey his
unspoken emotions and internal conflicts.
Clov’s silences highlight the limitations
of language in conveying the depth of his
feelings and thoughts. In the play
Endgame, Hamm says,

HAMM : You can’t leave us.

CLOV : Then I shan’t leave you. [Pause]

HAMM : Why don’t you finish us?
[Pause] …….
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COLV : I couldn’t finish you.

HAMM : Then you shan’t finish me.
[Pause]”

(Endgame, p.110)

In the Krapp’s Last Tape :

Krapp’s Last Tape presents a solitary
figure, Krapp, who listens to recordings
of his younger self. The pauses and silences
in this play are particularly poignant, as
they reflect Krapp’s contemplation and
regret. The act of rewinding and listening
to the tapes is punctuated by long silences,
allowing the audience to sense the weight
of Krapp’s memories. These pauses deepen
the emotional impact of the play, as they
reveal the chasm between Krapp’s past
aspirations and his present disillusionment.
The play features instances of seemingly
meaningless or absurd utterances, contri-
buting to the overall sense of absurdity.
Characters engage in discussions that lack
clear purpose or logical progression,
reflecting the breakdown of conventional
communication. These meaningless utte-
rances highlight the characters’ struggle
to find significance in a world that may
be devoid of inherent meaning. The dialogue
becomes a reflection of the characters’
existential crises and the difficulty of
finding purpose in an apparently
indifferent cosmos. Krapp’s Last Tape is
full of silences for instance the following
lines exhibit;

KRAPP : (briskly). Ah! (He bends
over ledger, turns the pages, finds the entry
he wants, reads.) Box... thrree... spool...
five. (He raises his head and stares front.
With relish.) Spool! (Pause.) Spooool!
(Happy smile. Pause. He bends over table,
starts peering and poking at the boxes.)
Box... thrree... three... four... two... (with

surprise) nine! good God!... seven... ah!
the little rascal! (He takes up the box, peers
at it.) Box thrree. (He lays it on table,
opens it and peers at spools inside.)
Spool... (he peers at the ledger)... five...
(he peers at spools)... five... five... ah! The
little scoundrel! (He takes out a spool,
peers at it.) Spool five. (Krapp’s Last Tape,
Act 1)

Beckett’s use of silence and pauses is
deeply intertwined with the existential
theme of his works. Silence often symbo-
lizes the ineffable aspects of existence,
such as the inevitability of death, the
emptiness of human endeavour, and the
failure of language to capture true
meaning. Pauses, on the other hand,
represent moments of introspection and
the breakdown of communication. In
Waiting for Godot, the frequent silences
reflect the characters’ existential void and
the absurdity of their wait. In Endgame,

the pauses underscore the stagnation and
decay of the characters’ world. In Krapp’s

Last Tape, the silences highlight the
dissonance between memory and reality,
as well as the futility of Krapp’s attempts
to reclaim his past.

The reception of Beckett’s use of
silence and pauses has been varied, with
some critics hailing it as a revolutionary
technique, while others view it as discon-
certing. Early audiences were often perple-
xed by the extensive use of silence, mista-
king it for a lack of content. However, as
Beckett’s reputation grew, so did the
appreciation for his innovative approach.
Critics like Ruby Cohn and Martin Esslin
have argued that Beckett’s silences are as
expressive as his dialogue, if not more so.
These pauses invite the audience to
engage actively with the performance,
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filling the void with their own interpre-
tations and emotions.

Scholarly debates continue to explore
the multifaceted implications of Beckett’s
use of silence and pauses. Some view
these elements as a critique of traditional
narrative structures and the limitations of
language. Others interpret them as a ref-
lection of Beckett’s philosophical inquiries
into the nature of existence. Despite differ-
ing viewpoints, there is a consensus that
Beckett’s silences and pauses are crucial
to the power and depth of his plays.

In the end we can say that the silence
and pauses play a pivotal role in Samuel
Beckett’s plays, serving as essential compo-
nents that enhance the thematic and
emotional depth of his work. Through a
careful examination of Waiting for Godot,

Endgame, and Krapp’s Last Tape, this
paper has highlighted how Beckett uses
these devices to convey existential themes,

create dramatic tension, and engage the
audience on a profound level. Beckett’s
innovative use of silence and pauses not
only distinguishes his work from that of
his contemporaries but also leaves a
lasting impact on modern theatre. As
theatre continues to evolve, the enduring
legacy of Beckett’s use of these devices
will undoubtedly influence future
productions and scholarly studies.
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Christopher Marlowe, a dramatist
from Elizabethan England, was born
around 1564 and died around, 1593. He
is the most renowned English tragic play-
wright after Shakespeare and represents
the University Wits. He is also recognized
for his blank verses. Marlowe’s father, a
shoemaker, taught him that power repre-
sents existence, and he reflected this in
his plays. Christopher Marlow wrote,
Doctor Faustus a five-act tragedy publi-
shed in 1604 but initially performed
around a decade earlier. Marlowe’s play
came only a few years after the first
English translation of the medieval legend
on which it is based. Marlowe’s Doctor
Faustus, the Tragic Hero, protagonist, a
knowing man who decides to sell his soul
to the devil in order to gain knowledge.
His desire for abilities comes to a sad finish
as he is sent to hell after being maliciously
killed by Lucifer. Though many interpreters
of this character regard him as a mistaken
sinner, there is ample evidence to portray
Faustus as a tragic hero. A tragic hero is
someone who elicits sympathy as well as
dread because he possesses both good and
evil qualities. The first occasion in which
Dr. Faustus is portrayed as a tragic hero is

when he generates pity in the listeners and
readers. It establishes some sort of link
between the audience and the character.
Before joining Lucifer, he worked as a
normal person, studying law, medicine,
and religion. He makes the same faults that
anyone else may. Like any other normal
human being, he is hopeful and ambitious
in life, seeking to expand his knowledge.
People sympathize with the doctor since
he made the wrong option in life, choosing
Lucifer above God. People hope that he
discovers the truth and embraces repentance
and reconciliation with God. His plight is
horrible, and the people feel sorry for him.
At the end of the play, he is doomed to die
and be sent to hell as a result of their actions.
Even though Faustus has committed
several sins, they pity him and wish God
will pardon him rather than punish him
so harshly.

As a result, the tragic hero figure
emerges at the play’s conclusion, when
Faustus begs God to pardon him and
release him from the devil’s clutches. He
cries, “My God, my God, do not look so
fierce on me” (Marlowe’s Dr.Faustus Act
5 Scene II line 181). In Doctor Faustus,
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Marlowe narrates the narrative of Faust,
a doctor-turned-necromancer who strikes
a contract with the devil to gain knowledge
and power. Both Doctor Faustus and
Mephistopheles, the devil’s mediator in
the play, are delicately and strongly repre-
sented. When we first meet Faustus, he is
just about to begin his career as a magician
and while we already know that things will
go wrong, there is a grandeur to Faustus
as he considers all of the marvels that his
magical powers will produce. He is an
arrogant, self-centred man, yet his objecti-
ves are so lofty that we cannot help but
inspired, and we even sympathize with
him. Marlowe investigates Faustus’ lofty
intellectual objectives, exposing them as
fruitless, self-destructive, and ludicrous.

Marlow’s Dr. Faustus is regarded as
a Renaissance work that flourished in
Europe throughout the 14th and 15th
centuries. Renaissance is a complicated
multidimensional knowledge revolution
that began in Italy, moved to other European
countries, and eventually reached England.
New discoveries and inventions in all areas
of human life, including astronomy, naviga-
tion and the embodiment of the Renaissance.
The fall of the eastern Roman city Cons-
tantinople to Turks inspired the literary
renaissance, and classical scholars who
resided there at the time fled to other
nations for fear of their lives. When they
left, they brought with them old Greek
classical literature, which they distributed
wherever they established. As a result, the
information world, which was previously
solely accessible to individuals in upper
social strata, became available to all
sections of society. The most significant
aspect of the Renaissance was man’s

excitement for tearing down boundaries
and creating new things. Man’s insatiable
hunger and quest for knowledge charac-
terize the intellectual renaissance, which
resulted in a total alteration of people’s
lives.

Dr. Faustus is the epitome of the
Renaissance spirit. Christopher Marlowe
eloquently depicts the hero’s restlessness
and dissatisfaction with his current know-
ledge level, as well as how much more he
wants to and the repercussions that follow.
Certain features of the drama support the
idea of Faustus as a Renaissance hero,
while others say he is a medieval hero.
According to the medieval view of the
cosmos, Man was placed in his position
by God and should be satisfied with his
lot in life. Any endeavour or intention to
advance above his appointed position was
seen as a major sin of pride. For the
medieval, pride was one of the most
serious crimes one could do. This thought
was founded on the idea that Lucifer’s
downfall was caused by his pride when
he attempted to revolt against God. As a
result, ambitious pride became one of the
cardinal sins among medieval people.
According to the medieval viewpoint,
Faustus desires forbidden knowledge.
Faustus enters into a bargain with Lucifer
to get more knowledge than he is allowed
to, resulting in his damnation. Faustus then
learns at the end of the play that super-
natural powers are reserved for the gods
and that anyone who attempts to manage
or deal with magical powers would face
eternal damnation.

Furthermore, in the play’s final line,
his peers grieve their slain hero and scholar.
This grief and sadness demonstrate how
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they lost someone who had a good influence
on their lives and the careers of many
pupils. They mourn, “Yet he was a scholar
once admired, for wondrous knowledge
in our German schools” (Act 5, Scene III,
Line 18). This happened despite
Mephistopheles’ efforts to warn him that
his soul will be doomed. Again, this paints
him as a tragic hero rather than a mistaken
sinner. The tragic hero character is also
reflected in Dr. Faustus’ erroneous decision.
He resolved to exchange his soul for know-
ledge from Lucifer. This choice is what
causes him to die. It ultimately leads to
his demise. The agreement blinds him. As
a result, he is unable to determine what is
right or wrong. For example, when he
approached by the good angels, he
becomes blinded and falls into the devil’s
methods. This decision causes misery in
his life when he is snatched away by the
devil after the twenty-four years that they
agreed upon. He responds, “Shall I make
spirits fetch me what I please…” “I will
make my servile spirits to invent” (Act 1,
Scene 1, line 88). This desire to learn more
is clear in the first Act, when he states that,
despite his scientific expertise, he still
wants to learn more. However, Faustus’
ambitions cause him to take the wrong
path without feeling guilty, indicating a
tragic hero rather than a misguided sinner.
He is quick in his goals for honour and
power, which causes him to hurry into
decisions. His craving for power and
prestige prevents him from repenting and
returning to the light. He is unable to
choose between Lucifer’s ways and God’s
path, resulting in a sad hero’s death. Faustus
sought to attain his aims by making his
own decisions.

Dr. Faustus was not the type of person
who could not pass up an opportunity. As
a result, he has claimed that by following
Lucifer’s ways, he will overcome all and
improve his life’s fate. As a result, he
resolved to work for Lucifer. He therefore
embodies the character of a tragic hero.
He was a hero, but as a result of this
decision, he loses his life as well as the
knowledge, power and glory he sought
and longed for. Faustus may also be said
to be a mistaken sinner in that he chose to
follow Lucifer’s path while knowing that
God exists. The devil’s work is to mislead
him and prevent him from entering
paradise. The urges he creates for greater
information and abilities in order to master
destiny and get power are all the work of
the devil. With his conscience and know-
ledge, he might have rejected the devil’s
ability to get in his way and instead focused
on his mission.

The character Dr. Faustus is enthu-
siastic about life, which causes or propels
him in the wrong way. As a result, we
believe that Marlowe teaches Christians
how to strengthen their faith and seek
redemption. As a result, a tragic hero is
employed to represent the tragic hero’s
collapse. Dr. Faustus faces a far worse
tragedy than other individuals. His poor
life choices cause him to suffer after having
a joyful life as a researcher in several
subjects. His lack in judgment leads to a
horrific end to his life. He chose to defy fate
and pursue his own free will by aspiring
to be the master of his destiny. The
decision he makes is the foundation of his
demise and disappearance. This has been
represented and illustrated via play. As a
result, we agree that the play has portrayed
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Dr. Faustus as a tragic hero rather than a
mistaken sinner.
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Introduction :

In the Indian setting, mythological and
cultural tales play a major role in shaping
the sense of nature. The abundance of
folktales, tribal tales and myths emerging
from the deep woods relates to the intimate
relationship between forest and human
creativity. Mythical stories have always
been a storehouse of information and have
the power to enlighten and awaken the
people. But among all of these stories, there
are a few unique ones that are connected
to our life and now become essential. Myths
are historical and cultural representations
of knowledge that are passed through
generations and are frequently taken at
face value by the next generation without
further inquiry. A major spirit of culture
in India’s distant rural indigenous commu-
nities has always been protecting the natural
environment. These individuals form a
spiritual bond with the environment and
safeguard it. With a focus on the Sundar-
bans, the study intends to investigate the
function of myth in environmental protection.

The story that is examined in this research
is “Bon Bibi”, as it is told in Amitav Ghosh’s
Jungle Nama and the tale of “Panjurli” in
the movie Kantara. The movie is not based
on a novel but the stream of both the novel
and the movie runs towards the mythical
beliefs that are aimed at protecting the
environment.

Discussion :

Mythical stories that prevailed in the
folklore of the people are aimed to struc-
ture the life of humans. They sometimes
seem to scare the people like the discipline
act or the laws of court that are followed
in the current modernised world. On the
whole it is meant for a sustainable living.
There are numerous references in literature
which captivates such myths in folklore.
One such work is Jungle Nama, which talks
about the Sundarbans Mangroves which
were formed by the Ganga, Brahmaputra
and Meghna deltas. The story is about a
greedy Dhona who wants to get money
from forest resources. His brother Mona
warns him not to invade the jungle. But
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Dhona didn’t listen to his voice, he seized
his team and impoverished Dukhey, a poor
boy. Knowing Dhona’s exploitative nature,
his mother urged him to recite Bon Bibi,
if Dokkhin Rai, a human-hunting ghost,
threatened his life. Bon Bibi, a demi-god,
protects the forest with her brother Shah
Jongoli. Dhona sacrifices Dukhey to Dokkhin
as “the greed of Dhona was strong enough
to overthrow any humanity left in him. He
made a venomous plan to leave the boy
there” (Sharma, 2023, p. 152). When
reminded of his mother’s words, he chants
Bon Bibi. Bon Bibi protects him from
Dokkhin Rai, the terrible tiger.

Panjurli, a demigod who protects the
forest and tribal people of Kadubettu
village in Karnataka, is the subject of
Rishab Shetty’s movie Kantara . The story
involves indigenous people and a land-
owner who is the King’s heir. The king
distributes the land in the forest to the
tribal people on the request of Panjurli
god. Later generations of the monarch
want the land back from the tribes to make
profits. Devendra, the heir, devises a smart
plan to reclaim the woodlands. Panjurli
adopts the Bhuta Kola performer’s body,
to interact with the people, and performs
a dance. Male heirs of a particular family
executes this ritual. The protagonist of the
movie, is the next successor of the Bhuta
Kola performance. He is possessed by
Panjurli and overcomes Devendra and
kills him to stop him from reclaiming the
land. The movie ends with the hero’s
Bhuta Kola performance, insisting on
people’s unity and saving the forest.

The movie is action oriented compared
to the novel but certain elements and charac-
ters of Amitav Ghosh’s novel Jungle

Nama and Rishab Shetty’s movie Kantara

have similarities in the context of preser-
vation of the forest. In the novel Jungle

Nama, the spirit named Dokkhin Rai,
takes the form of a tiger and kills human
beings who enter the forest implying that
he is the sole owner of the forest and all
the resources belongs to him.This charac-
ter can be compared with the landlord
Devendra in the movie who wishes to own
the forest by removing the tribes from the
forest. He even murders a Bhuta Kola
performer when he refuses to act accor-
ding to his will in front of the villagers .
The materialistic mind of the characters
such as Dhona in the novel can be
associated with the character Devendra in
the movie who is reigning King of the
region. Both are trapped by greed though
they own more than is needed by them.
Dhona says “A dull life is something I
never abide. Grief comes to those who
dawdle, idle and well fed. It is greedy to
want to add to your income?” (Ghosh,
2021, p. 11). They placed others’ lives in
danger for their own greed. The saviour
Bon Bibi in the novel and Panjurli in the
movie are considered as the heart of the
context as they are the cultural source on
which the natives believe in.

Ghosh asserts that “the Bon Bibi
legend is a marvel of hybridity, combining
Islamic, Hindu and folk elements with
such fluency that it is impossible to place
the story squarely in a single faith tradition”
(Ghosh, 2021, p. 76-77). The story behind
Bon Bibi and Panjurli comes from Muslim
and Hindu mythologies. According to the
Muslim mythology, Bon Bibi and his
brother were sent by Allah from Arabia to
protect the people of Sunderban from the
ferocious tiger which hunts humans. The
origin of Panjurli in Hindu mythology



388
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

states that the deity Panjurli which owns
a face of wild boar is sent by Lord Shiva
from Kailasa to protect the tribal people
of Tulu. “The two dominant religious
communities of the Sundarbans, the Hindu
and the Muslim, worship Bonbibi with the
common belief that Bonbibi would ensure
living and livelihood” (Bawa & Thakar,
2023, p. 4111). Thus irrespective of religion
it can be stated that the concern for the envi-
ronmental protection is made or educated
through cultural values. Aravindan Neela-
kandan emphasises “Kantara on the other
hand has shown that the general Hindu
population, along with the common Indian
civilisational psyche, can feel the oneness
that underlies all the extraordinarily rich
diversity” (Neelakandan, 2022). In addition
to revitalising ancient ways of living, Jungle

Nama and Kantara inspire a profound
respect for its rich history, culture and
ethically oriented life. Understanding both
the work of art allows for potential future
research in investigation of Indian mytho-
logy and the facets of culture on how it
leads to the discussion of the environment.
It also emphasises the interdependence of
all living forms and the pressing need to
bring our surroundings back into balance.

Conclusion :

Environmental preservation has been
emphasised through myths, culture and
tradition from ancient days. By cultivating
moral practices for preserving the sustai-
nability of the Earth through culture and
folklore, ancient people have skillfully
classified the empirical knowledge of
living in harmony with the environment.
This doesn’t stick to the boundaries. The
novel tells the story of West Bengal and
the movie tells about the myth in Karnataka.
It is also to be noted that there are simila-

rities between Bhuta Kola of Karnataka
and the Theyyam festival of Kerala. Thus,
the current works taken for research
predominantly proves the importance of
the cultural and mythological elements in
preserving the ecology that has prevailed
among the people of India. Both the works
of art emphasise a release of the human
thoughts from the post colonial and
modernised thinking. The reason behind
prioritising the tribes in both these works
is that they are the ones who never change
their lifestyle nor come out of the forest
for survival.

The life of the tribal people is closely
associated with the natural environment.
They consider their living place to be a
sacred one. In the current scenario of
modernisation they stand, abide by and
lead a simple life. They never get away
from their culture and rituals. “Environ-
mental concerns are problematic in the
postcolonial scenario” (Divyasri &
Chakrabarti, 2023, p. 48). In an era of
civilisation wherein the life of human
beings is said to be elevated, tremendous
changes occur in the climate. Thus civili-
sation has failed to bring positive results
in safeguarding the land; rather it has
brought self estimation through money
which has turned a blind eye towards other
elements of nature and living beings other
than themselves. The tribal lifestyle imbibes
the outcomes of education that is aimed
to bring changes at present. It is cultivated
through the culture that they follow. Deities
and demigods, whom people consider as
superpowers, suppressed the existence of
man’s power by devastating personal greed
over the land or wealth. Thus, construction
of such a traditional and cultural system
existing in the life of tribal people helps
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them to secure nature and the environ-
ment.
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ceerje kesâ keâekÙe keâe hegvejekeueeskeâve
meefÛeve kegâceej ceerCee
MeesOeeLeer&, efnboer efkeYeeie,

efouueer efkeÕeefkeÅeeueÙe, efouueer

DeeÛeeÙe& Megkeäue ves efnvoer meeefnlÙe kesâ Fefleneme ceW
hetke& ceOÙekeâeue Ùee Yeefòeâkeâeue keâe meceÙe mebkeled 1375
mes mebkeled 1700 ceevee nw~ Fme keâeue ceW Gvekesâ Devegmeej
Yeefòeâ keâer oes ØecegKe MeeKeeSB LeeR- efveie&gCe Yeefòeâ leLee
meiegCe Yeefòeâ~ ØelÙeskeâ MeeKee ceW oes-oes keâekÙe-OeejeSb
Øekeeefnle ngFË- efveie&gCe MeeKee keâer meble keâekÙeOeeje Deewj
metefÌHeâÙeeW mes ØeYeeefkele Øesceceeieer& keâekÙeOeeje leLee meiegCe
MeeKee keâer ke=â<CeYeefòeâ keâekÙe-Oeeje leLee jeceYeefòeâ keâekÙe
Oeeje~ ke=â<CeYeefòeâ MeeKee keâer efnboer keâer ceneve keâefkeefÙe$eer
ceerjeyeeF& keâe pevce 1504 F&Ê ceW jepemLeeve kesâ cesÌ[lee
jepÙe kesâ kegâÌ[keâer ieeBke ceW ngDee Lee~ Fvekeâe efkekeen
GoÙehegj kesâ cenejeCee kegâceej Yeespejepe kesâ meeLe ngDee
Lee~ DeejcYe mes ner Fvekeâer ke=â<CeYeefòeâ ceW ™efÛe Leer~
hejvleg efkeÉeveeW kesâ yeerÛe ceW Fvekesâ pevce keâes ueskeâj
celeYeso efoKeeF& heÌ[lee nw~ kegâÚ efkeÉeved ceerje keâe meceÙe
1498-1545 F&Ê efveOee&efjle keâjles nw~ mhe<š nw efkeâ
ken Deheveer hetke&keleer& Yeefòeâ-heæefleÙeeW mes heefjefÛele Yeer Leer
Deewj Gvekesâ keâekÙe hej LeesÌ[e-yengle Fve Yeefòeâ-heæefleÙeeW
keâe ØeYeeke Yeer heÌ[e nesiee~ ceerje keâe meceÙe yengle
jepeveweflekeâ GLeue-heLeue keâe jne Lee~ yeeyej keâe efnbogmleeve
hej nceuee Deewj Øeefmeæ Keevekee keâer ueÌ[eF& pees keâer
yeeyej Deewj jeCee meb«eece efmebn kesâ yeerÛe ngF& Leer efpemeceW
jeCee meebiee keâer hejepeÙe ngF& Deewj Yeejle ceW cegÌieueeW keâe
DeefOehelÙe Meg™ ngDee~ Fve meYeer heefjefmLeleÙeeW kesâ yeerÛe
ceerje keâe jnmÙekeeo Deewj Yeefòeâ keâer efveie&gCe efceefßele
meiegCe heæefle meke&ceevÙe yeveer jner~ ceOÙekeâeueerve Yeefòeâ
Deeboesueve keâer DeeOÙeeeflcekeâ ØesjCee ves efpeve keâefkeÙeeW keâes

pevce efoÙee GveceW ceerjeyeeF& keâe efkeefMe<š mLeeve nw~
Fvekesâ heo hetjs Gòej-Yeejle meefnle iegpejele, efyenej Deewj
yebieeue lekeâ ØeÛeefuele nw~ ceerje efnboer Deewj iegpejeleer
oesveeW Yee<eeDeeW keâer keâkeefÙe$eer ceeveer peeleer nw~ ceerje keâer
Yeefòeâ owvÙe Deewj ceeOegÙe&Yeeke keâer nw~ Fve hej ÙeesefieÙeeW,
mebleeW Deewj kew<Ceke YeòeâeW keâe meefcceefuele ØeYeeke heÌ[e nw~
ceerje kesâ heoeW keâer Yee<ee ceW jepemLeeveer, yeÇpe Deewj
iegpejeleer keâe efceßeCe heeÙee peelee nw, keneR hebpeeyeer,
KeÌ[er yeesueer Deewj hetkeer& kesâ ØeÙeesie Yeer efceue peeles nw~
‘‘keemleke ceW Gvekeâer Yee<ee ceejkeeÌ[er Leer~ efkeâbleg keâekÙe-
Yee<ee yeÇpeYee<ee ceW GvneWves jÛevee keâer nes, Ùen DemecYeke
veneR nw~ kes mkeÙeb ke=boekeve DeeF& Yeer Leer~ Fme meceÙe
Gvekeâer pees heoekeueer GheueyOe nw, GmeceW lees jepemLeeveer
Deewj yeÇpe keâe efceßeCe nw’’1~ keâyeerj keâer lejn ner ceerjeyeeF&
keâer keâekÙeYee<ee kesâ DeeOeej ceW keâF& yeesueer-™he efceefßele
nw~ ceerjeyeeF& keâer heoekeueer keâer Yetefcekeâe ceW hejMegjece
Ûelegke&soer ves efoKeeÙee nw efkeâ ceerje ceW Ûeej Yee<ee mlejeW keâe
ØeÙeesie nw- jepemLeeveer, yeÇpeYee<ee, hebpeeyeer Deewj iegpejeleer~

meble jwoeme keâer efMe<Ùee ceerje keâer kegâue iÙeejn
ke=âefleÙeeB GheueyOe nw~ ceerjeyeeF& jwoeme keâes Dehevee ieg®
ceeveles ngS efueKeleer nQ- ‘ieg® efceefueÙee jwoeme oervner
%eeve keâer iegškeâer’~ ceerjeyeeF& kesâ keâekÙe ceW ceOÙekeâeueerve
veejer keâe peerkeve efyebefyele neslee nw~ ceerje keâer keâefkeleeDeeW
ceW kÙeekegâuelee Skeb kesovee keâer efveMÚue DeefYekÙeefòeâ heeF&
peeleer nw~ ceerje keâer keâefkelee ceW ™he, jme Deewj Okeefve kesâ
ØeYeekeMeeueer efyebye nw~ ceerje kesâ keâekÙe hej efveie&gCe-meiegCe
oesveeW meeOeveeDeeW keâe ØeYeeke nw~ Gve hej veeLe cele keâe
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Yeer ØeYeeke efoKeeF& heÌ[lee nw~ Gvekesâ F<š oske lees ke=â<Ce
ner nw~ efkeâbleg jecekeâLee mes mebyebefOele iesÙeheo Yeer GvneWves
efueKes nw~

cewvespej heeC[sÙe kesâ keâLeve kesâ Devegmeej ‘‘ceerje keâes
Deheves efkekeskeâ keâer j#ee kesâ efueS efpeme Deefive hejer#ee mes
iegpejvee heÌ[e Gmemes Yeefòeâkeâeue kesâ efkeâmeer otmejs keâefke
keâes veneR~ keâyeerj peeÙemeer Deewj metj kesâ meeceves ÛegveewefleÙeeB
Deewj keâef"veeFÙeeB Leer~ Skeâ m$eer, ken Yeer cesÌ[lee kesâ
je"ewj jepehetle kegâue keâer yesšer Deewj ceskeeÌ[ kesâ cenejeCee
heefjkeej keâer yent, Thej mes efkeOekee~ Ùener Lee ceerje keâe
Dehevee ueeskeâ~ Gmekesâ Oece& Deewj GmeceW m$eer keâer efmLeefle
keâe Devegceeve efkeâÙee pee mekeâlee nw~ uesefkeâve Gmekesâ
efke®æ keâer keâuhevee Yeer keâef"ve nw~ ceerje ves Gmekesâ
efke®æ Keguee efkeõesn efkeâÙee~ Gme efkeõesn keâe mee#eer nw
Gvekeâe peerkeve Deewj keâekÙe’’2~ ceerjeyeeF& kesâ keâekÙe ceW
mebÙeesie Deewj efkeÙeesie oesveeW keâe keCe&ve ngDee nw~ efkeâbleg
GvneWves mebÙeesie keâer Dehes#ee efkeÙeesie keâe DeefOekeâ ØeÙeesie
keâekÙe ceW efkeâÙee nw~ Gvekesâ ØeYet Gvemes otj Ûeues ieS nw
ken Deheves efiejOej keâes Deheves heeme osKevee Ûeenleer nw~
FmeefueS ken keânleer nQ efkeâ-

‘‘ojme efkeCe otKeeB ceneje CewCe~
meyeoeB megCeleeB cesjer ÚeefleÙeeB keâeBheeB ceer"es Leejes kewCe~

efyejn efkeLee keâemetB jer keâ¢eeB hew"eB keâjkele DewCe~
keâue CeeB heÌ[leeB nefj ceie peeskeeB, YeÙeeB Úceemeer jwCe’’3~

ueewefkeâkeâ mes Deueewefkeâkeâ meòee keâer Deesj GvcegKe nesvee
jnmÙekeeo nw~ ceerje ves Deheveer Yeefòeâ ceW vekeOee Yeefòeâ
keâe meceekesMe efkeâÙee nw~ mebleeW kesâ yeerÛe yew"keâj nefj keâer
ÛeÛee& megveves ceW GvnW mekee&efOekeâ Deevebo Deelee nw~

‘‘kegâbpeve-kegâbpeve efheâjÙeeb meeBkeje, meyeo megCÙee
cegjueer keâe~

ceerjeB js ØeYeg efieefjOej veeiej, YepeCe efyeCee vej
efheâkeâeB’’4~

ceerjeyeeF& keâe ke=â<CeYeefòeâ ceW veeÛevee Deewj ieevee
jepe heefjkeej keâes veneR megnelee Lee~ GvneWves keâF& yeej
ceerjeyeeF& keâes efke<e oskeâj ceejves keâer keâesefMeMe keâer~ Iej

keeueeW kesâ Fme Øekeâej kesâ kÙekenej mes og:Keer neskeâj ken
Éejkeâe Deewj ke=boekeve ieFË~ ken peneB peeleer LeeR, keneB
ueesieeW keâe mecceeve efceuelee Lee~ ueesie Fvekeâes osefkeÙeeW kesâ
pewmee hÙeej Deewj mecceeve osles Les~ Fmeer oewjeve GvneWves
leguemeeroeme keâes he$e efueKee Lee-

‘mkeefmle ßeer leguemeer kegâue Yet<eCe, ot<eCe- njCe ieesmeeFË~
yeejefnb yeej ØeCeece keâjngB, Deye njng ueeskeâ mecegoeF&~~

Iej kesâ mkepeve nceejs pesles, meyevn GheeefOe yeÌ{eF&~
meeOeg- meie De® Yepeve keâjle ceesefn, osle keâuesme ceneF&5~~

ceerje keâer Yeefòeâ ceW ceeOegÙe&-Yeeke keâeheâer no lekeâ
heeÙee peelee Lee~ ken Deheves F<šoske ke=â<Ce keâer Yeekevee
efØeÙelece Ùee heefle kesâ ™he ceW keâjleer Leer~ Gvekeâe ceevevee
Lee efkeâ Fme mebmeej ceW ke=â<Ce kesâ Deueekee keâesF& heg®<e nw
ner veneR~ ke=â<Ce kesâ ™he keâer oerkeeveer Leer~

‘‘yemÙeeB cnejs CesCeCeceeB veboueeue~
ceesj cegieš cekeâje›eâble kegâC[ue De™Ce efleuekeâ

meesneB Yeeue~

ceesnve cetjle, meeBkejeB megjle CesCee yeCÙee efkeMeeue~~

DeOej megOee jme cegjueer jepeeB Gj yewpevleer ceeue~
ceerjeB ØeYeg mebleeB megKeoeÙeeB, Yeiele yeÚue ieesheeue’’6~~

ceerjeyeeF& keâer heoekeueer keâe Deepe lekeâ keâesF& Ssmee
hee" veneR efceuee nw efpemes hetCe&le: ØeeceeefCekeâ keâne pee
mekesâ~ ceerje kesâ keâekÙe kesâ Deveskeâ Yeeke nceejs yeerÛe lewjles
efoKeeF& osles nQ~ MeesOeeefLe&ÙeeW kesâ yeerÛe keâes ueskeâj Skeâ
meeceevÙe jeÙe yeve Ûegkeâer nw efkeâ ceerje ves ke=â<Ce keâes heefle
kesâ ™he ceW «enCe efkeâÙee~ ceerje keâer Yeefòeâ Yeekevee Deewj
Øesce keâe mke™he keäÙee Lee? Fmekeâe DeOÙeÙeve meceÙe-
meceÙe hej neslee jnlee nw~ ke=â<Ce keâe DeelcemeeleerkeâjCe
keâjves keâer Úgš ke=â<Ce YeefòeâMeeKee kesâ keâefkeÙeeW ves efkeefYeVe
™he mes efkeâÙee nw~ Ùener keâejCe nw efkeâ Yeefòeâ keâer Deveskeâ
heæefleÙeeW keâe GheÙeesie ke=â<Ce MeeKee kesâ keâefkeÙeeW ceW
efoKeeF& oslee nw~ ceerje keâer Yeefòeâ ceW ceeOegÙe&-Yeeke keâeheâer
no lekeâ heeÙee peelee nw~ ken Deheves F<šoske ke=â<Ce keâer
Yeekevee efØeÙelece Ùee heefle kesâ ™he ceW keâjleer nw~ keäÙeeWefkeâ
Gvekeâe ceevevee Lee efkeâ Fme mebmeej ceW ke=â<Ce kesâ Deueekee
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keâesF& heg®<e nw ner veneR~ ceerje kesâ peerkeve mes heefjefÛele
nesves leLee Gvekeâer jÛeveeDeeW keâe OÙeevehetke&keâ DeOÙeÙeve
keâjves kesâ Ghejeble mhe<š nes peelee nw efkeâ ceerje keâes efkeâmeer
Yeefòeâ-mecØeoeÙe Ùee oMe&ve ves Yeòeâ-keâkeefÙe$eer veneR yeveeÙee
Lee~ peerkeve keâer efke<ece heefjefmLeefleÙeeW kesâ heâuemke™he ner
ceerje keâes keâefke ÜoÙe Øeehle ngDee Lee efpememes Gvekesâ
Yeefòeâ-Yeekevee keâe Øekeen GceÌ[e~ peneB lekeâ Gvekesâ GheemÙe
keâe mebyebOe nw, Gmekesâ mebyebOe ceW efkeÉeveeW ceW Yeues ner
celeYeso nes hejvleg Gvekesâ ØeejbefYekeâ peerkeve Deewj yeeo keâer
IešveeSb mhe<š mebkesâle keâjleer nQ efkeâ Gvekesâ DeejeOÙe
efiejOej ieesheeue, vešveeiej, ke=â<edCe Les~ efpeve efheleecen
jeke otoepeer keâer mvesn ÚeÙee Deewj mebj#eCe ceW ceele=nerve
ceerje keâe yeÛeheve yeerlee ken Yeer kew<Ceke Yeòeâ ceW [tyee
heefjkeej Lee~ GvneR kesâ kew<Ceke mebmkeâejeW mes ceerje kesâ
kÙeefòeâòke keâe efvecee&Ce Deewj efkekeâeme ceW meneÙelee keâjles
efoKeeF& osles nw~ ceerje keâes ke=â<Ce keâer Skeâ cetefle& efceueer
efpeme kesâ ™he-meeQoÙe& hej ken cegiOe nes G"eR~ Ùen Yeer
efkeâkeobleer nw efkeâ ceelee ves Gmeer cetefle& keâes Gvekeâe veece
yeleekeâj Gmemes Øesce keâjves keâes keâne Lee~ Fme Øekeâej kesâ
ØemebieeW ves ceerje kesâ yeeue-ùoÙe ceW ke=â<CeYeefòeâ keâe Debkegâj
jeshe efoÙee Deewj yeeo ceW peerkeve keâer efke<ece efmLeefleÙeeW ceW
Yeer heefle keâer Dekeâeue ce=lÙeg ceW efkeOekee keâe oÙeveerÙe
peerkeve ceW jeCee Deewj jepekegâue kesâ DelÙeeÛeejeW ceW, heg®<e
ØeOeeve meebceleer meceepe keâer ›eâtjlee ves GvnW ke=â<Ce-Yeefòeâ
kesâ ceeie& hej Ûeueves keâer ØesjCee oer~ DeveeLe, DemeneÙe,
yesmeneje, kegâšgcyeer peveeW Éeje meleeF& peeves keeueer ceerje
kesâ efueS Yeòeâ keelmeuÙe, oerveyebOeg, DeMejCe keâes MejCe
osves keeues Yeiekeeve kesâ ÛejCeeW ceW DeeßeÙe Keespeves kesâ
Deefleefjòeâ keâesF& Ûeeje ve Lee~ ÙeneB Øemlegle mecemle efkeÉeveeW
kesâ leke&â jeceÛebõ Megkeäue kesâ Gme Yeefòeâ kesâ GlLeeve kesâ
lekeâeX keâe Øeyeue meceLe&ve Yeer keâjles nQ efpemeceW GvneWves keâne
efkeâ Fmueece kesâ Deeieceve mes Yeefòeâ keâe GoÙe ngDee~

ceerje ves Deheves keâekÙe ceW Deheves DeejeOÙe keâes keâF&
veeceeW mes hegkeâeje nw- nefj, MÙeece, veboueeue, ceesnve,
ieesheeue, ieesefkevo, yeÇpeveeLe, efiejOej ueeue, ceveceesnve,
peesefieÙee Ùee peesieer~ hej pees veece GvnW mekee&efOekeâ efØeÙe
nw ken nw efieefjOej ieesheeue~

‘‘cnejeb ner efiejOej ieesheeue, otmeje peeb keâtÙee’’7~

ceerje kesâ DeejeOÙe efiejOej ceW jece, ke=â<Ce, efveie&gCeYeòeâ
keâefkeÙeeW ceW yeÇ¢e meYeer kesâ iegCe meceeve ™he mes GheefmLele
efoKeeF& osles nQ~ ken jece keâer lejn Meefòeâ, Meerue Deewj
meewobÙe& keâer ef$ecetefle& nQ~ ken ueeskeâj#ekeâ owlÙeeW keâe mebnej
keâjles nQ, DelÙeeÛeeefjÙeeW mes Deheves YeòeâeW keâer j#ee keâjles
nQ~ ken ueeskeâjbpekeâ nesves kesâ veeles efkeefYeVe ueerueeSb-
jemeueeruee, peue›eâerÌ[e, ÛeerjnjCe, ceeKeve Ûeesjer, ieesefheÙeeW
kesâ meeLe keve efkenej, ikeeueeW kesâ meeLe ieesÛeejCe Deeefo
keâjles nQ~ Gvekeâer meebkeueer metjle leLee ceesefnveer cetjle ceW
melÙe, Meerue Deewj keâce& keâe mecevkeÙe nw~

Øesce keâer DeefYekÙebpevee ceveg<Ùe keâes keâesceue ÜoÙe
Øeoeve keâjleer nw~ Øesce Gme ØesjCeeoÙeeveer Meefòeâ kesâ ™he
ceW nceejs mece#e GheefmLele neslee nw efpemekeâer DevegYetefle ner
yeÌ[s-yeÌ[e ogŠKe Pesueves keâer Meefòeâ Øeoeve keâjlee nw~ [e@.
heerleecyej oòe yeÌ[Lkeeue Deewj Meyevece pewmes kegâÚ efkeÉeve
ceerje keâes efveie&gCe-efvejekeâej yeÇ¢e keâer Gheeefmekeâe ceeveles
nQ~ Ùen melÙe nw efkeâ ceerje kesâ meceÙe ceW meble cele keâe
heÙee&hle ØeÛeej Deewj ØeYeeke Lee Deewj ceerje hej Yeer Gmekeâe
LeesÌ[e-mee ØeYeeke efoKeeF& oslee nw~ kegâÚ heoeW ceW GvneWves
Deheves GheemÙe keâes meke&Meefòeâceeve, Deefveke&ÛeveerÙe yeleeÙee
nw, ieg® keâer ceefncee Yeer mkeerkeâej keâer nw, Deheves GheemÙe
kesâ meeLe Skeâ nes peeves keâer FÛÚe kÙeòeâ keâer nw, Gmekesâ
jbie ceW jbie peeves keâer yeele keâner nw, kegâÚ heoeW ceW meble
keâekÙe keâer Meyoekeueer-peesieer, peesefieÙee, efveie&gCe keâe megjcee,
Øescenšer keâe lesue, cevemee keâer yeeleer, megjle-efvejle keâe
efokeuee, Deiece keâe osme, ieieve-ceb[ue, ef$ekegâšYe, efvejbpeve,
Deveno veeo Deeefo keâe Yeer ØeÙeesie efkeâÙee nw, hejvleg
ke=â<CeYeòeâ heefjkeej ceW pevce Deewj heeueve-hees<eCe leLee
ke=â<CeYeòeâ heefjkeej ceW efkekeen leLee Gvekesâ heoeW ceW ke=â<Ce-
Yeefòeâ keâe mkej, ke=â<Ce kesâ iegCeevegkeeo, Dekeleej ™he ceW
Gvekeâer ueerueeDeeW keâe keCe&ve-Ùen meye efmeæ keâjlee nw
efkeâ GvneWves F&Õej kesâ meiegCe mke™he ßeerke=â<Ce keâes ner
Dehevee DeejeOÙe yeveekeâj Gvekesâ Øeefle Dehevee DeefkeÛeue
Øesce, hetCe& mecehe&Ce-Yeeke Øekeâš efkeâÙee Lee~ Yeòeâ kesâ
efueS efpeme levceÙelee Skeb mecehe&Ce Yeeke DeekeMÙekeâ nesles
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nQ kes ceerje kesâ keâekÙe ceW Yejhetj cee$ee ceW efkeÅeceeve nQ~
Gvekeâe ke=â<Ce keâer pevceYetefce Skeb ueeruee-Yetefce yeÇpe ØeosMe,
ceLegje, ke=voekeve, Éeefjkeâe keâer Ùee$ee, keneB kegâÚ efove
lekeâ jnvee Deewj Éeefjkeâe ceW jCeÚesÌ[ peer keâer cetefle& keâer
DeejeOevee keâjles ngS ØeeCe-lÙeeie Ùes meye GvnW hetCe&leŠ
ke=â<Ce-Yeòeâ efmeæ keâjles nQ~

cenejes yesÌ[es ueieepÙees heej, ØeYegpeer Dejpe keâ™B ÚtB~
Ùee Yeke ceW cns yeng ogKe heeÙees, mebmee meesie efvekeej~
De<š keâjce keâer leueye ueieer nw, otj keâjes ogŠKe Yeej~
Ùees mebmeej meye ye¢ees peele nw, ueKe Ûeewjemeer jer Oeej~
ceerjeB kesâ ØeYeg efiejOej veeiej, Deekeeieceve efvekeej~~8

peerkeve Deewj oMe&ve keâe Deleerke Ieefve… mebyebOe nw~
oMe&ve peerkeve keâe DeeOeej nw, lees peerkeve oMe&ve keâe
ØeOeeve efke<eÙe nw~ oesveeW keâer meòee Skeâ-otmejs hej Deeefßele
nw~ ceveg<Ùe kesâ peerkeve kesâ ØelÙeskeâ mlej hej oMe&ve keâe
ØeYeeke neslee nw~ Devkes<eCeeshejevle oMe&ve Øeoòe melÙe
peye peerkeve keâes Øeehle neslee nw lees peerkeve Gmes kÙekenej
ceW ueelee nw Deewj ØeÙeesieeshejevle Øemlegle nesves keeues ØeMveeW
keâes hegveŠ efkeÛeejeLe& oMe&ve keâes meeQhe oslee nw~ peerkeve keâes
meoe Gmekesâ oMe&ve ™heer ùeflheC[ mes heue-heue efkeÛeejeW
keâer, peerkeve kesâ MeeÕele cetuÙeeW keâer ße=bKeuee Øeehle nesleer
jnleer nw~ Fmeer ceW peerkeve keâer meòee nw, Deefmleòke nw,
GheÙeesefielee nw~ melele ef›eâÙeeMeerue Fme ØeeCeoeefÙeveer ØeCeeueer
kesâ DeYeeke ceW ve lees oMe&ve keâe Deefmleòke jnlee nw Deewj
ve peerkeve keâe, Dele: peerkeve keâes meÛes<š, meef›eâÙe Deewj
mepeerke yeveeÙes jKeves ceW oMe&ve keâer hejce Yetefcekeâe nesleer
nw~ Gvekesâ DeejeOÙe efiejOej ceW jece, ke=â<Ce, efveie&gCe
Yeòeâ keâefkeÙeeW ceW yeÇ¢e meYeer kesâ iegCe nQ~ ken jece keâer
lejn Meefòeâ, Meerue Deewj meewobÙe& keâer ef$ecetefle& nQ~ ken
ueeskeâj#ekeâ owlÙeeW keâe mebnej keâjles nQ, DelÙeeÛeeefjÙeeW mes
Deheves YeòeâeW keâer j#ee keâjles nQ~ ken ueeskeâjbpekeâ nesves kesâ
veeles efkeefYeVe ueerueeSb-jemeueeruee, peue›eâerÌ[e, Ûeerj njCe,
ceeKeve Ûeesjer, ieesefheÙeeW kesâ meeLe keve efkenej, ikeeueeW kesâ
meeLe ieesÛeejCe Deeefo keâjles nQ~ Gvekeâer meebkeueer metjle
leLee ceesefnveer cetjle ceW melÙe, Meerue Deewj keâce& keâe
mecevkeÙe nw~

efkejn keâes Øesce keâe lehle mkeCe& keâne ieÙee nw~ Øesce
keâer heerj Deewj efkejn kesovee keâer Decej ieeefÙekeâe ceerje keâe
ke=â<Ce Yeefòeâ MeeKee kesâ meeOekeâeW Deewj keâefkeÙeeW ceW DelÙevle
cenòkehetCe& mLeeve nw~ ke=â<Ce-Øesce keâer keâmekeâ Deepe Yeer
Gmekesâ efkejn-ieerleeW kesâ yeesueeW ceW keâmekeâ-keâmekeâ keâj
meùoÙeeW, mebieerlekeâejeW keâer ùoÙe keâer OeÌ[keâveW yeÌ{e osleer
nw~ keemleke ceW ‘Øesce keâer heerj’ Deewj ke=â<Ce efkejn keâer
Devekejle OeÌ[keâve keâe veece ner ceerje nw~ ‘vejmeerpeer keâe
ceeÙeje’, ‘ieerle-ieesefkevo keâer šerkeâe’, ‘ceerjeveer iejyeer’,
‘jeme ieesefkevo’, jeie meesj" kesâ heo Deewj ‘ceerje kesâ heo’
Deeefo ceerje keâer ØecegKe jÛeveeSB ceeveer peeleer nQ~ Fve
jÛeveeDeeW kesâ DeeOeej hej ceerje kesâ keâekÙe ceW ueeskeâ peerkeve
Deewj oMe&ve keâe nceW heefjÛeÙe efceuelee nw~ ceerjeyeeF&
oMe&ve, efkeÛeej Deewj Gheemevee kesâ ØelÙeskeâ #es$e ceW efYeVe
efoKeeF& osleer nw~ ÙeÅeefhe ceerje keâer Yeefòeâ efkeâmeer efkeefMe<š
mecØeoeÙe Ùee oeMe&efvekeâ celekeeo keâer meercee ceW veneR
yeBOeleer, hej Gvekeâer jÛeveeDeeW hej veeLehebLe, meblekeâekÙe,
hegef<š ceeie&, ÛewlevÙe mecØeoeÙe, Yeeiekele keâer vekeOee
Yeefòeâ Deeefo keâe DeebefMekeâ ØeYeeke Yeer Âef<šieesÛej neslee
nw~ [e@Ê heerleecyej oòe yeÌ[Lekeeue ves ceerje hej efveie&gCe
ØeYeeke keâes mkeerkeâej keâjles ngS efueKee ‘‘ÙeÅeefhe ceerjeyeeF&
kÙekenejle: meiegCeesheeefmekeâe Leer Deewj ke=â<Ce keâer Gheemevee
jCeÚesÌ[ kesâ ™he ceW efkeâÙee keâjleer Leer, efheâj Yeer Ùen
meÛe nw efkeâ Gvekesâ keâns peeves keeues heoeW ceW efveie&gCe
efkeÛeejOeeje mhe<š efoKeleer nw~ GvneWves Deheveer Øesce mecyevOeer
efkeveÙe ke=â<Ce Skeb yeÇÿe oesveeW kesâ Øeefle Skeâ meeLe keâer
nw’9~ efkejn-kesovee keâe leer›e mkej efpelevee ceerje kesâ
keâekÙe ceW efceuelee nw Glevee metjoeme kesâ ‘YeÇcejieerle’ keâes
ÚesÌ[keâj DevÙe$ee veneR efceuelee~ Øees. ieeshesÕej efmebn efueKeles
nQ- ‘‘Deheves Deblej ceW ‘Yeejer heerj’ efueS oo& kesâ ceejs oj-
oj [esueveskeeueer Fme Yeeke-ØekeCe Yeòeâ keâkeefÙe$eer kesâ
heeme kesovee keâer pees Leeleer nw, ken Gmekesâ mecekeâeueerveeW
ceW efkeâmeer kesâ heeme veneR~ Dehetke& oo&, Dehetke& meenme Deewj
Dehetke& efkeõesn mes Yejer Fme Øesce-meeefOekeâe ves ‘jeCee’ keâes
Ûegveewleer oer nw, kewmeer ØelÙe#e Ûegveewleer ogpe&veeW keâes MeeÙeo
ner Gme Ìpeceeves ceW efkeâmeer ves oer nes’’~10  efkejn keâer
Deeie ceW Gvekeâe mechetCe& kÙeefòeâòke peue jne nw, efkejn
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keâe keâerš Gvekesâ Mejerj ceW Iegve keâer lejn ueiee ngDee
Yeerlej-ner-Yeerlej Gmes #eerCe keâj jne nw~ Gvekeâer heerÌ[e
keâer ceeefce&keâ keâ®Ceeslheeokeâ efmLeefle keâe efÛe$ee efvecveefueefKele
hebefòeâÙeeW ceW meekeâej nes G"e nw~

‘‘lesjs keâejCe keve keve [esuetB
keâj peesieCe keâew Yesme

DekeefOe yeoer hej YepengB ve DeeÙes
heb[j nesF ieÙee kesâme’’11~

efve<keâ<e&le : ceerje ves ßeerke=â<Ce mes Øesce efkeâÙee Lee,
heâuele: Gvekeâe meeje peerkeve ner ke=â<CeceÙe nes ieÙee Lee~
ceerje kesâ heoeW ceW keâefleheÙe heeefjYeeef<ekeâ MeyoeW keâes DeeOeej
yeveekeâj Gvekesâ peerkeve hej efkeefYeVe oMe&veeW kesâ celeeW kesâ
ØeYeeke Éeje keâer ieF& DeeueesÛekeâeW ves kÙebefpele efkeâÙee, hej
ceerje lees Øesce efokeeveer Leer~ Gmes efkeâmeer mebØeoeÙe efkeMes<e
keâer ceevÙeleeDeeW kesâ Deeueeskeâ ceW ner osKekeâj cetuÙeebkeâve
keâjvee GefÛele veneR nesiee~ ceerje keâe peerkeve ner ke=â<Ce
Øesce Lee Deewj oMe&ve Yeer ke=â<Ce Øesce, Dele: GvneWves ke=â<Ce
keâer DeejeOevee keâeblee Yeeke Ùee ieesheer Yeeke mes keâer kes
Deheves DeejeOÙe keâes Yeer Øeefle ceevekeâj ner hegkeâejleer nw,
Gmekesâ efkejn ceW kÙeekegâue neskeâj leÌ[heleer nw~ Fmeme
Gvekesâ meiegCeesheemekeâ nesves ceW keâesF& mebosn veneR jnlee~
mebYekele: meeOeg-mebieefle kesâ ØeYeeke mes Gvekesâ keâekÙe ceW
efveie&gCe Meyoekeueer Dee ieF& neW, hej Yeefòeâ ceW ‘ceOegefjÙee
Yeeke’ ØecegKe nw~ meiegCe-Øesce kesâ efkejn efceueve kesâ ØeYeeke
Skeb mebmheMe& DelÙeefOekeâ ØeYeekeer nQ~ Gmekeâer ceeOegÙe& Yeekevee
Deveskeâ mLeueeW hej metj Deewj leguemeer mes Yeer Deeies efoKeeF&
osleer nw~ Ssmee Øeleerle neslee nw efkeâ Øesce-efkekeMe ceerje
mkeÙeb Yeeke-efkeYeesj neskeâj ßeerke=â<Ce kesâ meeLe ueerueeSB keâj

jner neW, Dele: Ùeefo ØeYeeke keâer Âef<š mes ner osKee peeÙe
lees mhe<š neslee nw efkeâ Gve hej ÛewlevÙe ceneØeYeg keâer
oeMe&efvekeâ ceevÙeleeDeeW keâe mekee&efOekeâ ØeYeeke Lee meeLe ner
Gvekesâ peerkeve-oMe&ve hej heÌ[e~ mece«e ™he mes ken mkeÙeb
ner Yeefòeâ keâer ceboeefkeâveer yevekeâj peiele keâes jme-Deehueeefkele
keâj ieF&~ Gme jme me=ef<š ceW Gvekeâe YekÙe peerkeve Deewj
YekÙe oMe&ve nceW [tyeves keâes Øesefjle keâjlee nw~
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Introduction :

The Maikal Hills, an extension of the
Satpura Range, are characterised by their
rugged terrain, dense forests and high
peaks, with elevations reaching up to
1,300 meters. This region is known for its
biodiversity, housing various flora and
fauna, including the elusive tiger and the
Indian bison. Geographically, the Maikal
Hills is a crucial watershed area1. Several
major rivers originate here, including the
Narmada and Son Rivers. One of India’s
principal rivers, the Narmada, rises in these
highlands and flows westward, passing
through the centre of the country before
draining into the Arabian Sea2. In the same
vein, the Son River continues eastward till
it ultimately meets the Ganges near Patna.
In addition to these, the area is home to other
smaller rivers and streams. The hydrology
of the area is greatly influenced by these
rivers, which also have an impact on the
local temperature and the natural dynamics
of the hills. This mountainous terrain, with
its dense forests and diverse ecosystems,
is home to several indigenous communities
whose lives are intricately intertwined with

their environment3. Among these commu-
nities, the Gond and Baiga tribes stand out
as prominent aboriginal groups. This article
explores the lifeways of these Aboriginals
of the Maikal Hills, focusing on their
cultural practices, economic activities, and
environmental resilience.

Environmental Conditions of the

Maikal Hills :

The Maikal Hills region is predomi-
nantly composed of ancient geological
formations, including granite and basalt.
These rocks are part of the Precambrian
basement complex, which dates back to
over 1 billion years. The region’s geology
influences its soil types, water drainage
patterns and vegetation. The hills are
covered with a variety of forest types, inclu-
ding tropical moist deciduous forests and
dry deciduous forests4. The lush greenery
of the lower slopes gives way to sparser
vegetation as the elevation increases. Key
tree species found in the Maikal Hills
include sal (Shorea robusta), teak (Tectona
grandis), and bamboo (Bambusoideae).
The rich flora supports a diverse range of
plant species, many of which are used in



396
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

traditional medicine and local crafts5. This
specific location is home to a rich array
of wildlife. The region’s fauna includes
several species of mammals, birds, reptiles
and insects. Notable mammals include the
Indian leopard (Panthera pardus fusca),
sloth bear (Melursus ursinus), and sambar
deer (Rusa unicolour). Bird species such
as the Indian hornbill (Buceros bicornis)
and the crested serpent eagle (Spilornis
cheela) are commonly found. Numerous
reptiles and amphibians, including various
species of snakes and frogs, also support
the biodiversity of the region. Along these,
a tropical monsoon climate characterises
the climate of the Maikal Hills.

Indigenous Communities of the Maikal

Hills :

Several indigenous communities inhabit
the Maikal Hills, each with its unique cultural
practices and social structures. Prominent
among these are the Gond and Baiga tribes,
who have traditionally lived in the forested
areas of the hills. These communities, collec-
tively known as Adivasis, have lived in
harmony with the forest environment for
generations. Human activity in the Maikal
Hills includes traditional practices by these
tribal communities who prominently rely
on natural resources for their livelihoods.
The human settlements in the Maikal Hills
are generally small and dispersed. The
inhabitants are primarily engaged in agri-
culture, forestry and traditional crafts. Villages
are often located in the more accessible lower
slopes and valleys, while the higher elevations
remain less populated6. The isolation of
the hills has helped preserve the traditional
ways of life and cultural practices of these
indigenous communities. Below is infor-
mation on the major ethnic groups living
in the Maikal Hills.

1. The Gond Tribe :

The Gond tribe is one of the largest
indigenous groups in central India.
Their history and inhabitation of this
land go back centuries. Today, the Gonds
are primarily settled in the southern part
of the Maikal Hills. They practice sub-
sistence agriculture, cultivating crops
such as rice, pulses and millet. They
also engage in small-scale hunting,
gathering, and crafting, particularly
making items from bamboo and wood.
Their daily affairs mainly depend on
the forest and the surrounding environ-
ment. The Gonds are also renowned
for their vibrant art forms, including
Gond painting, which reflects their
deep connection with nature and
mythology7. Gond society is organised
into clans, each with its totemic sym-
bols and social responsibilities. The
tribe’s spiritual beliefs are deeply
rooted in animism, with rituals and
festivals dedicated to various deities
and natural elements. The Gonds
celebrate their major festivals, such
as Dussehra and Holi, with traditional
dances and music that reinforce their
communal bonds.

2. The Baiga Tribe :

The Baiga tribe, known for their
distinctive rituals and practices, is
another prominent community in the
Maikal Hills. Traditionally, the Baigas
were hunter gatherers, but over time,
they have adopted agricultural practices.
They are known for their elaborate
initiation ceremonies and shamanistic
practices. They are considered to be a
particularly vulnerable tribal group
(PVTG) due to their remote settle-
ment and traditional livelihood patterns.
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The Baiga’s spiritual life is centred
around the belief in a variety of spirits
and ancestors and their rituals often
involve complex dances and chants.
The Baigas have a unique system of
land management and cultivation
known as “slash-and-burn” agriculture8.
This method, while sustainable in the
short term, faces challenges due to
modern agricultural practices and
encroachment on forest lands.

Environmental Resilience of the Abori-

ginals of the Maikal Hills :

The Aboriginals of the Maikal Hills
have developed a remarkable level of
environmental resilience, which is evident
in their sustainable practices and adaptive
strategies. Their deep understanding of the
local ecosystem has enabled them to live
in harmony with their environment for
generations.

1. Shifting Cultivation and Agro-

forestry :

Shifting cultivation or slash-and-burn
agriculture, is a traditional agricultural
practice employed by the tribes of the
Maikal Hills. This method involves
clearing patches of forest for culti-
vation by burning the vegetation and
then planting crops such as rice,
millet, and pulses. After a few years,
the soil’s fertility diminishes, and the
land is left fallow to allow natural
regeneration. This method is known
as Bewar agriculture and is banned
nowadays, but it still informs about
the knowledge tradition of these indi-
genous communities9. This practice,
while often criticised for its environ-
mental impact, is adapted by the Gonds
and Baigas in a manner that maintains
ecological balance. The fallow periods

between cultivation cycles allow the
forest to recover and traditional know-
ledge of soil management helps preserve
its fertility. Agroforestry systems, which
integrate trees and shrubs into agricul-
tural landscapes, further enhance soil
health and biodiversity.

2. Forest Management and Resource

Use :

The tribes have long relied on the forest
for a variety of resources, including
timber, medicinal plants, and food.
They practice sustainable harvesting
techniques that ensure the forest’s
health and productivity. For instance,
they follow rotational harvesting patterns
and respect sacred groves that are left
undisturbed to maintain ecological
balance. The Gonds and Baigas also
have traditional rules governing the
collection of forest products. These
rules include restrictions on harves-
ting certain species and regulating the
number of resources taken from specific
areas10. Such practices help prevent
overexploitation and promote the
regeneration of forest resources.

3. Traditional Knowledge of Medicinal

Plants :

The Baigas, in particular, are renowned
for their extensive knowledge of medi-
cinal plants. They use a variety of herbs
and plants for treating ailments, relying
on centuries of accumulated wisdom.
This traditional knowledge not only
supports their health but also contri-
butes to the conservation of plant species
used in medicine. Their practices help
maintain the ecological balance by
fostering biodiversity and ensuring
the survival of medicinal plants.
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4. Weather Prediction and Agricultural

Adaptation :

The tribes of the Maikal Hills possess
a deep understanding of their envi-
ronment, including the ability to predict
weather patterns. They use natural
indicators, such as changes in animal
behaviour and plant growth, to forecast
weather conditions. This traditional
knowledge allows them to adjust their
agricultural practices accordingly. For
example, the timing of planting and
harvesting is often adjusted based on
observations of climatic changes. This
adaptive strategy helps mitigate the
impacts of irregular rainfall and tem-
perature fluctuations, ensuring that
agricultural production remains stable
despite climatic uncertainties.

5. Diversified Livelihoods :

To buffer against environmental fluc-
tuations, the Gonds and Baigas practice
diversified livelihoods. In addition to
agriculture, they engage in hunting,
gathering, and the collection of non-
timber forest products. This diversi-
fication provides a safety net in times
of crop failure or resource scarcity,
helping to ensure food security and
economic stability11. The tribes also
participate in small-scale livestock
farming, which complements their agri-
cultural activities. Livestock provides
additional sources of food and income,
contributing to their overall resilience.

Conclusion :

The tribes of the Maikal Hills, inclu-
ding the Gonds and Baigas, exemplify
environmental resilience through their
sustainable practices, adaptive strategies,
and deep connection with their environ-

ment. Their traditional knowledge and
practices have enabled them to live in
harmony with the complex ecosystems of
the Maikal Hills for generations. Despite
facing challenges such as environmental
degradation, climate change, and cultural
erosion, these communities continue to
demonstrate remarkable adaptability and
resourcefulness. Supporting their efforts,
recognising their rights, and integrating
traditional knowledge into conservation
and development initiatives are crucial for
ensuring their continued resilience and the
preservation of their rich cultural heritage.
By promoting conservation, cultural revi-
talisation, and advocacy, there is hope for
preserving the unique heritage of the Maikal
Hills and ensuring a sustainable future for
its indigenous inhabitants. As the world
continues to evolve, the resilience and cultural
richness of the Maikal Hills communities
offer valuable lessons in harmony with
nature and the importance of preserving
indigenous traditions.
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Fig. 3 (A wild fruit consists of medicinal

value, Source: author)

Fig. 1 (Forested landscape of the Maikal
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Fig. 4 (A group of tribal women involved in

agriculture, Source: author)
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1. Introduction :

Mizoram, located in the northeastern
region of India, is part of the Seven Sister
states in the Northeast. Its southern region
shares extensive international borders,
spanning 722 kilometers, with Myanmar
and Bangladesh. Additionally, the northern
part of Mizoram has domestic borders with
Manipur, Assam and Tripura. Covering an
area of 21,087 square kilometers (8,142
square miles), Mizoram ranks as the fifth
smallest state in India. Geographically, it
extends from 21°56’N to 24°31’N and
92°16’E to 93°26’E. Notably, the Tropic
of Cancer traverses the state, nearly
dividing it in the middle. The maximum
distance from north to south is 285 km,
and the maximum east-to-west stretch is
115 km. The state is renowned for its
scenic beauty, characterized by picturesque
landscapes, verdant hills, and a lively
tribal culture.

Mizoram’s topography is characteri-
zed by hills with very little flat terrain. A
Mizo village will always be found perched
on the top of a ridge or a mountain. Even
though scarcity of water poses a great
challenge in having a village on top of a
hill, various factors contribute to the choice
of elevated locations for village settlements,

with the ease of defense being a significant
consideration.

Mizoram experiences a temperate
climate, characterized by relatively cool
temperatures in the summer, ranging from
20°C to 29 °C. During the winter, the
climate becomes milder, with temperatures
ranging from 7°C to 22 °C. The area is
significantly influenced by monsoons,
resulting in heavy rainfall between May
and September, while the dry (cold)
season sees minimal precipitation. The
average annual rainfall is 254 centimeters
(100 inches) for the entire state. Given its
location, the state is susceptible to weather-
related emergencies, including cyclones
and landslides.

2. Materials and Methods :

Traditional architecture is the artistic
representation of the conventional const-
ructed surroundings unique to the people
of a particular area. It presents the tradi-
tional, cultural, and primitive approaches
of the residents in crafting their built
environment, thereby establishing the
characteristics crucial to the region. Over
time, traditional architecture tends to
develop, reflecting the traditional, climatic,
cultural, and historical context in which it
is situated. The developmental changes
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with regard to the tradition of building
houses will not be dealt with in this paper.

2.1 Layout of the Mizo village :

Three types of buildings can be identi-
fied in a Mizo village - the commoners’
house, the Chief’s house and the Zawlbuk,
which serves as the young men’s dormi-
tory. At the highest point of a Mizo village,
there is typically an open space. Positioned
on one side of this open space is the chief’s
residence, and opposite to the chief’s
house stands the Zawlbuk. The chief,
along with the village elders, chosen by
the chief, establish their dwellings in
proximity to the chief’s house. The open
space in the village is specifically
designated for the chief and is known as
“Lal Mual” (chief’s field). The residences
of the elders and the adjacent area are
collectively referred to as “Mual kil upate”

(elders surrounding the chief’s field),
signifying their elevated status in the
village hierarchy.

Fig 1: Zawlbuk and Chief House with open area

Source: Art & Culture dept.

From the chief’s field, smaller streets
extend downward, leading to the
residences of commoners. Individuals
with less influence within the village have
limited opportunities to ascend to the Lal

Mual and witness the dwellings of the
chief and elders. Since the site of the house
is steep, the natural fall of the ground allows
room for domestic animals to stay under

the raised floor at night and also ensures
good drainage. This is the case not only
with the commoners’ house but also with
the Chief’s house and the Zawlbuk.

Fig-2 : Zawlbuk

Source: Art & Culture dept.

Fig-3: Commoner’s house

Source: Art & Culture dept.

2.2 Vernacular Architecture of Mizo

village :

The study of traditional architecture
can be approached in two ways:

a) ‘Architecture without Architects’
(Rudofsky) where structures are built
by amateurs without any training in
design and construction.

b) The function of the buildings from the
point of view of:

i) Local construction techniques

ii) Local Labour & Tools

iii) Local building materials

iv) Climatic conditions of the region
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This paper describes the construction
technique, the tools and materials used and
the climatic condition of Mizoram.

Houses are constructed using timber
and bamboo, secured with cane and natural
ropes derived from climbing plants. The
roofing predominantly consists of thatched
materials such as dried cane leaves or grass.
All construction materials are sourced
locally, with the cane utilized for fastening
wood and bamboo obtained through the
peeling of bamboo skin and rope skin.

The process of building a house
begins with the digging of Bankhur (post
holes). Typically, Tumhulh is the material
used for digging these post-holes. In the
case of a commoner’s residence, eight holes
are usually dug - four on each side. The
primary supports placed between these
opposing holes are referred to as Sut (large
posts). Typically, these posts are buried at
a depth of 3 to 4 feet. In regions with
plenty of large logs, they are utilized as
underground posts known as Banril

(foundation/footing). The larger Banril,
will then be connected to a smaller and
more refined log called Ban (column). Ban

will extend up to the top of the house.

A small log named Kalte will be
longitudinally attached to these posts,
running along the length of the house and
supported by a lhawmmawl. This
lhawmmawl is another smaller post posi-
tioned between the larger Ban posts of the
house. Positioned just above Kalte, there
will be Kalkhang and Kaldung, with
Kalkhang arranged perpendicular to Kalte

and Kaldung. All of these elements serve
as reinforcements for the Chhuat, which
forms the floor of the house. These logs
are strongly tied together using a cane and
a rope.

Above the layer of Kaldung, a bamboo
piece approximately the size of a human
wrist, known as Tluangrel, is added.
Tluangrel is securely bound by cane along-
side the Kaldung. Atop the Tluangrel,
small bamboo sticks are placed, and the
final layer, called Chhuat, consists of
carefully splitted bamboo serving as the
floor. Some individuals may choose to
fasten the split bamboo, while others may
leave it unclipped.

Liang will be fixed to the post of the
house, positioned approximately 6 feet
above the floor of the house, functioning
as the lowest beam supporting the roof.
Khanchhuk will be positioned perpendicular
to Liang, serving as its upper counterpart,
and the width of the house will be
determined by the length of Khanchhuk.
To ensure stability, Liang and Khanchhuk

will be securely fastened together.

The largest post, known as the Sut,
will be positioned centrally within the
house, aligning with the smaller posts and
surpassing the height of the Ban. This
configuration facilitates a sloping roof,
with the peak starting from the top of the
Sut and slanting down to the end of the
Ban. If they want a more slanted roof, the
Sut will be made much taller than the ban.
The height of the Sut determines the
inclination of the roof. J. Shakespear
observes the inclusion of five Suts in a
typical Mizo house. Additionally, the Sut

will be larger in size compared to the Ban,
and the holes dug for it will be deeper than
those for the other posts.

All the Sut will be linked with a straight
and strong beam known as Tlung, spanning
from one end of the house to the other.
Atop the Liang (beam), a triangular frame
called Inchhun (truss) will be positioned,
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connecting the Tlung, the Ban (column),
and the Sut. It will be securely fastened
using either a cane or a rope. To ensure that
the roof extends about a foot from the
Liang, covering the house wall, the
Inchhun will be made longer than the
breadth of the house. The roof will be
framed with small bamboo structures
referred to as Chum/Chumpui, while smaller
frames, called Di Chum, will be crafted
using bamboo sticks. Once these frames
are completed, the roof’s apex will be
covered with dried cane leaves or similar
foliage known as Di (thatched).

Fig 4 : Khumai/Sleeping platform for children

Source: Art & Culture dept.

Fig 5 : Tap/Hearth

 Source : Art & Culture dept.

The wall of the house is made up of
carefully interwoven split bamboo, crafted
into various designs. The most prevalent
pattern is known as Bawhtah. Bawhtah

involves the interlacing of one split bamboo
with another in an overlapping fashion,

creating a twill weave effect. In this twill
weave, each horizontal bamboo (weft)
traverses over and under multiple vertical
bamboo (warp) in a systematic arrangement.
This produces a unique diagonal pattern,
commonly known as twill lines, whose
incline can vary.

Let us explore the layout of a typical
Mizo house. It comprises three primary
sections: the front verandah located
outside the entrance, the central living
area, and a compact, partitioned room at
the rear. To gain a clearer understanding
of this layout, it is recommended to refer
to the floor plan created by J. Shakespear.

Kawmchhak/Uphill side

1. Pawn sut/Outside upright post

2. Sumhmun sut/Upright post

3. Tap sut/Upright post

4. Banglai sut

5. Inchar or Char sut

A. Thingkhawn/Woodstack

B. Sumhmun/Verandah/Mortar Place

C. Khumai/Sleeping platform for children

D. Tap/Hearth

E. Khumpui/Sleeping platform for parents

F. In-char/Lumber room

G. Khumpui lu/Head of the big bed

H. Chhuar/Shelve

I. Chhuat/Open floor

J. Tuium hunna/Water tube enclosure
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K. Kawngkhar/Front door

L. Inchar kawngkhar/Back door

M. Luhkhapui/Raised platform

N. Luhkha/Platform of logs

 As depicted in the illustration, the
Sumhmun, also known as the front veran-
dah or threshold, is accessed through a
platform constructed from logs. The
Sumhmun serves as the space where the
daily cleaning of paddy takes place using
a mortar called Sum. The walls of the
Sumhmun are adorned with skulls or the
remains of animals and birds hunted by
the homeowner. Additionally, designated
areas are provided for fowls as shelter
during the night and to lay and hatch their
eggs.

Access to the house is gained through
the front door, a modest opening measuring
approximately 4 feet by 2.6 feet. Posi-
tioned right next to the door, in the corner,
is a designated space for hollow bamboo
tubes known as Tuium, utilized for collec-
ting and storing water. On the opposite
side, there is the Khumai, a sleeping
platform specifically intended for children
and unmarried young girl. Adjacent to the
Khumai is the hearth made of earth,
referred to as Tap/Tapchhak, serving as the
area for kindling fires for cooking and
warming the house. Above the hearth,
bamboo shelves are arranged, one above
the other, facilitating the drying of paddy
seeds and providing storage for various
miscellaneous items.

Adjacent to the Tap is the Khumpui,
an elevated sleeping space designated for
parents. A wall separates the Khumpui

from the adjoining room, serving dual
purposes as a storage space for lumber and
as a closet. There is a small door, referred

to as Inchar/Kawmchar Kawngkhar, that
provides access to outside of the house.

Close to the house entrance, there’s
an elevated platform called Luhkapui. This
space serves various functions, such as
sitting, weaving, and drying items. Upon
reaching adolescence, young men typically
sleep in the Zawlbuk, the bachelors’
dormitory. However, before midnight,
these young men often visit the homes of
their female friends to engage in flirtation
and to socialize. The Chhuat, or the floor,
is where guests are accommodated and
entertained.

The house of the village chief shares
similarities with commoners’ houses but
is considerably larger. This size difference
allows for more space, particularly for
sleeping areas and the Chhuat area. The
Chhuat area serves as a space where the
chief can entertain guests and conduct
meetings with elders. Additionally, chiefs
and wealthy individuals in the village may
have a Bahzar, another verandah-like area.
The Bahzar is accessible through the
Inchar kawngkhar or the back door of the
house. This architectural distinction
emphasizes the chief’s status and provides
additional areas for socializing and
conducting important village affairs

The Zawlbuk  holds significant
importance in the village, being both the
most important and the largest building.
Despite being constructed using the same
materials as other houses in the village,
what sets the Zawlbuk apart is the collective
effort involved in its construction. Every
family in the village participates in
building the Zawlbuk through a form of
community service called Hnatlang in
Mizo. This communal involvement not
only underscores the importance of the
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Zawlbuk but also strengthens the sense of
unity and shared responsibility among the
villagers.

The Mizo people, historically engaged
in shifting cultivation rather than nomadic
living, periodically moved to new locations
for agriculture. In adapting to this lifestyle,
their dwellings were constructed to acco-
mmodate the need for relocation, using
materials that facilitated ease of movement
or reconstruction. Emphasizing minimal
furniture and equipment was a practical
approach, addressing the challenges
associated with sudden relocation.

3. Conclusion :

Traditional Mizo architecture is deeply
rooted in the region’s unique topography,
climate and cultural practices. The layout
of a Mizo village reflects the hierarchical
social structure and the practical conside-
rations of living in a mountainous environ-
ment. The construction of houses and
communal spaces is a testament to the
ingenuity and resourcefulness of the Mizo
people. The traditional architecture of
Mizo villages in Mizoram represents a
harmonious blend of cultural, climatic,
and practical considerations deeply rooted
in the lifestyle and history of its people.
The layout and construction techniques of
Mizo houses reflect the geographical
challenges and resource availability of the
region, characterized by hilly terrains and
abundant bamboo and timber.

The strategic placement of structures
within the village hierarchy, from the chief’s
residence to the commoners’ houses and the
Zawlbuk, underscores the social organization
and community dynamics prevalent in
Mizo society. Each component of a Mizo

house, from the raised platforms and sleep-
ing areas to the verandahs and hearth, serves
a specific purpose tailored to the needs of
its inhabitants.

Furthermore, the communal effort
involved in building structures like the
Zawlbuk exemplifies the collective spirit and
shared responsibility that defines Mizo
culture. The emphasis on simplicity and
adaptability in architectural design reflects
the historical lifestyle of shifting cultivation,
where mobility and practicality were
essential.

Overall, traditional Mizo architecture
not only embodies the aesthetic prefere-
nces and building techniques of the region
but also serves as a testament to the rich
cultural heritage and communal ethos of
the Mizo people. Through the preservation
and study of these architectural traditions,
we gain valuable insights into the history,
lifestyle and values of this unique community
in Northeast India.Top of Form
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keâ}e Deewj mebmke=âefle kesâ Menj kesâ ™he ceW yeveejme
hetvece kegâceejer ØeesÊ ([e@Ê) jepe efceßee
DeefmemšWš Øeesheâsmej he$ekeâeefjlee SJeb pevemebÛeej efJeYeeie
DeeF&.Sce.Sme ieeefÌpeÙeeyeeo Ùegefvekeefme&šer keâewme&sme keâwcheme jepeerke ieebOeer efkeÕeefkeÅee}Ùe,jesvees efnume, oesF&cegKe,
DeeOÙeeeflcekeâ veiej, ieeefÌpeÙeeyeeo, Gòej ØeosMe De®CeeÛe} ØeosMe

peerkeve Deewj ce=lÙeg oesveeW keâe heÙee&Ùe ceeves peeves
kee}e yeveejme, efpemes keejeCemeer kesâ veece mes Yeer peevee
peelee nw, Gòej ØeosMe keâe Skeâ megboj Menj nw~ Ùen
keâ}e, mebmke=âefle Deewj DeeOÙeeeflcekeâlee kesâ #es$e ceW Skeâ
mece=æ henÛeeve jKelee nw~ ogefveÙee kesâ meyemes hegjeves yemes
ngS MenjeW ceW mes Skeâ nesves kesâ veeles, yeveejme keâer
keâ}elcekeâ, Oeeefce&keâ Deewj meebmke=âeflekeâ efkejemele Deepe
Yeer Fmekesâ yees}Ûee}, mebieerle, iebiee Ieeš Deewj cebefojeW
ceW mhe<š ™he mes efoKeeF& osleer nw~ yeveejme nj jbie keâes
mecesšs ngS nw, Deewj Fmekeâe DevegYeke keâjvee }eKeeW
}esieeW keâer FÛÚe jnleer nw~ Ùen keâne peelee nw efkeâ
efpemeves ØeeÛeerve veiejer yeveejme keâes peerÙee nw, ken ogefveÙee
kesâ efkeâmeer Yeer keâesves ceW peerkeveÙeeheve keâj mekeâlee nw~ Fme
Menj ves osMe keâes keâF& oeMe&efvekeâ, keâefke, }sKekeâ Deewj
mebieerle%e efoS nQ~ yeveejme kesâ IeešeW hej Gieles metÙe& kesâ
meeLe hegjeveer FceejleW Ssmeer Øeleerle nesleer nQ, pewmes kes
Deheveer KegefMeÙeeW keâes Keg}keâj yeÙeeve keâj jner neW~
yeveejme YeejleerÙe mebmke=âefle keâe Yeer Skeâ DeefÉleerÙe meebmke=âeflekeâ
Deewj keâ}elcekeâ kesâbõ nw, efpemekeâe Ssefleneefmekeâ Ùeesieoeve
DelÙeefOekeâ cenlkehetCe& jne nw~ ÙeneB keâer Oeeefce&keâ Deewj
DeeOÙeeeflcekeâ hejbhejeDeeW ves keâ}e Deewj mebmke=âefle keâes Skeâ
ienve DeeÙeece Øeoeve efkeâÙee nw~ mebieerle, ve=lÙe, efÛe$ekeâ}e,
meeefnlÙe Deewj efMeuhekeâ}e keâer ØeeÛeerve Deewj mece=æ
hejbhejeSB yeveejme keâes keâ}e Deewj mebmke=âefle kesâ Menj kesâ
™he ceW efkeMes<e henÛeeve efo}eleer nQ~

yeveejme YeejleerÙe mebmke=âefle keâe Skeâ DeefÉleerÙe
meebmke=âeflekeâ Deewj keâ}elcekeâ kesâbõ nw, efpemekeâe Ssefleneefmekeâ
Ùeesieoeve DelÙeefOekeâ cenlkehetCe& jne nw~ ÙeneB keâer Oeeefce&keâ
Deewj DeeOÙeeeflcekeâ hejbhejeDeeW ves keâ}e Deewj mebmke=âefle
keâes Skeâ ienve DeeÙeece Øeoeve efkeâÙee nw~ mebieerle, ve=lÙe,
efÛe$ekeâ}e, meeefnlÙe Deewj efMeuhekeâ}e keâer ØeeÛeerve Deewj
mece=æ hejbhejeSB yeveejme keâes keâ}e Deewj mebmke=âefle kesâ
Menj kesâ ™he ceW efkeMes<e henÛeeve efo}eleer nQ~

yeveejme kesâ }esie Deewj Gvekeâer Yee<ee :

keânles nQ efkeâ peye leg}meeroeme jeceÛeefjleceeveme keâer
jÛevee keâj jns Les, lees Demmeer Ieeš keâe Meeble keeleekejCe
GvnW Flevee Yee ieÙee efkeâ GvneWves meesÛee efkeâ Yeiekeeve jece
keâer keâLee ef}Keves kesâ ef}S Fmemes heefke$e Deewj Gòece mLeeve
keâesF& veneR nes mekeâlee~ yeveejme keâer Yee<ee ‘keâeefMekeâe
Yeespehegjer’ nw, pees Skeâ Deesj Deheveer keâÌ[keenš lees otmejer
Deesj ceOegjlee keâe DevegYeke keâjeleer nw~ ÙeneB kesâ }esie Keg}er
meesÛe Deewj cemleceew}e mkeYeeke kesâ nesles nQ, pees peerkeve keâes
mej}lee Deewj Glmeen mes peerles nQ~ jepeWõ ef$ehee"er (2010)
ves Deheves DeOÙeÙeve ceW yeveejme keâes ‘Oece& Deewj mebmke=âefle
keâe DeefÉleerÙe mebiece' yeleeÙee nw, peneB Oece& Deewj keâ}e
Skeâ-otmejs mes ienjs ™he mes pegÌ[s ngS nQ~

meeefnlÙe keâe kesâbõ :

yeveejme keâer meeefneflÙekeâ hejbheje Fmekeâer meebmke=âeflekeâ
Oejesnj keâe Skeâ cenlkehetCe& mlebYe nw~ Ùen Menj efnboer
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meeefnlÙe kesâ ØecegKe kesâbõeW ceW mes Skeâ nw, peneB keâF& ceneve
keâefkeÙeeW Deewj }sKekeâeW ves pevce ef}Ùee Deewj Deheveer
jÛeveeSB oeR, efpeveceW leg}meeroeme, keâyeerj Deewj YeejleWog
nefjMÛebõ ØecegKe nQ~ jener ceemetce jÌpee (2014) kesâ
Devegmeej, ‘yeveejme kesâke} Oeeefce&keâ mLe} veneR nw, yeefukeâ
Skeâ me=peveMeer} meeefneflÙekeâ kesâbõ Yeer nw, peneB keâer
meeefneflÙekeâ ieefleefkeefOeÙeeB meefoÙeeW mes peerkeble jner nQ~'

efMe#ee keâe kesâbõ :

yeveejme efMe#ee Deewj %eeve keâe cenlkehetCe& kesâbõ jne
nw~ ØeeÛeerve keâe} mes Ùen Menj efkeÅee, oMe&ve, Deewj
efke%eeve keâer efMe#ee kesâ ef}S Øeefmeæ jne nw~ ÙeneB kesâ
efkeÕe-Øeefmeæ efkeÕeefkeÅee}Ùe Deewj mebmLeeve Fmes Yeejle kesâ
%eeveheer"eW ceW Skeâ ØecegKe mLeeve Øeoeve keâjles nQ~ yeveejme
kesâ efvekeemeer efMe#ee kesâ cenlke keâes ienjeF& mes mecePeles nQ
Deewj %eeve keâer Keespe ceW ncesMee meb}ive jnles nQ~

20keeR meoer ceW yeveejme ves DeeOegefvekeâ efMe#ee ØeCee}er
ceW Yeer cenlkehetCe& Yetefcekeâe efveYeeF&~ 1921 ceW mLeeefhele
keâeMeer efkeÅeeheer" ves YeejleerÙe mkeleb$elee meb«eece kesâ oewjeve
je<š^erÙe efMe#ee kesâ Øemeej ceW kesâbõerÙe Yetefcekeâe efveYeeF&~
keâeMeer efnbot efkeÕeefkeÅee}Ùe (BHU), efpemes 1916 ceW
hebef[le ceove ceesnve cee}keerÙe Éeje mLeeefhele efkeâÙee
ieÙee, Deepe Yeejle kesâ ØecegKe efkeÕeefkeÅee}ÙeeW ceW Meeefce}
nw~ BHU ve kesâke} keâ}e, meeefnlÙe Deewj mebmke=âefle keâer
efMe#ee Øeoeve keâjlee nw, yeefukeâ efke%eeve, efÛeefkeâlmee Deewj
ØeewÅeesefiekeâer kesâ #es$e ceW Yeer cenlkehetCe& Ùeesieoeve oslee nw~

keâeMeer efkeÅeeheer" Deewj mechetCee&vevo mebmke=âle
efkeÕeefkeÅee}Ùe pewmes mebmLeeve Yeer efMe#ee kesâ #es$e ceW
Deheveer cenlkehetCe& henÛeeve yeveeS ngS nQ~ Fmekesâ De}ekee,
DeeOegefvekeâ keâ}e oerIee&Sb, meebmke=âeflekeâ kesâbõ, Deewj jÛeveelcekeâ
mLe} GYej Ûegkesâ nQ, pees mLeeveerÙe Deewj Debleje&<š^erÙe
keâ}ekeâejeW keâes Deheves keâece keâe ØeoMe&ve keâjves Deewj
yeveejme keâer keâ}elcekeâ efkejemele kesâ meeLe veS Deewj
DeefYeveke lejerkeâeW mes pegÌ[ves kesâ Dekemej Øeoeve keâjles nQ~

Menj keâer nmlekeâ}e Deewj efMeuhekeâ}e :

efkeÕeØeefmeæ yeveejme ceW keâ}e efnbot heewjeefCekeâ keâLeeDeeW
Deewj DeeOÙeeeflcekeâlee mes }skeâj cegie} keemlegkeâ}e Deewj
Fm}eceer keâ}e lekeâ Deheves efkeefkeOe ØeYeekeeW keâe Øeefleefyebye
nw~ yeveejme Deheves Gòece jsMece yegveeF& kesâ ef}S efkeMes<e
™he mes Øeefmeæ nw~ efkeÅee Oeej (2016) kesâ Devegmeej,
‘‘yeveejme keâer efMeuhekeâ}e ceW Oeeefce&keâ, meeceeefpekeâ Deewj
meebmke=âeflekeâ cetuÙe pegÌ[les nQ, pees Fmes Skeâ DeefÉleerÙe
keâ}e ™he yeveeles nQ~’’ yeveejme keâer yeveejmeer meeefÌ[ÙeeB
Devlejeef<šÙ̂e mlej hej Øeefmeæ nw~ yeveejmeer meeÌ[er YeejleerÙe
heefjOeeve keâe Skeâ cenlkehetCe& Deewj Øeefleef…le efnmmee nw~
Ùes meeefÌ[ÙeeB Deheveer yeejerkeâ keâejeriejer, Meeveoej ef[ÌpeeFve
Deewj efkeMes<e yegveeF& kesâ ef}S ceMentj nQ~ yeveejmeer meeÌ[er
keâe Fefleneme yengle hegjevee nw, Deewj Fmekeâe Glheeove
yeveejme (keejeCemeer) ceW meefoÙeeW mes nes jne nw~ Fmes
cegie} keâe ceW efkeMes<e henÛeeve efce}er, peye cegie}eW ves
yegveeF& Deewj keâÌ{eF& keâer lekeâveerkeâeW keâes Øeeslmeeefnle efkeâÙee~
yeveejmeer meeÌ[er efmehe&â Skeâ heefjOeeve veneR nw, Ùen YeejleerÙe
mebmke=âefle Deewj hejbheje keâe Øeleerkeâ nw~ Fvekeâer megbojlee
Deewj Glke=â<šlee nj ceefn}e keâes DeefÉleerÙe yeveeleer nw~

mebieerle Deewj ve=lÙe keâe kesâbõ :

yeveejme Deheveer mece=æ Deewj peerkeble mebieerle, ve=lÙe
Deewj ØeoMe&ve keâ}eDeeW kesâ ef}S Yeer Øeefmeæ nw~ Meem$eerÙe
mebieerle keâer OeÇgheo Deewj KÙee} Mewef}ÙeeB Menj kesâ meebmke=âeflekeâ
heefjÂMÙe ceW ØecegKe mLeeve jKeleer nQ~ Ùeneb keâF& mebieerle
IejeveeW keâe pevce Ùee efkekeâeme ngDee nw~ keâLekeâ, YejleveešŸece
Deewj Deesef[meer pewmes ve=lÙe ™he Yeer Ùeneb ve kesâke}
DeYÙeeme efkeâS peeles nQ, yeefukeâ yeÌ[s Glmeen kesâ meeLe
cebefÛele Yeer nesles nQ~
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mebieerle kesâ #es$e ceW keejeCemeer keâer efkeefMe<š henÛeeve
jner nw~ Ùen Menj }byes meceÙe mes Meem$eerÙe mebieerle keâe
Skeâ Øeefleef…le kesâbõ nw, pees Yeejle Deewj ogefveÙeeYej kesâ
mebieerlekeâejeW, efkeÉeveeW Deewj mebieerle ØesefceÙeeW keâes Deekeâef<e&le
keâjlee nw~ OeÇgheo, efnbogmleeveer Meem$eerÙe mebieerle keâer meyemes
hegjeveer Mewef}ÙeeW ceW mes Skeâ, keejeCemeer ceW ienjer peÌ[W
jKelee nw~ Fmes OeÇgheo hejbheje keâe ieÌ{ ceevee peelee nw,
peneB Øeefmeæ OeÇgheo ieg® jnles nQ Deewj Deheveer efMe#ee keâe
Øemeej keâjles nQ~

efnbogmleeveer Meem$eerÙe mebieerle keâer Skeâ Deewj ØecegKe
Mew}er, KÙee}, keâe Yeer yeveejme ceW DeYÙeeme Deewj
mebj#eCe neslee nw~ Ùeneb kesâ IejeveeW ves KÙee} ieeÙeve kesâ
efkekeâeme ceW cenlkehetCe& Yetefcekeâe efveYeeF& nw, Deewj Fve
kebMeeW mes keâF& Øeefmeæ mebieerlekeâej GYejs nQ~ Meem$eerÙe
mebieerle kesâ meeLe ner, yeveejme peerkeble }eskeâ mebieerle
hejbhejeDeeW Deewj Yeefòeâ mebieerle Mewef}ÙeeW keâe Yeer kesâbõ nw~
}eskeâ mebieerlekeâej, meÌ[keâ keâ}ekeâej Deewj Yeefòeâ ieeÙekeâ
Dekeämej Menj keâer meÌ[keâeW, cebefojeW Deewj IeešeW hej
ØeoMe&ve keâjles ngS osKes pee mekeâles nQ, pees mLeeveerÙe
efvekeeefmeÙeeW Deewj heÙe&škeâeW keâes ceb$ecegiOe keâjles nQ~

efnbogmleeveer Meem$eerÙe mebieerle, pees YeejleerÙe Meem$eerÙe
mebieerle keâer oes ØecegKe hejbhejeDeeW ceW mes Skeâ nw, keejeCemeer
kesâ mebieerle heefjÂMÙe ceW efkeMes<e mLeeve jKelee nw~ Menj
efkeefYeVe mebieerle IejeveeW mes pegÌ[e ngDee nw, efpevekeâer
efkeefMe<š Mewef}ÙeeB Deewj kebMe Fme mebieerle Oeeje keâes
mece=æ keâjles nQ~

DeOÙeelce kesâ kesâbõ :

keejeCemeer keâer mebmke=âefle efkeefkeOe hejbhejeDeeW,
DeeOÙeeeflcekeâ ØeLeeDeeW, keâ}elcekeâ DeefYekÙeefòeâÙeeW Deewj
meeceeefpekeâ ieefleMeer}lee keâe yeng™heoMe&keâ nw~keejeCemeer
keâes Yeejle kesâ meyemes heefke$e MenjeW ceW mes Skeâ ceevee
peelee nw, pees Yeiekeeve efMeke kesâ efvekeeme Deewj efnbogDeeW kesâ
ef}S leerLe&Ùee$ee keâe kesâbõ ceevee peelee nw~ Menj kesâ keâF&
cebefoj, leerLe&mLe} Deewj heefke$e mLe} nj mee} }eKeeW
YeòeâeW Deewj leerLe&Ùeeef$eÙeeW keâes Deekeâef<e&le keâjles nQ~iebiee
Deejleer (iebiee keâer hetpee), hetpee meceejesn Deewj Ùee$eeSb
(leerLe&Ùee$ee) pewmes Deveg…eve keejeCemeer keâer Oeeefce&keâ mebmke=âefle
keâe DeefYeVe Debie nQ, pees efvekeeefmeÙeeW Deewj DeeieblegkeâeW kesâ
yeerÛe meceeve ™he mes DeeOÙeeeflcekeâlee Deewj Yeefòeâ keâer
ienjer Yeekevee keâes yeÌ{ekee osles nQ~ yeveejme Deewj keâeMeer
efkeÕeveeLe cebefoj YeejleerÙe mebmke=âefle, Oece&, Deewj hejbhejeDeeW
kesâ peerkeble Øeleerkeâ nQ~ ÙeneB keâer Ùee$ee Skeâ DeeOÙeeeflcekeâ
Deewj meebmke=âeflekeâ DevegYeke Øeoeve keâjleer nw, pees peerkeveYej
Ùeeoieej jnlee nw~

yeveejme keâer ieef}ÙeeW ceW Úghes keâF& jnmÙe :

ÙeneB keâer ieef}ÙeeB yeveejme keâer Deelcee keâe Skeâ
cenlkehetCe& efnmmee nQ~ Ùes ieef}ÙeeB mebkeâjer, lebie Deewj
Ssefleneefmekeâ cenlke mes Yejhetj nesleer nQ~ Ùes ieef}ÙeeB
Deheves Deehe ceW Skeâ Yet}Yeg}wÙee nQ Deewj FveceW Ietcevee
Skeâ jesceebÛekeâ DevegYeke neslee nw~ yeveejme keâer ieef}ÙeeW
ceW Deehekeâes nj keâoce hej Fefleneme Deewj mebmke=âefle keâer
Pe}keâ efce}sieer~ ØeeÛeerve cebefoj, nkeve-kegâb[, Ssefleneefmekeâ
FceejleW Deewj hegjeves Iej ÙeneB kesâ efkeMes<e Deekeâ<e&Ce nQ~
yeveejme keâer ieef}ÙeeW ceW mLeeveerÙe peerkeve keâer Skeâ De}ie
ner jewvekeâ nesleer nw~ }esie ÙeneB Deheves owefvekeâ keâeÙeeX ceW
kÙemle jnles nQ, ogkeâeveW, yeepeej Deewj Úesšs-Úesšs kÙekemeeÙe
ÙeneB keâer ieef}ÙeeW keâes peerkeble yeveeS jKeles nQ~Fve ieef}ÙeeW
ceW efkeefYeVe Øekeâej kesâ mkeeefo<š kÙebpeve efce}les nQ~ ÙeneB
kesâ heeve, keâÛeewÌ[er, pe}syeer Deewj }mmeer Øeefmeæ nQ~
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DeÆgle keemlegkeâ}e :

Menj keâer keemlegkeâ}e Fmekeâer keâ}elcekeâ efkejemele

keâe Skeâ Deewj kemeerÙeleveecee nw, Fmekeâer Yet}Yeg}wÙee

ieef}ÙeeB, ØeeÛeerve cebefojeW, IeešeW (veoer kesâ efkeâveejs keâer

meerefÌ{ÙeeB) Deewj cen}eW mes Ùegòeâ nQ~ yeveejme keâer nj

ieef}ÙeeW ceW npeejes keâneefveÙeeB osKeves Deewj megveves keâes

efce}leer nw~ Ieeš, efkeMes<e ™he mes, ve kesâke} keemlegefMeuhe

Ûecelkeâej nQ, yeefukeâ Deveg…eve, meceejesn Deewj lÙeesnejeW

meefnle efkeefYeVe meebmke=âeflekeâ Deewj Oeeefce&keâ ieefleefkeefOeÙeeW

kesâ ef}S cebÛe kesâ ™he ceW Yeer keâece keâjles nQ~

Fmekesâ De}ekee, Ùen mecekeâe}erve keâ}elcekeâ

DeefYekÙeefòeâÙeeW keâes Yeer ie}s }ieelee nw~ yeveejme kesâ Ieeš

Menj keâer mece=æ Ssefleneefmekeâ Deewj meebmke=âeflekeâ Úefke keâe

Øeefleefyebye nQ, pees efkeefYeVe meYÙeleeDeeW Deewj jepekebMeeW mes

ØeYeeefkele nQ efpevneWves Fme #es$e hej Deheveer Úehe ÚesÌ[er

nw~ Menj keâer efnbot keemlegkeâ}e keâer efkeMes<elee ceW mece™helee,

Øeleerkeâkeeo Deewj DeeYet<eCe mes meefppele oskeer Deewj oskeleeDees

keâer vekeâkeâefMeÙeeB nw, pees Dekeämej efnvot Oeeefce&keâ mebjÛeveeDeeW

mes pegÌ[e neslee nw~yeveejme kesâ keâF& IeešeW ceW efnbot cebefoj

keemlegkeâ}e kesâ lelke nQ, pewmes De}bke=âle efMeKej (efMeKej),

iegbyeo Deeefo~ IeešeW keâe keemlegefMeuhe }sDeeGš Dekeämej

efkeefYeVe efnbot oskeer-oskeleeDeeW keâes meceefhe&le cebefoj heefjmejeW

kesâ Deemeheeme Ietcelee nw, pees Oeeefce&keâ ieefleefkeefOeÙeeW Deewj

Deveg…eveeW kesâ ef}S kesâbõ efyebog kesâ ™he ceW keâeÙe& keâjles

nQ~ cegie}es ves Yeer yeveejme ceW Deheveer Deefceš Úehe ÚesÌ[er

nw Deewj cegie} keemlegkeâ}e keâer efkeMes<eleeSb, pewmes cesnjeye,

iegbyeo Deewj meceefcele GÅeeve, kegâÚ IeešeW keâer mebjÛeveeDeeW

ceW osKeer pee mekeâleer nQ, Keemekeâj ceb[heeW Deewj ceefmpeoeW

ceW~ cegie}es ves }e} ye}gDee helLej Deewj meheâso mebiecejcej

keâe GheÙeesie, kegâÚ IeešeW keâer FceejleeW keâer efvecee&Ce ceW

efkeâÙee pees Deepe Yeer kele&ceeve nw~

heÙe&šve keâe kesâbõ :

yeveejme Skeâ ØecegKe heÙe&šve mLe} nw~ ÙeneB kesâ
DevÙe ØecegKe Deekeâ<e&CeeW ceW meejveeLe, jeceveiej efkeâ}e,
Deewj efkeefYeVe Ieeš Meeefce} nQ~ yeveejme keâer ieef}ÙeeB,
ÙeneB keâe Yeespeve, Deewj mLeeveerÙe mebmke=âefle Yeer heÙe&škeâeW
keâes Deekeâef<e&le keâjleer nQ~ yeveejme štefjÌpce kesâ ÂMÙe mes
Yeer Skeâ cenlkehetCe& peien nw Deewj nj mee} osMe-
efkeosMees mes keâjesÌ[es keâer mebKÙee ceW }esie ÙeneB yeveejme
keâes peerves Deewj Gmekesâ mkeeo ceW Keesves Deeles nw~ yeveejme
keâer oske oerheeke}er keâe Glmeke efkeÕe Øeefmeæ nw Deewj nj
ke<e& Fme Glmeke keâes osKeves kesâ ef}S efkeÕe kesâ nj keâesves
mes }esie Deeles nw~oerhees keâer jesMeveer mes peieceieeles Ieeš
osKeves keâe Deevebo pees Skeâ yeej osKe }s ogyeeje efheâj
pe™j DeeS~ kegâÚ lees peerkeve kesâ Deble meceÙe ceW yeveejme
ceW ner Dehevee Mejerj lÙeeievee Ûeenles nw keäÙetkeâer yeveejme
keâes mkeie& keâe Éej Yeer keâne peelee nw~

yeveejme meefoÙeeW mes Deveefievele keâ}ekeâejeW, keâefkeÙeeW,
}sKekeâeW Deewj efheâuce efvecee&leeDeeW kesâ ef}S Skeâ meb«en
jne nw, pees Fmekeâer jnmÙeceÙe DeeYee Deewj keâe}eleerle
megbojlee kesâ ef}S lewÙeej nw~

meb#eshe ceW, yeveejme kesâke} keâ}e keâe Menj veneR
nw; Ùen Skeâ peerkeble keâwvekeeme nw, peneb nj ie}er, nj
Ieeš Deewj nj cebefoj jÛeveelcekeâlee, DeeOÙeeeflcekeâlee,
Skeâ keâneveer keânlee nw~ Ùen Menj ve kesâke} Deheves
Ssefleneefmekeâ Deewj meebmke=âeflekeâ cenlke kesâ ef}S peevee
peelee nw, yeefukeâ Fmekeâer keâ}elcekeâ hejbhejeSB Deepe Yeer
peerkeble nQ Deewj Yeefke<Ùe keâer heerefÌ{ÙeeW keâes Øesefjle keâj jner
nQ~ keejeCemeer kesâ mebieerle, ve=lÙe, efMeuhe Deewj meeefnlÙe
ves Fmes kewefÕekeâ mlej hej keâ}e Deewj mebmke=âefle kesâ kesâbõ kesâ
™he ceW mLeeefhele efkeâÙee nw~ Fvekeâer Devet"er Mew}er Deewj
ØeeÛeerve hejbhejeDeeW keâe mebkeâ}ve yeveejme keâes Skeâ Ssmee
meebmke=âeflekeâ kesâbõ yeveelee nw, efpemekeâer Ûecekeâ meefoÙeeW mes
DeyeeefOele jner nw Deewj Deeies Yeer yeveer jnsieer~
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Introduction :

The Silk Road was a complex network
of roads that extended thousands of kilo-
metres, crossing various terrains and connec-
ting civilizations from China to the Medi-
terranean. The Silk Road functioned as a
trade route and a channel for disseminating
knowledge, art and technology, fostering
beyond geographical limitations. Numerous
travellers played a significant role in
disseminating ideas and information from
Europe to Asia along the Silk Road. Marco
Polo, Ibn Battuta and Chinese travellers
such as Fa Hein (Faxian) and Hiuen Tsang

(Xuanzang) used these ancient roads to
reach India from China. Marco Polo
witnessed the magnificence of Chinese
civilization and India on his journey via
the Silk Route. Initially, the Silk Road was
a network of caravan routes that actively
facilitated the movement of trade products
between China in the East and Rome, Italy,
in the West from the 2nd century BC to
the 15th century AD (Mishra, 2020).

The Silk Road can be broadly
categorized into four segments from east
to west: the initial segment extended from

Chang’an to the Jade Pass west of Dunhuang,
leading into the Western Regions beyond
the Han cultural sphere; the second segment
traversed from Dunhuang, renowned for
the Buddhist-themed Mogao Caves, through
Xinjiang to Samarkand in contemporary
Uzbekistan, the third segment connected
Samarkand to the southern coastline of the
Caspian Sea, reaching the eastern Medi-
terranean Sea, The fourth sector spanned
from the eastern side of the Mediterranean,
encompassing Istanbul, the Balkans, the
Italian Peninsula, the Danube Valley, and
the Rhine Valley (Chang, 2023, p.120).
In this background, the paper explores the
general interaction between the East and
West, particularly South Asia’s culture,
intellectual ideas, innovation, development
and modernity through the Silk Route.

Communications between the East and

West :

The extended duration between the
2nd century BC to 1400 AD encompassed
various events of significant global rele-
vance. The vigorous commerce along the
Silk Road persisted until the emergence
of commercial capitalism in Europe
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around the fourteenth century. Therefore,
the Silk Roads connected the East and
West in terms of science, art, literature,
and modernity. Whitfield characterizes the
Silk Road as the movement and exchange
throughout Central Asia (Whitfield, 2015,
p. 37). The Silk Road facilitated socio-
economic growth and modernity by
promoting the flow of commerce and
ideas, contributing to modernization and
technical advancement. Turkish and Arab
merchants were introduced to the coastal
towns of India. In addition, Turks facili-
tated the exchange of many commodities
and economic endeavors along the Silk
Road, while missionary and Sufi activities
also contributed to the route’s commercial
dominance. The Silk Road played a
significant role in the relationship between
the Ottoman Empire and the Mongolian
Empire (Kurin, 2002).

The camel served as the primary mode
of transportation along this route. The
ringing of camel bells on the Silk Road
signifies the commerce of products across
the Eurasian continent, the interplay of
civilizations and extensive cultural exchanges
over an extended duration (Chang, 2023).
Consequently, the Silk Road was pivotal
in transmitting and disseminating history,
ideas, technology and most importantly,
economic activities across diverse nations.
Historically, this path was the inaugural
link between the western and eastern worlds.
In other words, it constituted a network of
commercial, cultural and technical pathways
from Central Asia to China.

Furthermore, domestic and international
trade flourished under the Kushan Empire.
The Great Silk Road profoundly impacted
trade relations. Chinese forces assaulted

Dovan (Fergana) in the late 2nd century
B.C. Since trade between Central Asia and
China began, silk has infiltrated Fergana,

Sogdia, and Bactria. As caravan routes
developed, trade also expanded significantly.
China supplied raw silk, silk fabrics, gold,
leather, and several other commodities to
Central Asia, while Central Asia exported
gold, gemstones, and jewelry to China
(Ubaydullaevna, 2020).

Hence, this path served as a vital
conduit for communication between the
West and East, facilitating the exchange
of knowledge, tools, cultural artifacts,
crops, innovative techniques, irrigation
systems, advancement in trade, and
the idea of modernity

Cultural Exchange and Intellectual

Transmission :

The exchange of culture, ideas, and
knowledge facilitated the flourishing of
globalization through foreign travellers
from one place to another. In this regard,
a significant innovation by the Chinese
was paper, along with their expertise in
its production methods, which was dissemi-
nated initially from China to Central Asia,
then to Baghdad and ultimately worldwide.
The dissemination of advancements in
science, technology, business, art and lite-
rature persisted across Asia. Afro-Eurasia
constituted an interconnected realm where
the culture, technologies and commodities
of different regions influenced the lives
of common individuals (Whitfield, 2015).

The Silk Route facilitated the infiltra-
tion of Western knowledge into India.
Numerous travelers contributed to dissemi-
nating ideas and information from Europe
to Asia over the Silk Route. Marco Polo,
Ibn Battuta, and Chinese adventurers like
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Fa Hein (Faxian) and Hiuen Tsang
(Xinxiang) used these ancient roads to
reach India from China. Marco Polo
witnessed the magnificence of Chinese
culture and India on his journey along the
Silk Route (Whitfield, 2015).

Polo traversed Asia by land and sea
for 24 years. The accounts of his journeys,
recounted while imprisoned in a Genoa
jail cell, ignited widespread European
fascination with the Silk Road region. He
recounted the Mongols, who had conquered
China under Genghis and subsequently,
Kublai Khan and extended their empire
throughout Asia into Central Asia, India,
Iran, and Asia Minor. Polo recounted
remarkable narratives of the regions he
had explored, the magnificent landmarks
he had observed, and the immense riches
of Asia (Kurin, 2002).

The networks of the Silk Roads facili-
tated interactions among many religious
groups, ranging from localized faiths to
expansive, global religions that traversed
continents. The province of Tokharistan,
previously known as Bactria, had a resur-
gence of Buddhism under the influence
of the Turks from the Steppe and Tang
China throughout the 600s and 700s AD.
Sculptures from this period exhibit links
to India and the heritage of Gandharan art,
originating in contemporary northwest
Pakistan, which evolved via encounters
with ancient Greek and Roman civiliza-
tions1 (The British Museum).

Additionally, Buddhism spread thro-
ughout the Silk Road, encompassing music,
art and architecture. The stupa, a mound-
like edifice housing relics, is an Indian
architectural form transmitted to China
through Buddhism; the term ‘stupa,’

meaning ‘heap’ is derived from Sanskrit.
Buddha’s paintings and sculptures were
also significant (Chang, 2023, pp.129-
130).

Traders on the Silk Road diligently
transported caravans to remote regions,
bearing crafts, artworks and subterranean
riches. Accompanying them were artists,
priests and pilgrims, disseminating religious
doctrines and technical concepts. In many
instances, individuals from diverse ethnic
backgrounds were compelled to relocate
by a formidable adversary in pursuit of
more secure and bountiful territory.
Military expeditions were arranged along
the same paths. The Chinese chronicle
records a military campaign commissioned
by the Han dynasty emperor for the
‘heavenly horses’ of Dayuan (Fergana).
Numerous writings exist on the Sogdian
trading ports of the early Middle Ages and
remarkable findings by Chinese archaeo-
logists validate cultural influences and
exchanges (Abdullaev, 2022, p. 77).

Further, Gandhara art was transmitted
to China via Central Asia and gained
widespread acceptance. The Silk Road
influenced Gandhara and its cultural
exchanges with ancient civilizations. The
importance of Gandhara as a confluence
of civilizations and faiths along the Silk
Road, shaped by Greek, Persian, Indian,
Central Asian, South Asia, and Chinese
cultures (Kermani & Siddiqui, 2017).

The influence of cultural contacts on
Gandhara, especially the dissemination of
Buddhism, Christianity and other religions
and their effects on commerce, economy,
politics, and society. The early Buddhist
carvings in Central Asia, their significance
in Silk Road networks and their stylistic
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and iconographic characteristics compared
to the present creative traditions of Gandhara
(Sardar & Saeed, 2020). Therefore, the
ancient trading network known as the Silk
Road facilitated the movement of items,
ideas, culture, and knowledge between the
East and the West.

The Silk Road is typically perceived
as a conduit for exchanging opulent arti-
facts and goods over vast distances. Looking
at the cultural and historical aspects repre-
sented in the ruins and their artifacts recrea-
tes a more comprehensive and nuanced
understanding of the dynamic urbanization
that characterized the urban centers of that
era. During both periods of peace and
conflict, commodities and concepts trave-
rsed simultaneously eastward and westward
via the Silk Road. Migrating groups, such
as the Sogdians and Gandharans, intro-
duced their resources, technology and the
intangible legacy of arts, beliefs and
identities, serving as the threads of social
networks and facilitators of cross cultural
interactions (Lin, 2019).

The engagement of items with the
civilizations they encountered, those who
produced, traded, received and consumed
them, offers new insights into the pattern
of a Silk Road urban paradigm characte-
rized by diversity and cosmopolitanism.
Various faiths coexisted and flourished,
being conveyed, translated, and adapted
by peoples along the Silk Road as they
transitioned from one culture to another
(Lin, 2019). The paramount legacy of the
Silk Road is the culture of tolerance
cultivated by the rulers of the minor oasis
kingdoms in the northern and southern
Taklamakan. Throughout the years, these
kings embraced migrants from elsewhere,

allowing them to follow their religions.
Buddhism, Manicheism, Zoroastrianism,
and Eastern Christianity were introduced
to China. Archaeological sites and the
conserved artifacts provide insight into
this formerly tolerant society (Hansen,
2015).

The dissemination of Islamic doctrines
through contact and travel establishes
communities throughout the Silk Road
region. Numerous other religions and
belief systems, including Manichaeism,
Nestorianism and Zoroastrianism, dissemi-
nated along the Silk Roads and signifi-
cantly influenced the evolution of the
cultures along its pathways. The Silk Roads
served as conduits for the transmission of
technology (e.g., cast iron), innovations
(e.g., magnetic compass), engineering
(e.g., bridge construction), sciences (e.g.,
medical knowledge), and agricultural
practices (e.g., vine cultivation) (Williams,
2015, p.31). Additionally, the trade of
commodities between China and the Roman
Empire enhanced both areas’ economies
and promoted cultural interchange.
Chinese silk, greatly prized in Rome, was
traded for Roman glassware, gold, and
silver. This symbiotic relationship establi-
shed a basis for cultural exchange that
impacted art, religion, philosophy and
scientific knowledge.

Furthermore, the Silk Road catalysed
the dissemination of information and
ideas. Academics, adventurers, and diplo-
mats accompanied the caravans, which
were burdened with silk and spices.

Eurasian Trade and Commercial

Routes :

The Silk Road routes extended from
China to India, Asia Minor, Mesopotamia,
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Egypt, Africa, Greece, Rome and Britain.
The northern Mesopotamian area
(modern-day Iran) emerged as China’s
primary commercial partner inside the
Parthian Empire, facilitating significant
cultural contacts. Chinese innovations,
like paper and gunpowder from the Han
Dynasty, significantly influenced the
globe. Additionally, Eastern spices facili-
tated commerce between the East and the
West, fostering the development of commu-
nities, agriculture, private farming, and
silk manufacture while establishing land
and maritime transit routes. This was a
distinctive economic phenomenon in the
annals of Eurasian culture (Mishra, 2020,
p. 7).

The spice trade initiated the first signi-
ficant European engagement in Southeast
Asia. The trade of spices, especially
cloves, surged in several nations along the
routes from the Indies to the Medite-
rranean. Food crops, gemstones, pearls,
silk, horses, tortoiseshells, and dyes were
significant commodities along the Silk
Route. Trade was the fundamental force
on the Silk Road, linking the East and
West (Elisseeff, 2000).

The interconnection of these channels
facilitated the development of cosmo-
politan cities and trading centers, where
merchants from many cultures gathered
to conduct trade and cultural interaction.
The Silk Road trade routes significantly
influenced the economic, social and cultural
dynamics of the places they connected,
creating a legacy that persists in contem-
porary society (Tapalaga, 2023).

Further, the coalition of traders from
Europe and Asia traversed intersecting
caravan routes to exchange ideas. In the

western markets of Cairo and Constantinople,
Greek and Babylonian traders converged
with their Han and Indian counterparts.
Two potential land routes were established
between these commercial centers: one via
the northeastern terrain by crossing the
Hindukush and the gorges of the Tsangpo

River and the other through the Irrawaddy-

Mekong valley connecting Kamrup,

Arakan and Nanking. However, the prior
method was predominantly favored by the
merchants. The extensive continent of
Central Asia, extending from eastern Iran
to Dunhuang and accessible by the Hindu-
kush and Karakoram mountains, was
inhabited by several ethnic groups, inclu-
ding the Scythians, Bactrians, Sogdians,
Han and subsequently the Persians and
Arabs. The oasis cities of Kashgar,

Turpan, Hami, Xian, Keriya, and Urumqi

emerged as the economic and commodities
trading centers of the Central Asian Silk
Route (Roy & Bhattacharya, 2017).

Additionally, the Route began in Xian,
now Changhan. Travelers traveled from
Xian to Dunhuang and Lan Zhou, the
intersection points of the Northern and
Southern Silk Routes. Merchants and
traders may take the Northern Silk Route
through Hami, Turfan, Karashahr, Kucha,

Tumchuk, and Kashgarh. The diverse
people stocked along the route gave rise
to rich, inter-exchanging cultural practices
like ‘Gandhara art’ or Greko-Indian art
and ‘Karez’ deep irrigation. Buddhism
spread from India to China via these
central Asian caravans stops on the Silk
Road. The renowned monk Xuangzang

visited these significant towns and saw the
glory of these commercial towns and the
impact of the monarchs and noble
merchant class promoting Buddhism in
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Several routes throughout India
connected the northern and southern
landlocked ‘Silk Road’ with portions of
the Maritime Silk Road from Kaliyadwipa

(Eastern coast of Africa) to Champa. North
of the Black Sea to the Caspian, a route
spanned central Asia’s mountain ranges
from Kashgar to Iran via Kaushambi,

Mathura, Pamir, Hindukush, and Persia
(Srivastava, 2010, p. 270). Five types of
merchants were discovered along these
routes:

Thus, the Silk Road served as a vital
conduit for a network of trade routes
essential for commercial exchanges
throughout Asia and the Mediterranean
Sea. Further, a trade and cultural history
of South and Central Asia elucidates the
social lives of ancient traders and characte-
rizes their society as a cosmopolitan social
group. The connection between historical
narratives and contemporary cultural
contexts demonstrates the correlation
between social difficulties in present

societies and those of the past.

Conclusion :

The Silk Road’s cultural diversity and
hybridization stimulated significant
cultural, technological and economic
advancement. It functioned as a medium
for cultural influence, molding societies
through common knowledge, principles,
and practices. In this regard, refugees,
artists, artisans, missionaries, thieves, and
envoys used these roads throughout
Central Asia, particularly South Asia. The
most impactful individuals traversing the
Silk Road were refugees. Immigrant waves
introduced innovations from their native
countries, using those abilities or incorpo-
rating themes in their new environments.
The cultural transfer occurred when the
Chinese assimilated knowledge from
foreign civilizations, particularly India, the
origin of Buddhism. Buddhist missionaries
served as essential translators and developed
a technique for transcribing unknown
terminology from foreign languages, such

these places (Roy & Bhattacharya, 2017).

Table 1: Diversity of Indian traders along the Silk Route

Source: Srivastava, 2010, p. 271
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as Sanskrit, into Chinese, which is being
utilized today. Chinese included over
35,000 new lexemes, encompassing
specialized Buddhist terminology and
quotidian vocabulary (Hansen, 2015).
Individuals conversing in many languages
frequently encountered one other along
the Silk Road.

The contemporary Silk Road is much
detached from the heritage of the historical
network. The ancient Silk Road is re-
emerging under a novel geopolitical
framework, presenting opportunities for
mutual development among the nations
linked by this path. The 21st-century Silk
Road encompasses nearly all communi-
cation infrastructure and transportation
forms, including road networks, railways,
and gas pipelines (Mishra, 2020). Conse-
quently, the Silk Road’s influence is
profound and still shapes connections
between West and South Asia in contem-
porary times. A significant legacy is the
cultural exchange that occurred along the
trade routes. The Silk Road served as a
conduit for transmitting ideas and infor-
mation, enabling the exchange of scientific,
technological, and philosophical concepts
between the East and the West. The
connection relies on historical evidence
from the past shaped by current social
situations and the legacies of previous
impacts on present social interactions.
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Introduction :

Indian Cinema has undergone multiple
changes when it comes to the representa-
tion of women on the big screen. From
traditional representations of men and
women in the film industry, a sea change
is found in the production and direction
of movies. Men and women as directors
and producers are seen bringing to light
the multiple facets of womanhood,
focussing on the fundamental issues
ignored or misrepresented so far. Movies
like ‘Pink’ (2016), ‘Thappad’ (2020),
‘English Vinglish’ (2012), ‘Lipstick Under

My Burkha’ (2016), ‘Queen’ (2013) and
‘Kahani’ (2012) showcase the bold and
unspoken aspects of femineity that are
often side-lined or marginalised under the
garb of tradition and ‘civilised’ culture in
general. Contemporary Cinema has achie-
ved more significant strides in depicting
the humdrum existence of both men and
women, often puncturing the established
notions of civility and cultural stereotypes

in all walks of life. The patriarchal system
prevalent in the Indian Subcontinent has
been voiced and pictured across different
forums, bringing to life its dynamics and
complexities. Writers and directors have
focussed on highlighting the sensitive
issues associated with women’s spaces
and bodies. Be it the Indian film or
television industry, debatable issues like
purity, menstruation, religious and cultural
taboos, and norms have been highlighted
to voice the unspoken inherent oppressive
norms prevalent in Indian societies. From
the traditional objectification of women
(damsels in distress, dependent on the
male fraternity), the Indian Cinema has
evolved by leaps and bounds. Young
women, independent, ready to break all
the bonds and shackles that have always
existed, are presented as female cham-
pions, solely battling all odds and doing
the unconventional. The dual portrayal of
women as angels or monsters has been
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replaced by new roles and characteristics,
not given vehemence so far.

Nevertheless, the male prejudice fed
to society via films and media (a powerful
platform of communication and representa-
tion) has changed significantly. The writers
and the audience have started questioning
the age-old customs and principles. The
cliched ‘sas-bahu’ relationship has been
replaced by the issues like marital rape,
abduction and menstruation. The study
aims to analyse the roles of men and
women in a society founded on patriarchal
lines.

Discussion :

The ‘Great Indian Kitchen,’ written
and directed by Jeo Baby, has a lot to offer
and portrays while investigating and
questioning the inherent and unseen
patriarchal models and paradigms. This
movie created much hype due to various
reasons. The scant use of dialogue and the
naked portrayal of the deeply rooted
patriarchy sets the movie apart from other
productions. However, it does not show
the explicit domestic abuse present in
society but the ‘normal’ and the traditional
roles defined for men and women. The
characters shown in the movie exemplify
how women are made to step into the
shoes, traditionally designed, with soft
words and overtly pleasing smiles. The
movie implies that patriarchy and the
resultant consequences need not embody
aggression or physical assault but also
unspoken and silent oppression by mere
words and expressions.

Furthermore, it shows different
generations of men and women and the
varying attitudes and beliefs that set them
apart and yoke them together as a system

or an institution. The study aims to present
the wretched state of Indian women as the
‘other,’ marginalised and suppressed by
the patriarchal wheels of society. The movie
is an amalgam of the ‘ordinary’ (men who
lie outside the circle of norms) and the
‘other’ (women who are supposed to follow
the recognised rules and traditions).

Otherness as a concept or a phenome-
non in feminism is associated with the
pioneering work of Simone de Beauvoir.
According to Beauvoir (2011), ‘’alterity
is a fundamental category of human thought’’
(p. 26). For every Subject to exist, there
must be an object in relation to it so that
domination and discrimination can be
asserted by one group over the other. The
traditional belief about the status of women
to men rests on the foundation of the
dependency complex. Man exists on his
own, but the same is not true of a woman;
her identity and existence are acknowle-
dged with respect to a man (p. 26).

The movie showcases the male as a
subject, the supreme and the woman as
the ‘other.’ The existence of the ‘other’ is
constantly analysed and studied from the
dominant group’s point of view. In a similar
vein, man-woman relationships and their
co-existence are analysed and charted out
by the dominant male fraternity. According
to Beauvoir (2011), a woman is “deter-
mined and differentiated in relation to
man, while he is not in relation to her; she
is the inessential in front of the essential.
He is the Subject; he is the Absolute. She
is the Other’’ (p. 26). The responsibility
of acknowledgement depends on an
individual’s perception. If a woman consi-
ders herself inessential, it stems from the
inferiority complex harboured and nurtured
from the beginning. The otherness is not
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constructed in isolation; its growth and
breeding require a relative factor.

A sex-based division of society is
impossible since a pair is a basic unit, with
the two halves glued to one another. The
essential quality of a woman is that she is
the Other at the center of anything whose
two halves are dependent upon one another
(Beauvoir, 2011, p. 29). Society rests on
the shoulders of both men and women.
Family, as an essential constituent of a
society, requires the efforts of every member
to flourish and exist. The traditional
dichotomy vests the responsibility of
nurturing and nourishing on the shoulders
of women. The essence of family and its
values and traditions is fed to the girls only,
signifying the conventional norms and
traditions evident in the movie (46:13).

As far as female characterisation is
concerned, the movie presents three different
generations engulfed by the patriarchal
whirlpool. The lead role played by Nimisha
Sajayan is a fusion of the different roles
of a woman in a patriarchal society. The
movie is rich symbolically and figuratively.
Nimisha steps into the shoes of a daughter-
in-law at the beginning of the film, wea-
ring a sari, which is quite symbolic. The
sari symbolises the perpetual cycle of roles
of women (wife, daughter-in-law, mother),
which is shared by others. Nimisha is a
modern woman with dreams and aspira-
tions, alien to the conservative and ortho-
dox ideology. Like a marionette, she is
uprooted from an environment of growth
and free will that stands in stark contrast
with the one at her in-laws.

Brought up by parents outside India
in a modern environment, she lands in a
conventional family and society. She is

supposed to pander to her husband’s (Suraj
Venjaramoodu) whims and pleasures and
maintain decorum and dignity. Her in-
laws, having a name in the community,
resort to simple modes of nurturing and
managing the household. The kitchen
becomes her domestic space, where she
is seen running daily errands to bring food
to the table to feed hungry stomachs. The
kitchen in the Indian context is imbued
with myriad meanings and implications.
It is not only a place to cook but a space
to be governed solely by women and
passed down as a legacy. As a daughter-
in-law, Nimisha is forced to resort to
primal modes of cooking and washing,
even though having the basic amenities
and facilities at her disposal. The traditio-
nal versus the modern ideology strangles
her existence and individuality. Her
mother-in-law, belonging to another gene-
ration, is used to managing the household’s
challenging and exhausting job. Although
having a post-graduate degree, as her
husband claims, she is not allowed to work
outside as the onus of taking care of her
children and their proper upbringing lies
on her shoulders (1:03:57). She does not
show resistance or speak a word against
the set norm as she is seen grinding
chutneys on the stone and cooking rice on
the hearth as preferred by her husband.

In contrast to these characters, other
women are lucky enough to live a life of
free will and choice. Nimisha’s friend and
sister-in-law are shown in an entirely
different light, free from the customs. Her
friend lives a happy and carefree life, where
the men also partake in the household
chores and support the wives. Similarly,
Nimisha’s sister-in-law is shown in a much
better state, not controlled by her husband.
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A young schoolgirl, clad in uniform, is
presented multiple times, signalling a ray
of hope in a dark and dismal atmosphere.
The movie shows the contrasting lifestyles
of women who are placed in different
environments and situations. While her
friend has a right to make suggestions
about the food to be cooked, backed by
her husband’s support and care, Nimisha
has no choice but to abide by decisions
made by others. She must follow the set
protocol of her husband and his father.

The man-woman relationship is like
that of master-slave where the master,
though dependent on the slave, ‘does not
posit his need’ but fulfils his necessity by
the power he holds on the other (Beauvoir,
2011, p. 29). The ‘ordinary’ (men) are
shown living a comfortable and cosy life.
Suraj is always shown doing exercises,
performing professional chores, or enjoy-
ing the pleasures of marital life. He does
not help his wife with the specific tasks
of running and managing the household.
Similarly, her father-in-law is also seen
dallying in the mundane pleasures of life,
lying on the bed, reading newspapers, and
surfing the phone. He is entirely depen-
dent on his wife to do the basic personal
chores, fetching toothbrushes as her
morning ritual and getting him sandals
when he desires to go out. When his wife
is not around, he reluctantly brings his
own sandles and attempts to follow his
usual routine. Albeit not helping the
women in the household affairs, they
burden them with constant interference
and demands like washing clothes
manually instead of using a washing
machine making chutneys regularly to
enjoy the food. Apart from living a princely
life, men are lethargic and free from

mundane anxieties and apprehen-sions. As
much as they emphasise sticking to culture
and traditions religiously, they do not care
about the basic notions of right and wrong.
Their reckless eating mannerisms and
indifference to domestic problems portray
them in a negative light.

Some characters, like Suraj’s cousin,
claim to help the women and share the
burden of the kitchen chores. He stands
for the faux feminism that is prevalent in
society. Claiming to be a fantastic cook
and a helper, he makes a mess of the
kitchen while cooking a meal. As Nimisha
makes efforts to set things in order and
clean the mess, he taunts her for doing the
‘work’ that has already been done accor-
ding to him (1:02:43). Among the abundant
usage of symbols, the leaking kitchen sink
and the drainage problem carry profound
and multifaced meanings. The kitchen
sink is an asset to one’s kitchen, which is
properly managed and taken care of and
given to its function and usage. In Nimisha’s
case, the sink gets clogged often, and the
drainage pipe leaks, creating havoc for her.
Both Nimisha and her domestic space
(kitchen) bear the burden of patriarchy.
Both lie outside the care of ‘caretakers.’
The movie draws parallels between the
clogged sink and the overtly burdened
Nimisha, both crushed under the weight
of patriarchal filth and dirt. According to
Beauvoir (2011), ‘’a woman is shut up in
a kitchen or a boudoir, and one is surprised
her horizon is limited; her wings are cut,
and then she is blamed for not knowing
how to fly’’ (p. 731).

The movie also highlights the
hypocrisy prevalent in society and its
established standards and values. On the
one hand, the men are concerned about
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cleanliness and purity regarding food and
religious rituals, while on the other, they
do not follow the rules when it comes to a
normal lifestyle. At home, they enjoy food
while throwing over the remains helter-
skelter on the tablecloth but maintain a
façade of decorum outside. The kitchen,
which bears the brunt of cooking,
grinding, and washing, is ignored and not
fixed up by the so-called guardians of
purity and nobility. Nimisha keeps remind-
ing Suraj about the broken sink, but he
pays no heed to her requests and makes
excuses.

The noble and religious family prefers
confining women to the house, as it is their
responsibility to ‘manage’ husbands, kids,
and the home. The head of the family very
conveniently ordains Nimisha not to think
about venturing into the outside world as
it does not suit them. The hypocrisy is
prominent as the ‘us’ factor only applies
when women demand space, not when
burdened with household work. Even her
mother, who is comparatively modern,
advises her to stick to the norms and
consider herself lucky to be part of such a
noble family. Through other characters it
is reiterated that ‘’having a woman at
home is very auspicious for the family’’
(1:04:02) and what women ‘’do is much
greater than bureaucrats and ministers’’
(1:04:06).

While some men and women chain
and cage the women’s lives, others support
them and share their pain. Nimisha’s
mother-in-law supports her in pursuing her
dream of becoming a dance teacher, unlike
her husband and father-in-law. The dignity,
according to the dominant ideology, rests
on the shoulders of the women. Men are
supposed to follow in the footsteps of their

fathers and ancestors to maintain decorum.
Any unconventional action or remark
from the women would degrade them in
the eyes of their elders. When Nimisha
decides to apply for the interview and
receives the call letter, her husband gives
her the cold shoulder by talking about the
traditions and customs. He is more
concerned about his father’s beliefs rather
than his wife’s dreams as he exclaims that
he has lost face in front of his father
(1:04:49).

The cultural songs are also imbude
with the objectification of femineity, glori-
fying the female body and domestic
qualities. Moreover, they exemplify the
inherent sexism and the ‘othering’ of the
female sect by the traditions and cultures
devised by the male fraternity. Rather than
highlighting the other aspects of a female,
the physical beauty and the domestic roles
are cherished and passed down to
generations via songs.

The girl is so beautiful,

Her breasts so ravishing…

Her hair so long,

Lovely eyes like a deer…

Of the ‘’Paraya’’ community,

From the ‘’Velliyam’’ clan…

She cooks tapioca well,

And delicious fish too… (1:08:47)

The cinematic production also portrays
the sensitive issue of menstruation and the
rules and regulations established by society.
According to Chithra and Arul (2024),
menstruation is often viewed through a
lens of patriarchal oppression, where it is
considered impure and women are subjected
to confinement, restrictions and isolation
in their daily routines and religious prac-



424
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

tices. Women within a patriarchal family
are expected to adhere to societal norms
and traditions. Deviating from these
expectations can result in punishment or
exclusion, as depicted in the movie where
the protagonist faces shame for her actions
and ultimately decides to leave (p. 268).
By presenting the subject matter, the
movie aims to show how the ‘othering’ is
manifested in the faux religious ideology
exhibited by the men. This issue has been
highlighted in various movies as what
women go through during these excru-
ciating days. The superstitions and the
taboos drenched in religious colours
alienate the female sect from everything
considered normal or acceptable. In the
movie, Nimisha is forbidden to enter the
kitchen and ordered to isolate herself for
seven days, followed by the purification
ritual. She is barred from meeting the
family members, especially her husband,
who is set to go on a pilgrimage, deman-
ding that he remain pure and follow the
rituals conscientiously. If accidentally, he
gets impure by the touch of a menstruating
lady, he is to swallow fresh cow dung or
purify himself by drinking cow dung
water. While some suffer miserably, others
figure out ways to survive in the male-
dominated society, like Nimisha’s maid.
She continues her professional chores
even while on periods, which is a sin in
the eyes of society. She boldly claims that
she does not stay home while on menses
as she has mouths to feed. Unlike her
mother, who would not enter the house
and indulge in outside work, she does the
routine work without any breaks. Nimisha
is not allowed to enter the kitchen or touch
the basil plant during this time of the
month. She is considered impure and
unworthy to do the basic chores burdened

on her the other days. When her husband
decides to go on a pilgrimage to the
Sabarimala temple, he treats her like an
untouchable and maintains a distance. Not
only do men enforce rules and norms, but
women also do the same. Though a
woman herself, Suraj’s aunt steps into the
shoes of patriarchy and confines Nimisha
to the four walls of a room, untidy and
unsuitable for living. She even orders her
to sleep on the floor and not saunter out
of the room until she is ‘pure.’

Women, as mute spectators, at times,
are party to the system that is administered
against them. They willingly or unwillingly
carry out the decrees passed down to the
generations conceived by men. If not a
slave but as a man’s accomplice, the woman
has handicapped herself or others by not
building a world on equal lines (Beauvoir,
2011, p. 29). According to Balraj (2023),
although the scenes depicting women
cooking and cleaning for their husbands
may appear harmless, they inadvertently
convey an image of women being sub-
missive. These kitchen acts create power
dynamics between genders both inside and
outside the home, resulting from the gen-
dered division of labor. Women find it
difficult to challenge this unless the practice
of patriarchy is abolished and both genders
are provided with equal opportunities for
intellectual and emotional growth. The
movie also highlights the capacity of
women to challenge the system and take
control of their own lives, rather than
solely attributing their treatment to society.
A change can only occur if society
recognizes women as equals rather than
doormats (p. 136). At the end of the movie,
as Nimisha is shown marching towards
liberation and freedom, other members of
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her sect are seen holding placards and
standing like mannequins in support of the
masculine ideology, chanted by a man on
their behalf. A woman’s successes are
contradicted by her very being (femineity)
since the “real woman” is required to make
herself object, to be the Other’’(Beauvoir,
2011, p. 323).

According to Shalini and C (2022),
the movie captures the experiences and
struggles of women, giving voice to their
untold stories and the challenges they face
in the kitchen. It sheds light on the never-
ending cycle that women endure through-
out their lives. Many viewers connect with
the film and empathize with the women’s
struggle in a society dominated by
traditional gender roles. Eventually, the
protagonist decides to leave as she can no
longer endure the family’s patriarchal and
traditional aspects. She exercises her
freedom by choosing not to express her
pain verbally, but rather by demonstrating
it through her decision to leave.The film
sheds light on the expe-riences of women
who continue to face judgment based on
their cooking abilities. It explores the
perspectives of a new generation of
women who challenge the notion of being
confined to the role of an unsung servant,
while also paying homage to the countless
women who have silently shouldered this
responsibility within their homes for
years.This movie serves as a testament to
the power of individual freedom, as the
protagonist confidently embraces her
independence and revels in the
exhilaration it brings (p. 705).

According to Koradkar (2024), the
film highlights the oppression of women
within a patriarchal society. The protago-
nist is constantly faced with rejection and

denial. Once she enters her husband’s
house, she is expected to fulfill the role
of a devoted and responsible wife, taking
care of the family’s needs and ensuring
their well-being in every way. She has
been educated to adhere to the guidelines
set by the traditional household for the
women in the family (p.59).

The male who presents the woman as
an Other will discover a profound compli-
city within her. Therefore, women do not
assert themselves as individuals since they
lack the tangible resources, understand the
inherent connection to men without expec-
ting it in return, and frequently find fulfil-
ment in their status as the “Other” (Beauvoir,
2011, p. 30). In the movie, the complicity
is manifested by Nimisha’s mother-in-law
throughout as she is shown doing her
husband’s bidding without displaying an
iota of resistance or resilience.

The movie also shows resilience in
women who raise a voice or act against
patriarchal traditions, as seen in the case
of a female news reporter. Towards the
end, Nimisha rebuffs the norms by leaving
behind a miserable and suffocating life
when she rids herself of the garment
designed and conceived according to mas-
culine perceptions. As such, the resilience
of a silenced woman is displayed, challen-
ging the foundation of patriarchy. Although
she makes a decision for herself and
breaks the cycle, the same is not true for
other women who are seen carrying out
the set roles demanded by the conventions.

According to Thamanna and Subra-
mani (2024), the film’s background music
seamlessly intertwines with viral social
media articles and news commentary,
highlighting the unfortunate exploitation
of a woman’s menstrual cycle to body-
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shame her and restrict her access to temples
like the Ayyappa temple in Sabarimala.
Despite its seemingly straightforward
narrative, “The Great Indian Kitchen”
conveys a powerful commentary on the
issue of gender inequality. Gender bias,
regressive behavior and other societal
injustices have endured for centuries, and
each successive generation contributes to
their perpetuation. Ultimately, it dismantles
the outdated stereotypes to liberate itself
from that constraint. Not only does the
movie adeptly address these issues, it also
presents a daring proposal for breaking the
cycle of intolerance and embracing a new
one that values a woman’s independence
and self-worth (p. 36).

Conclusion :

The notion of ‘otherness’ is fashioned
to justify and satisfy one’s interests. The
movie delves deep into the power hierar-
chies conceived by the patriarchal dogma.
The relative status of women to men is
highlighted to show the binaries inherent
in the system. Society constitutes different
people, set apart by situations or ages,
wallowing in diverse ideologies and
perceptions. While some are lucky to
thrive in a congenial environment, others
succumb to the dominant ideology or
show resilience and resistance. Women
across the ages have shared the angst and
pain of subjugation since times immemo-
rial. The colonisation of minds and bodies
has resulted in the dominance of one group
over another. Generally, ordinary men
have thrived on the sacrifices and compro-
mises of their female counterparts, thus
fostering a sense of inferiority and ‘otherness’
in them. History is testimony to the subju-
gation, suppression, repression and the

resultant rebellion of ordinary men and
women. Patriarchy has flourished at the
behest of domination coupled with
superstition and myths across different
cultures and traditions.
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YeejleerÙe mebmke=âefle keâer Åeeslekeâ ueeskeâesefòeâÙeeb : peerke pevlegDeeW
kesâ mevoYe& ceW

[e@. efovesMe kegâceejer vesieer
meneÙekeâ DeeÛeeÙee& efnvoer,

Glke=â<š ceneefkeÅeeueÙe, efMeceuee

 ueeskeâesefòeâ efkeOee keâer hejcheje DelÙevle hegjeleve nw~
Ùes hegjeleve «evLeeW mes Yeer hegjeleve ceeveer ieF& nw~ efkeÉeveeW
keâe ceevevee nw efkeâ peye efueefhe keâer Keespe Yeer veneR ngF&
Leer, Gmemes Yeer hetke& Ùes ØeÛeefuele nes Ûegkeâer Leer Deewj ueesie
hejmhej mebkeeo kesâ ™he ceW Fmekeâe ØeÙeesie keâjles Les~
leceece ueeskeâesefòeâÙeeb ke=â<ekeâeW, keâejeriejeW, efvej#ej ueesieeW,
«eeceerCeeW Deewj DevÙe mecegoeÙeeW kesâ ef›eâÙee keâueeheeW ke
Gvekesâ DevegYekeeW hej DeeOeeefjle nw~ pewmes ‘Oeesyeer keâe
kegâòee, ve Iej keâe ve Ieeš keâe' Ùee ‘ieÙes Les nefj Yepeve
keâes, Deesšve ueieer keâheeme' Yeues ner ueeskeâesefòeâ keâe
ØeÙeesie efkeâmeer kÙeefòeâ kesâ efueS neslee nw, Gmekesâ yeekepeto
Yeer Ùes kÙeefòeâ efkeMes<e keâer mecheefòe ve neskeâj meceef<šiele
nw~ kele&ceeve heefjØes#Ùe ceW nce ueeskeâ meeefnlÙe keâer oMee
keâes ueskeâj DeeMebefkeâle nQ Deewj nceW Ùes efÛevlee meleeleer
jnleer nw efkeâ Yeeweflekeâkeeoer Ùegie ceW ueeskeâ meeefnlÙe kesâ
Deefmlelke hej Keleje nw~ Ssmes ceW legueveelcekeâ meeefnlÙe
Ùee yengYeeef<ekeâ ÛeÛee& ueeskeâ meeefnlÙe keâer Deheej mebYeekeveeDeeW
keâes ššesueves keâe keâeÙe& keâjlee nw~ keemleke ceW ueeskeâ
meeefnlÙe keâe Yeefke<Ùe vetleve vemueeW hej efveYe&j nw efkeâ kees
Fmes efkeâlevee cenlke os heeleer nw~ Øemlegle MeesOeeuesKe Fmeer
hej DeeOeeefjle nw~ ueeskeâesefòeâÙeeb Decetceve ceveg<Ùe peeefle kesâ
DevegYeke keâe peerkevle omleekespe nw~ Ùes ceveg<Ùe peerkeve kesâ
DevegYekeeW keâer megvoj DeefYekÙeefòeâ nw~ueeskeâ ceeveme keâer
efÛej mebefÛele DevegYetefleÙeeW keâes DeefYekÙeòeâ keâjves keeuee

ceeOÙece ueeskeâesefòeâÙeeb ner nw~ Ùes heerÌ{er oj heerÌ{er Ûeueleer
jnleer nw Ùee Ùetb keânW efkeâ vetleve heerefÌ{ÙeeW keâes Ùes GlejeefOekeâej
kesâ ™he ceW Øeehle nesleer nw~ Ùes kÙeekeneefjkeâ peerkeve ceW
keâece Deeves keeueer cenlkehetCe& efkeOee nw Deewj «eeceerCe Deewj
Menj oesveeW peien Fvekeâe ØeÙeesie neslee nw~ efheâj Yeer
MenjeW keâer leguevee ceW «eeceerCe peerkeve ceW Fmekeâe yengle
pÙeeoe ØeÛeueve neslee nw~'1

ueeskeâesefòeâÙeeb oesveeW (ieÅe Deewj heÅe) efkeOee ceW nesleer
nw~ Fvekeâe meeceevÙe DeLe& veneR yeefukeâ efkeefMe<š DeLe& ner
«enCe efkeâÙee peelee nw~ pewmes- ‘Dee yewue cegPes ceej' lees
Fmekeâe meeceevÙe DeLe& Ùen nesiee efkeâ Deehe yespegyeeve yewue
keâes yeguee jns nQ efkeâ cegPes ceeefjS, uesefkeâve nce Fmekesâ
efkeefMe<š DeLe& keâes ner «enCe keâjles nQ lees Fmekeâe celeueye
nesiee efkeâ mkeÙeb cegmeeryele keâes yegueevee~

Deece leewj hej ueeskeâesefòeâÙeeb ueIeg keekeäÙeeW ceW leLee
meeceeefpekeâ ™he ceW nesleer nw~ meeceeefpekeâ peerkeve ceW ner
Fvekeâe ØeÙeesie neslee nw~ Fvekeâer efkeMes<elee nw ieeiej ceW
meeiej Yejvee DeLee&le Ùee IeÌ[s ceW mecegõ Yej osvee, Ùes
#ecelee kesâkeue ueeskeâesefòeâÙeeW ceW ner efoKeeF& osleer nw~ oerIe&
ke kÙeehekeâ efke<eÙeeW, peefšue mecemÙeeSb Deewj iecYeerj ØeMve
met$ekele Úesšs, vegkeâerues Deewpeej Ûešhešs keekeäÙe yeveekeâj
ueeskeâesefòeâÙeeb yeve peeleer nw~ efkeâmeer ceveg<Ùe efkeMes<e kesâ
peerkeve keâe Keeme DevegYeke peye meecegoeefÙekeâ yeveves ueielee
nw ke meYeer kesâ ceve Deewj yegefæ hej ienje ke meerOee Demej
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efoKeeF& oslee nw, leye kees ueeskeâesefòeâ yevekeâj meceepe ceW
ØeÛeefuele nesves ueieleer nw~

ueeskeâesefòeâÙeeb ØeeÛeerve keâeue mes Devekejle Ûeue jner
nw Deewj kele&ceeve heefjØes#Ùe ceW Yeer Øemeebefiekeâ nw Deewj
Yeefke<Ùe ceW Yeer jnsieer~ ueeskeâesefòeâÙeeW keâer Deheveer Deefmcelee
nw efkeâ ØeeÛeerve nesles ngS vekeervelee OeejCe efkeâÙes nQ~ Ssmes
ceW kele&ceeve ceW Yeer GveceW kener ueeskeâefØeÙelee ke jesÛekeâlee nw
pees npeejeW ke<eeX hetke& Leer~

meceepe ceW ØeÛeefuele nj ueeskeâesefòeâ efkeâmeer cenlkehetCe&
Iešvee Ùee DevegYeke kesâ efmeæebleeW keâes Øekeâš keâjleer nw~nj
ueeskeâesefòeâ keâe Dehevee Fefleneme nw DeLee&le Fmekesâ heerÚs
keâesF& ve keâesF& keâneveer Ùee DevegYeke DekeMÙe Úghee neslee nw
Deewj kees meej ueeskeâesefòeâ ceW meceeefnle neslee nw~ peye Yeer
efkeâmeer Iešvee mes pegÌ[er keâneveer Ùee DevegYeke keâe Øemebie
Deelee nw, lees Gme keòeâ ueeskeâesefòeâ keâe ØeÙeesie efkeâÙee
peelee nw~ Fmemes peneb Skeâ Deesj keâLeve ceW ÂÌ{lee GlheVe
nesleer nw lees otmejer Deesj DeLe&yeesOe ceW Yeer mhe<šlee
Peuekeâleer nw~ meeOeejCele: leguevee keâjves ceW ueeskeâesefòeâÙeeW
keâe kÙekenej neslee nw~ otmejs ietÌ{eLe& efvekeâeueves kesâ ØeÙeespeve
mes keâYeer-keâYeer FveceW DeveekeMÙekeâ Meyo Ùee keekeäÙeebMe
keâe kÙekenej neslee nw~2

nj ueeskeâesefòeâ kesâ heerÚs keâesF& ve keâesF& kÙeefòeâ DekeMÙe
pegÌ[e neslee nw~ Ùen yeele Yeer efveefke&keeo melÙe nw efkeâ
efpevneWves Yeer ueeskeâesefòeâÙeeW keâer jÛevee keâer nesieer kes yeÌ[s
Øe%eekeeve ke DevegYekeer Les~ Ûetbefkeâ DevegYekenerve kÙeefòeâ
meke&ØeLece meeceeefpekeâ efÛevleve keâes veneR mecePe mekeâlee nw
Deewj Gmes Dekeiele ngS efyevee Fve DeKeb[ ke owkeerÙe
ueeskeâesefòeâÙeeW keâer me=ef<š DemecYeke Øeleerle neslee nw~ kegâÚ
ueeskeâesefòeâÙeeb ceveeref<eÙeeW, meeefnlÙekeâejeW ke yegpegieeX Éeje
efveefce&le nw, pees Deheveer Meyo Ùeespevee kesâ meewvoÙe&,
DeefYekÙebpevee-hešglee Ùee DeLe& iecYeerjlee kesâ keâejCe ueesieeW
ceW ØeÛeefuele nw~ Ssmes leceece ueeskeâesefòeâ kesâ efkeÉeve nQ
keâyeerj, metj, leguemeer, ceerje, jnerce ke vejesòece oeme
peer~ pewmes kegâÚ ueeskeâesefòeâÙeeb Fvemes mecyeefvOele nw ‘ncengb
keânye Deye "kegâj meesneleer veeefnle ceewve jnye, efove-

jeefle, neefve-ueeYe, peerkeve-cejCe, peMe-DehepeMe, efkeefOe
neLe, metjoeme Keuekeâejer keâeefcejer ÛeÌ{w ve otpees jbie,
meyew meneÙekeâ meyeue kesâ keâesF& ve efveye&ue meneÙe, Ûebove
efke<e kÙeehew veneR uehešs jnle Yegpebie FlÙeeefo~ yeeoMeen
Dekeâyej kesâ KeemeceKeeme yeerjyeue Yeer ueeskeâesefòeâÙeeW kesâ
efueS Øeefmeæ jns nQ Deewj Gvekesâ Deueekee Dekeâyej kesâ
mecekeâeueerve ogyes yeÇeÿeCe keâer Yeer keâeheâer ueeskeâesefòeâÙeeb
ØeÛeefuele nw~ Gòej ØeosMe kesâ heâ™&Keeyeeo peveheo kesâ
ueeue veecekeâ efkeÉeve keâer Yeer leceece ueeskeâesefòeâÙeeb Deepe
ØeÛeefuele nw~ njoÙeeue, ÜoÙejece Deewj ceeOeesoeme ves
leceece veereflehejkeâ ueeskeâesefòeâÙeeW keâer jÛevee keâer, uesefkeâve
Fvekesâ Deelce efkekejCe hej keâesF& efueefheyeæ «evLe GheueyOe
veneR nw~3

Yee<eeSb hejmhej Skeâ-otmejs kesâ mecheke&â ceW Deeleer
nw~ mebmke=âle Yee<ee efnvoer keâer peveveer nw~ keso, Gheefve<eo,
ieerlee Skeb keâeefueoeme keâer jÛeveeDeeW mes ueskeâj mecemle
mebmke=âle meeefnlÙe ueeskeâesefòeâÙeeW keâe De#eÙe meeiej nw~
mebmke=âle mes ueeskeâesefòeâÙeeb efnvoer ceW ØeÙegòeâ nesves ueieer nw~
efnvoer ves Skeâ ke=no mebKÙekeâ ueeskeâesefòeâÙeeb Deheves ceewefuekeâ
™he ceW mebmke=âle mes «enCe keâer nw Deewj kegâÚskeâ otmejer
Yee<eeDeeW efpeveceW Go&t Deewj heâejmeer Meeefceue nQ mes Yeer
«enCe keâer nw~ pewmes ‘yegefæceeve kesâ efueS FMeeje ner
keâeheâer', ‘Skeâ Deveej meew yeerceej' ‘LeesLee Ûevee yeepes
Ievee', ‘Keeueer efoceeie Mewleeve keâe', ‘iejeryeer ceW Ûeves Yeer
yeeoece' Fve ueeskeâesefòeâÙeeW keâe leelheÙe& Ùen veneR efkeâ
Fvekeâe keâesF& kepeto veneR nw Ùee Ùes ØeÙeespevenerve nw~
Fvekeâer leekeâle keâe helee leye Ûeuelee nw peye keâF& yeej nce
Deheveer yeele keâes mecePeeves ceW DemeceLe& nes peeles nQ lees
ueeskeâesefòeâÙeeW kesâ ØeÙeesie mes Gmes Skeâ #eCe ceW mecePee
mekeâles nQ~4

efnvoer Yee<ee ceW mLeeve,peeefle, Øeke=âefle ke ke=âef<e
mecyevOeer, peerke pevlegDeeW mes mecyeefvOele, veerefle ke %eeve
mecyevOeer ueeskeâesefòeâÙeeb ØeÛeefuele nw~ FveceW YeejleerÙe
peveceeveme ke Gvekesâ meYeer henuegDeeW keâe Øeefleheâueve neslee
nw~
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Yeejleke<e& ieebke ceW yemelee nw~ Øeke=âefle kesâ megkegâceej
keâefke megefce$eevebove heble peer ves keâefkelee Yeer efueKeer nw efkeâ
‘Yeejle ceelee «eecekeeefmeveer, KesleeW ceW heâwuee nw MÙeeceue,
Oetue Yeje cewuee mee DeebÛeue~'

Deheves Kesleer-yeeÌ[er ceW kÙemle jnves keeues DeVeoelee
(efkeâmeeveeW) keâe meerOee mecyevOe Deheveer heâmeueeW Deewj
heMeg-heef#eÙeeW mes neslee nw Ûetbefkeâ Ùes Yeer hejes#e™he mes
efkeâmeeveeW kesâ mebie pegÌ[s nesles nQ Deewj Dehevee cenlkehetCe&
DeefYeoeve osles nQ~ pewmes yewue KesleeW ceW nue peesleles nQ,
kegâòes KesleeW keâer jKekeeueer keâjles nQ~ neLeer Deewj IeesÌ[s
heâmeueW {esles nQ~ heMegDeeW keâe ieesyej Keeo kesâ ™he ceW
ØeÙeesie efkeâÙee peelee nw~ Yeejle Skeâ oske Yetefce nw Deewj
Ùeneb hej leQleerme keâesefš oskeer- oskeleeDeeW keâe keeme ceevee
peelee nw Ùes yeele Meem$e meccele nw~ Gve leceece oskeer-
oskeleeDeeW kesâ keenve kesâ ™he ceW heMeg-he#eer leLee peevekej
Yeer hetpeveerÙe nw~ Yeiekeeve Mebkeâj keâer pešeDeeW ceW meebhe
efuehešs jnles nQ Deewj veboer yewue Gvekesâ meeLe jnles nQ~
keneR ceeb Mesjekeeueer veece mes ner mhe<š nw efkeâ ceeb keâeueer
keâe keenve Mesj nw lees Mesjekeeueer veece mes ner peeveer peeleer
nw~ ieCesMe peer keâe keenve Ûetne nw Ssmes ceW Ûetne Yeer
hetpeveerÙe nw Deewj hetpee keâer peeleer nw~ ue#ceer keâe keenve
Guuet nw pees hetpeveerÙe nw~ Yeejleke<e& ceW mkeleb$e ™he ceW
ieew hetpee, ieCesMe hetpee,veeie hetpee keâer hejcheje nw~
ceveg<Ùe kesâ heMeg-heef#eÙeeW ke peevekejeW kesâ meeLe efkeâleves
Ieefve… mecyevOe jns nQ Fme hej Âef<šheele keâjW lees Deepe
mes Ûeej- heebÛe oMekeâ henues keâyeglej efÛeªer hengbÛeeles Les
pees keâece Deye [eefkeâÙee keâj jne nw~ kegâòes Iej keâer
jKekeeueer keâjles nQ~ efyeuueer Ûetns hekeâÌ[leer nw~ ieeÙe-
yekeâjer Deewj YeQme otOe osleer nw~ YesÌ[eW mes Tve efceueleer nw
efpemekesâ iece& kem$e yeveles nQ~ yekeâefjÙeeW mes ceebme, meebhe
keâe penj okeeF& yeveeves kesâ keâece Deelee nw~ heMegDeeW keâer
KeeueeW mes keâheÌ[s FlÙeeefo yeveles nQ~ Ùes leceece peerke-
pevleg keâYeer ve keâYeer efkeâmeer efkeMes<elee kesâ keâejCe Øeleerkeâ
yeve peeles nQ pewmes kegâòes keâes veerÛe Øeke=efòe keâe ceevee peelee
nw~ ieOes keâes cetKe& ke Mejerheâ ceeveles nQ, neLeer Meefòeâ,
meebhe og<š kÙeefòeâ keâe, leeslee,ceesj ke keâyeglej FlÙeeefo
megvoj ceeves peeles nQ~ ueesceÌ[er Oetle&lee keâe lees IeesÌ[e

yegefæceeve keâe Øeleerkeâ nw~ ueeskeâesefòeâÙeeW ceW Ssmeer ner
Øeleerkeâelcekeâlee keâe nt-ye-nt ™he Âef<šieesÛej neslee nw~
nj Øekeâej kesâ peerke-pevlegDeeW keâer Deeke=âefle, jbie ™he,
Øeke=âefle, iegCe FlÙeeefo efYeVe-efYeVe nesles nQ~ peerkeve keâe
leelheÙe& Ùeneb Ûesleve peiele keâe s e fueÙee ieÙee nw~
mLeueÛej,peueÛej,keeÙegÛej Skeb GYeÙeÛej meYeer ØeeCeer
peerke Meyo ceW meceeefnle nw~pebleg Meyo Ûeej šebieeW keeues
ØeeCeer kesâ efueS ØeÛeefuele nw~ neLeer mes ueskeâj ÛeeRšer lekeâ
Úesšs-Úesšs ØeeefCeÙeeW keâes Yeer ueeskeâesefòeâÙeeW ves mecesš efueÙee
nw~ ieeÙe-yewue, kegâòee, IeesÌ[e, neLeer, ieOee, efyeuueer,
Mesj, Tbš, yevoj-yevojer, yekeâje-yekeâjer, Ûetne- ÛegefnÙee,
YeQme, YesÌ[, efnjCe pewmes peevekej, veeie-veeefieve, ceW{keâ-
ceW{keâer, ceiejceÛÚ pewmes GYeÙeÛej, ceÚueer pewmes peueÛej,
efÛeefÌ[Ùee pewmeer Deb[e osves keeueer, peerke-pevlegDeeW kesâ
Debie- ØelÙebie kesâ veece leLee Gvekeâer yeesefueÙeeW mes mecyeefvOele
leceece ueeskeâesefòeâÙeeW mes efnvoer meeefnlÙe YeC[ej Deveble
yevee nw~ YeejleerÙe meceepe ceW ØeÛeefuele ueeskeâesefòeâÙeeb Fme
Øekeâej mes nw pees efkeâ ceewefKekeâ Skeb kegâÚ cenlkehetCe&
hegmlekeâeW mes ueer ieF& nw~

pewmes ieeÙe-yewueeW mes mecyeefvOele ueeskeâesefòeâÙeeb nQ :

1. ieeÙe ve yeÛÚer, veeRo Deekes DeÛÚer

2. Dee yewue cegPes ceej

3. efpeme Iej ceW ieeÙe veneR,kees nQ efheMeeÛe Iej

4. Ssmes yetÌ{s yewue keâes keâewve yeebOe Yegme osÙe~

5. Iej keâe yeÇeÿeCe yewue yejeyej

6. peekesâ Iej ceW veew meew ieeÙe,Ùees keäÙee ÚeÚ hejeF&
KeeÙe~

7. ogOe osves keeueer ieeÙe keâer ueele mener peeleer nw~

8. yeÚÌ[e Ketbšs ner kesâ yeue keâtolee nw~5

YeQme mes mecyeefvOele ueeskeâesefòeâÙeeb keâeheâer ØeÛeefuele nw:

1. Dekeäue yeÌ[er keâer YeQme

2. keâeuee De#ej YeQme yejeyej~

3. YeQme kesâ Deeies efyeve yepeeves mes keäÙee heâeÙeoe~

4. YeQme keâes Deheves efmebie Yeejer veneR nesles~
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5. YeQme mes jbie veneR hetÚles efkeâ jbie keâeuee nw~

Tbš mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. Tbš kesâ cegbn ceW peerje~

2. Tbš kesâ ieues ceW efyeuueer~

3. Tbš js Tbš lesjer keâewve meer keâue meerOeer

4. Tbš peye lekeâ heneÌ[ kesâ veerÛes veneR peelee
leye lekeâ peevelee nw efkeâ cegPemes TbÛee keâesF& veneR~6

efmebn mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. Mesj keâe yeÛÛee Ieeme veneR ceebme Keelee nw~

2. Mesj YetKee cejsiee uesefkeâve Ieeme veneR KeeÙesiee~

3. efmebn kesâ kebMe ceW Ghepee efmeÙeej~

4. Mesj keâe yeÛÛee keâYeer [jlee veneR ~

meebhe mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. pewmes meebheveeLe kewmes veeieveeLe~

2. Deeefmleve keâe meebhe

3. meebhe keâes otOe efheueeves mes kees Dece=le veneR penj ner
Gieuesiee~

4. mehe& keâe mehesje ner neslee nw~

5. meebhe keâer lees Yeehe yegjer~

6. meebhe keâe efmej ner kegâÛeueles nQ~

7. Skeâ veeefieve Deme hebKe ueieeF&~

8. Iej DeeÙes veeie ve hetefÚS,yeeceer hetpeve peeÙe~

9. efÛeefÌ[Ùee mes mecyeefvOele ueeskeâesefòeâÙeeb

1. Deye heÚleekes nesle nw keäÙee peye efÛeefÌ[Ùee Ûegie ieF&
Kesle~

2. keâw nbmee ceesleer Ûegiew keâw heâebkesâ

3. keâewkee Ûeuee nbme keâer Ûeeue, Deheveer Yeer Yetue
ieÙee~

4. Keie ner peeves Keie keâer Yee<ee~

5. iebpeer keâyetlejer Deewj cenue ceW [sje~

6. Iej keâer cegieer& oeue yejeyej~

7. peevekejeW ceW keâewkee ceveg<Ùe ceW veewDee~

8. Ûeerue kesâ IeeWmeues ceW ceebme keâneb~

9. efpeme keve ceW megDee ve meebkeje, keneb keâeiee KeeÙe
keâhetj~

10. Yeesj keâe cegiee& yeesuee, he#eer ves cegbn Keesuee~

11. jbie keâewkes keâe veece cenleeye kegâbkej

ceÚueer mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. Skeâ ceÚueer meejs leeueeye keâes ievoe keâj osleer nw~

2. peue keâer ceÚueer peue ceW ner Yeueer~

3. ceÚueer kesâ yeÛÛeeW keâes lewjvee keâewve efmeKeekes

4. jepee veue hej efkeheefòe heÌ[er Yetbpeer ceÚueer peue ceW
heÌ[er~

5. ceÚueer keâes venueeves mes keäÙee ueeYe

ceW{keâ mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. Ûetuns ceW ceWÌ{keâer megF&

2. kegâbS ceW keâer ceWÌ{keâer,keâjs efmebOeg keâer yeele~

kegâòes mes mecyeefvOele ØeÛeefuele ueeskeâesefòeâÙeeb :

1. kegâòes keâes Ieer npece veneR neslee~

2. kegâòes keâer ogce keâYeer meerOeer veneR nes mekeâleer~

3. Deheveer ieueer ceW lees kegâòes Yeer Mesj yeveles nQ~

4. Iej DeeÙes kegâòes keâes Yeer veneR efvekeâeueles~

5. DeeÙee kegâòee Kee ieÙee, let yew"er {esue yepee~

6. kegâòes keâes nñer Yeueer veneR ueieleer~

7. ÛeceÌ[s keâer Ûeueveer, kegâòee jKekeej

8. Ú: cenerves keâe kegâòee,yeejn yejme keâe heglee~

9. kegâòes Fbmeeve mes Yeer keheâeoej nQ~

Deye neLeer mes mecyeefvOele kegâÚ ueeskeâesefòeâÙeeb nQ :

1. neLeer keâe oeble efvekeâuee peneb efvekeâuee

2. leeueeye ceW heeveer veneR neLeer keâes veskelee

3. ceje neLeer lees veew ueeKeer

4. neLeer keâes ieueer kesâ kegâòeeW keâe heâke&â veneR heÌ[lee~
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5. neLeer keâer metbÌ[ neLeer keâes Yeejer veneR ueieleer~

6. neLeer keâe yeesPe neLeer ner G"elee nw~

7. efkeâleves cepes nQ efpevoieer kesâ neLeer mes hetÚW~

8. Ûeuuet-Ûeuuet meeOesiee, ojkeepes neLeer yeebOesiee~

9. neLeer kesâ oeble Keeves kesâ Deewj efoKeeves kesâ Deewj~

ieOes mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. keâeyegue ceW keäÙee ieOes veneR nesles~

2. ieOes keâes nuekes ceW ceer"e veneR ueielee~

3. ieOee ceje kegâcnej keâe, Oeesefyeve meleer peeÙe~

4. ßeekeCe kesâ ieOes keâes nje ner nje efoKeeF& oslee nw~

5. Kesle KeeÙe ieOee,ceeje peeÙe pegueene~

6. ieOes kesâ efKeueeÙe ve hegCÙe ve heehe

7. Deheves keâece keâjkeeves kesâ efueS ieOes keâes Yeer ceecee
yeesuevee heÌ[lee nw~

8. ieOes keâer nbmeer ceeefuekeâ mes mener veneR peeleer~

9. ieOes keâes ieguekeâbo nuegkee hetjer~

IeesÌ[s mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. IeesÌ[e Ieeme mes Ùeejer keâjs lees KeeÙesiee keäÙee ?

2. IeesÌ[s keâer ueele IeesÌ[e ner men mekeâlee nw~

3. Kesleer yeeÌ[er Deewj IeesÌ[s keâer lebie, Deheves neLe
mebkeeefjS leye peer nesÙe Deevevo~

4. IeesÌ[s mes efieje mecYeue mekeâlee nw uesefkeâve vepejeW
keâe efieje veneR mecYeuelee~

5. IeesÌ[s keâes Iej efkeâleveer otj heâke&â veneR heÌ[lee~

yevoj mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. yevoj keâes ÛegefÌ[Ùee henveeves mes keâesF& ueeYe veneR~

2. yevoj keäÙee peeves Deojkeâ keâe mkeeo~

3. yevoj kesâ neLe DeeFvee

4. yevoj yeebš keâjves mes heâeÙeoe veneR~

5. yevoj kesâ ieues ceW ceesefleÙeeW keâer ceeuee~

6. yevoj keâer DeeMeveeF&,Iej hej Deeie ueieeF&~

7. efpemekeâer yevojer,kener veÛeekes Deewj veÛeekes lees keâešve
Oeekes~

efyeuueer mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. veew meew Ûetns Keekeâj efyeuueer npe keâes Ûeueer~

2. efyeuueer ves jemlee keâeše, ve yeeyee veneR peevee~

3. yeÇeÿeCe Deewj efyeuueer keâes "b[ yengle ueieleer nw~

4. yeeIe keâer ceeQmeer efyeuueer ves Gmes hesÌ[ hej ÛeÌ{vee
veneR efmeKeeÙee~

5. efyeuueer kesâ YeeieeW ÚeRkeâe štše~

6. cesjer ner efyeuueer cegPes ner cÙeeTb~

7. efyeuueer kesâ YeeieeW ÚeRkeâe štše~

8. cÙeebT keâer "ewj keâewve hekeâÌ[s~

9. hebÛe keâns efyeuueer lees efyeuueer ner mener~

yekeâjer mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. KeeÙes yekeâjer keâer lejn, metKes uekeâÌ[er keâer lejn

2. yekeâjs keâer ceeb keâye lekeâ Kewj ceveeSieer~

3. uees peer yekeâje peer mes ieÙee,Keeves keeues keâes mkeeo
ner veneR DeeÙee~

meYeer peerke pevlegDeeW mes mecyeefvOele ueeskeâesefòeâÙeeb :

1. Tbš yevee otune,ieOee hegjesefnle

2. Tbš- IeesÌ[e yens peeÙe,ieOee keâns efkeâlevee heeveer~

3. keâeiee Ûeues nbme keâer Ûeeue~

4. YesÌ[ keâer Keeue ceW YesefÌ[Ùee~

5. cebieveer kesâ yewue kesâ oeble veneR osKeles~

6. neLeer efvekeâue ieÙee,ogce jn ieF&~

7. yeieuee ceejs hebKe neLe~

8. YesÌ[ keâes LeesÌ[s hetÚvee efkeâ Tve efvekeâeueveer nw Ùee
veneR~

9. neLeer keâe metb[ neLeer keâes Yeejer veneR ueielee~

10. kegâòeeW kesâ YeeQkeâves mes neLeer jemlee veneR ÚesÌ[les~
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11. ueesceÌ[er keâer peye ceewle Deeleer nw lees Menj keâer
lejheâ oewÌ[leer nw~

12. ÛeeRšer ceW hebKe cejves keâes ueieles nQ~

13. yeeleW keâjs cewvee meer, DeebKeW yeoues leesles keâer meer~

14. neLeer Ûeues yeepeej, kegâòes Yetbkeâw npeej~

15. ieeÙe ves yeÛÚer veeRo DeeDees DeÛÚer~

Fvekesâ Deueekee kÙeekeneefjkeâ peerkeve ceW ØeÙeesie nesves
keeueer leceece ueeskeâesefòeâÙeeb nQ :

pewmes-

1. ceecee peer kesâ Ûeekeue,ceeQmeer keâjs ßeeæ~

2. pees pewmee heeveer heerlee nw, Gmekeâer keeCeer Ssmeer nesleer
nw~

3. šewCeer nw oskeer,vekeâše hetpeejer~

4. kegâòes keâe kegâòee yewjer~

5. Dehevee efmekeäkeâe Keesše lees keäÙee yeesues otmejs keâes~

6. GpeÌ[s ieebke ceW DejC[ ner hesÌ[~

7. yeehe efYeKeejer letb YeC[ejer

8. yeehe Skeâ vebyejer yesše ome vebyejer~

9. yeehe keâes heeove ve Deekes, yesše MebKe yepeekes~

10. yeehe ve ceejer ceW{keâer, yesše leerjboepe~

11. ceve Ûebiee lees keâ"ewleer ceW iebiee~

12. ieg® iegÌ[ ner jn ieÙes Deewj Ûesues Mekeäkeâj nes ieÙes~

13. Oeesyeer keâe kegâòee Iej keâe ve Ieeš keâe

14. YesÌ[ mes ieeef[Ùeeb veneR KeeRÛeer peeleer~

15. megyen mes yesnlej Meece, yeÇeÿeCe mes DeÛÚer ueesceÌ[er
Ssmeer leceece ueeskeâese fòeâÙeeb nceejs meceepe ceW
ØeÛeefuele nw~

Dele: nce keân mekeâles nQ efkeâ ueeskeâesefòeâÙeeb YeejleerÙe
meeceeefpekeâ peerkeve mes mecyeefvOele nw Deewj Fvekeâer Deheveer
Deefmcelee nw~ kele&ceeve heefjØes#Ùe ceW kewefÕekeâjCe keâe ØeYeeke
Fleveer leer›elee mes yeÌ{ jne nw efkeâ keâneR ve keâneR nceeje
ueeskeâ meeefnlÙe ke mebmke=âefle Yeer Fmemes ØeYeeefkele ngF& nw~
heeMÛeelÙe mebmke=âefle kesâ ØeYeeke ceW YeejleerÙe le™Ce meceepe
jbie jne nw pees efkeâ Skeâ yeÌ[er mecemÙee nw~ Deepe kesâ
meeefnlÙekeâejeW keâes ÛeeefnS efkeâ kees efMe<š meeefnlÙe kesâ
meeLe-meeLe ueeskeâ meeefnlÙe hej Yeer Deheveer keâuece ÛeueeÙeW~
ueeskeâ meeefnlÙe ner YeejleerÙe mebmke=âefle keâes mecePeves ke
Deelcemeele keâjves keâe meyemes yesnlej efkekeâuhe nw~ Ùeefo
le™Ce heerefÌ{ÙeeW keâes mebmke=âefle ke mebmkeâejeW mes ™ye™
keâjkeevee nw lees Gvekesâ efueS ueeskeâ meeefnlÙe keâe DeOÙeÙeve
DeheefjneÙe& nw~ ueeskeâesefòeâÙeeb Yeer ueeskeâ meeefnlÙe keâer
efkeOeeDeeW ceW mes Skeâ nw~ Ssmes ceW ueeskeâesefòeâÙeeW keâe
mebj#eCe ke mebkeOe&ve Yeer DeekeMÙekeâ nw~
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India is witnessing a significant rise
in Subscription Based Video on Demand
(SVOD) popularly known as OTT plat-
forms with a growing audience that relies
on its primary entertainment through web
series available on these platforms,
especially during the Covid-19 pandemic.
These web series are available for viewers
to view content at an affordable subscription
fee, and they can choose to watch from
various genres of visual entertainment. A
study suggests that there are various
reasons for increased screen timing during
the pandemic i.e. growing content on OTT,
lack of entertainment options, work-from-
home options resulting in increased flexi-
bility and choice, and audience becoming
more technology savvy during the pandemic
(Nijhawan & Dahiya, 2020)1.

Due to this rise in content, OTT plat-
forms are releasing more web series that
are exclusive to their platforms to increase
viewership and provide their audiences
with several options to choose from. In
the process, OTT platforms are resorting
to creating content that focuses on quantity

instead of quality. Therefore, entertainment
is being delivered to create instant sensation
and interest of the viewer by compromi-
sing on various factors such as the port-
rayal of women, depiction of culture and
traditional values and showcasing of region,
religion and history amongst various other
parameters. This study examines the
misrepresentations of the aforementioned
factors deeply and how and why can it
impact the perception of Indian women
by analyzing the episodes of the web series
“Paurashpur”. Paurashpur is a Rajput
kingdom based in 16th-century India
which begins with women being heavily
ostracised in the kingdom, denied of their
basic rights while men in power control
women. The entire series has a weak
storyline where some story is simply
added in the middle of scenes which can
easily be categorized as soft porn.

Objectives of the Study :

1. To study the portrayal and depiction
of Indian women and culture in OTT
platforms.
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2. To study the impact of such depictions
on Indian women and culture in the
society.

3. To suggest solutions to combat this
rampant problem of misrepresentation
of Indian women and culture through
OTT platforms.

Research Methodology :

1. Critical Analysis : The study shall
analyze various issues about the
subject and present an unbiased
methodical criticism that shall be
based on comprehending the existing
data and provide arguments to support
the study. The study shall also elucidate
the consequences of this visual misre-
presentation and provide solutions to
combat this issue by understanding it
more deeply.

2. Intertextual Analysis : The study
shall decode and interpret Paurashpur,
a web series trending on the OTT plat-
form Altt based on the use of language,
character analysis, and a storyline that
categorizes within the paradigms of
culture. The study shall also assess the
visual text based on the ‘creative’
motive and intent of content creators
behind showcasing this content.

Objectification of Indian Women :

In the series, women of Paurashpur
are made to wear locks by men around
their private parts called “Yoni Bandhak”
which prevents women from having extra-
marital affairs with other men in the
kingdom. Despite this, women are shown
indulging with other men and are also
reprimanded or banished as punishment
by other women vigilantes. This proble-
matic depiction reinforces the idea that
since women are capable of engaging in

sexual intercourse outside of marriage,
men must resort to such tactics and that
they are right to do so. Throughout the web
series women, inconsequential to their
stature in society are indulging in promi-
scuous behavior both with men and
women. A scene where a Queen willingly
presents the King with women to have sex
with while she has sex with a palace worker
because now she feels empowered to have
done that to her husband as he engaged in
sex outside of the marriage, is truly
shocking. This vile depiction of women
in the series completely takes away the
focus from the issue of women in society
at the time and emphasizes her sexual
freedom by discrediting the institution of
marriage and putting the blame on men
for the deplorable condition of women that
is portrayed as a blessing in disguise for
them. Men being showcased as drunkards,
rapists, murderers and cheaters, has libera-
ted women from all the evils of society
that are designed to keep ‘women in their
place’, thereby exonerating them from
everything immoral and inappropriate.
Women of Paurashpur are shown to wear
extremely revealing clothing, uncanny for
the time the web series is said to have been
based in. Queens are indulging in voluntary
prostitution which arises from their wan-
ting to feel liberated from the tyranny of
the King. In the process of achieving this
perceived empowerment and feeding their
carnal needs, women start to objectify men
by treating them as animals, throwing
things at them, and forcing themselves on
them to engage in sex. Women are also
shown to be using sexually explicit language
with the palace guards, soldiers, chefs, and
kingsmen. Queens also indulge in making
lives miserable for other queens and want
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to become “Maharani” through tricks and
tactics. Though the series has not received
excellent reviews despite a star-studded
cast, a report states that the script is
appalling, and the dialogues are just
unforgivably boring. (Agarwal, 2021)2.

Misrepresentation of culture and its

impact :

The web series has many wrong
depictions of culture, language, traditions,
and religion that can impact the viewer in
an extremely negative manner. There are
many such examples in the series where
Queens are dressed in despicable clothing
that highlights their body parts purely to
attract men. Instead of Queens of the
Rajput kingdom dressing modestly, like
royalty, they comfortably walk around the
palace in deep cleavage, sometimes with
negligible clothing such as capes. Kingsmen
are dressed in premium-fitted clothes that
resemble a designer outfit of the 20th
century more than the 16th-century period
depicted in the series. Queens are also
shown indulging in drinking, partying, and
smoking hookah. Queens are also merely
objects of sexual gratification for the king
who regularly indulges in domestic violence
and engages in unnatural sex. The series
also presents our culture in such a manner
that it endorses prostitution in the name
of freedom and empowerment. All women,
royalty or commoners, go to brothels and
sell their bodies for pleasure and empower-
ment. A dialogue in the series sums up the
atrocious nature of the content being
displayed on OTT platforms that want
women to believe that empowerment can
be achieved through sexual freedom and
that women can resort to promiscuity
inconsequential to the treatment of men.
One of the women happily working in a

brothel explains “aurat yahan samaan

nahi samman hai, uski khushiyan uske

sapne kisi aur ke kabze mein nahi hain”.
The creators of the series thought to
present a picture of women that showcases
women as liberating themselves from the
shackles of misogyny through sex and in
the process have created such mindless
stereotypes and perceptions about women
that blurs the lines of societal order and
morality. Many feminist social media portals
have criticized the series stating that if
women empowerment and gender equality
were the purpose of the show, then it ends
up defeating that very purpose by dramati-
zing the exploitation of its women characters
(Gupta, 2020)3. Another problematic misre-
presentation is the use of Urdu language.
Where the series is based on the mysteries
of the Rajput Kingdom of Paurashpur, the
writers did not bother to pay attention to
dialogues and the script keeping in mind
the language spoken by Rajputs of the
time. Random Urdu words are mixed with
Hindi which makes the script even more
sloppy and unreal. The weak and abusive
portrayal of the Rajput king in the series
tries to enforce the idea that Rajput kings
were drunken womanizers who were
beating and burning queens, having sex
slaves, and taking pleasure in hurting
others. Their prime agenda was to remain
in power and enjoy a twisted sexual
control over women. The portrayal of the
transgender community is also extremely
dangerous. Milind Soman who played the
role of a transgender is shown to run
brothels and murder royalty in the name
of liberating the kingdom from the Rajput
tyranny. The depiction of the transgender
community in the series impacts society’s
perception in a manner that transgenders
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are the way they are, indulging in immoral
practices because they haven’t had a digni-
fied life for themselves and therefore their
actions are justified. Ironically, the trans-
gender character is also then murdered by
a queen, reiterating that idea. The entire
premise of the series revolves around sex,
vendetta, greed and power politics of the
Rajput Kingdom who are showcased as
rulers worse than the Mlechha who can
go to any extent to remain in power. Such
series deliberately misconstrued our culture
to create sensation and entertainment for
the viewer. The rampant problem of show-
casing such content on OTT platforms
without any repercussions establishes the
idea and perception in the minds of the
viewer that since the content is available
to watch, it means there is full or some
truth to it. This belief is dangerous and
highly toxic to society.

Solutions to combat the problem :

Despite the controversial episodes
and scenes that can easily be categorized
as soft porn, Altt continues to gain more
traction on the internet amongst youngsters
who use these OTT platforms the most.
The government bodies have failed to
control or even address this problem.
Currently, OTT platforms do not come
under the Central Board of Film and
Certification i.e. CBFC or even the Broad-
casting Content Complaints Council i.e.
BCCC which is a governing body that sets
rules and regulations along with other
guidelines for releasing content on tele-
vision. The old IT Act (2000) has some
provisions in the form of restrictions that
are strangely enforced on internet service
providers. In return, they are expected to
suspend or block these OTT platforms. It
is pertinent to ask why the government is

relying on internet service providers to take
punitive actions rather than setting up rules
and regulations for regulating content on
OTT platforms. In 2022, the government
has indeed proposed a Digital India Bill
that will replace the IT Act (2000) and will
govern the entire censor board. On these
grounds, this bill allows the government
to request the taking down of content that
will violate the preordained guidelines.
This bill also has guidelines that ensure
the safety of women and children and safe-
guard their interests by establishing legal
provisions to impose penalties of 500
crore on companies and entities for breach
of those guidelines. Another way in which
the government can ensure that OTT
platforms do not function without proper
checks and balances is by exercising the
various powers vested in them by the cons-
titution under 19(2) which also elaborates
on the fact that the right to free speech and
expression is not absolute and is subject
to reasonable restrictions. Many may argue
that the government may misuse this law
to attack certain individuals who are exer-
cising their creative freedom, however, the
facts are completely different. This alarm-
ing situation of the rise of adult content
downplayed as erotic content more so than
soft porn is rising because of the inability
of the government and the justice system
to take down this kind of content which
they too feel is ruining society morally and
socially. (Sharma, 2022)4.

Conclusion :

The rampant problem of misrepresen-
tation of women and culture in various
web series on OTT platforms must be
curbed to protect society from perceiving
this content as the ultimate reality. The
impact that this explicit content shall have
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on the minds of the young and impre-
ssionable will be beyond any control if
proper measures are not taken by the con-
cerned authorities in this regard. Therefore,
as a viewer, one must be extremely cautious
in viewing this content and also ensure that
it is not publicized in the name of creative
freedom and art. Extending support to
such content will have a long-lasting impact
on the deformation of society and perpetrate
dangerous vices. The magnitude of wrong
depiction in visual representation against
different communities and sections of
people will only damage their peaceful
existence in society.
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Deeefcej ]Keeve kesâbefõle efnvoer efmevescee ceW efokÙeebie efkeâjoejeW keâe
met#ce efkeM}s<eCe

kebovee efmebn
MeesOe DeOÙes$eer

ieg®kegâ} keâebieÌ[er (meceefkeefÕeÅee}Ùe), nefjÉej, GòejeKeC[

MeesOe MeejebMe :

mecekeâe}erve meceÙe efkeefkeOe efkeceMeeX kesâ efMeKej keâe meceÙe nw, ÙeLee- oef}le-efkeceMe&, m$eer-efkeceMe&, Deeefokeemeer-
efkeceMe&, Skeb DeuhemebKÙekeâ-efkeceMe& FlÙeeefo~ Fmeer keâÌ[er kesâ 21keeR meoer kesâ ØeLece oMekeâ ceW Skeâ veÙee efkeceMe&
‘efokÙeebie-efkeceMe&’ kesâbõ ceW DeeÙee pees meceepe keâer cenleer DeekeMÙekeâlee Yeer nw~ ÛetBefkeâ efkeÕe ceW efokÙeebielee keâer mebKÙee
ceW efove Øeefleefove yeÌ{eslejer osKeves keâes efce} jner nw, Dele: Ùen DeekeMÙekeâ nw efkeâ nce efokÙeebieeW kesâ peerkeve kesâ yeejs
ceW peeveW, mecePeW leLee Gvekeâer mecemÙeeDeeW hej efÛebleve ceveve keâjW~ efÛebleve keâer Fmeer keâÌ[er ceW Øemlegle }sKe keâe kesâbõerÙe
efke<eÙe nw ‘Deeefcej ]Keeve kesâbefõle efnvoer efmevescee ceW efokÙeebie efkeâjoejeW keâe met#ce efkeM}s<eCe’~ efnvoer efmevescee ceW
Meejerefjkeâ Deewj ceeveefmekeâ oesveeW ner efokÙeebielee keâe efÛe$eCe osKeves keâes efce}lee nw~ efkeefYeVe efkeâjoejeW kesâ ceeOÙece mes
efokÙeebie peerkeve kesâ meye} Skeb efveye&} oesveeW he#eeW keâes efoKeeÙee ieÙee nw~ Dele: Ùen }sKe meceepe ceW efokÙeebielee keâes
mecePeves ceW ceoo keâjsiee leLee efokÙeebiepeveeW kesâ Øeefle meceepe ceW kÙeehle vekeâejelcekeâ DekeOeejCee keâes leesÌ[ves ceW meheâ}
nesiee~

yeerpe Meyo :

efnvoer efmevescee, Deeefcej Keeve, efokÙeebie, mebIe<e&, meceepe, mkepeve, Øesce, ØesjCee, efMe#ee~

meeefnlÙe, he$ekeâeefjlee Deewj ceeref[Ùee kesâ meeLe-meeLe
ef]heâuceeW ceW Yeer efokÙeebie Ûeslevee keâe efkeM}s<eCe neslee nw~
efnvoer keâes }eskeâefØeÙe yeveeves ceW efmevescee keâe cenlke
Ùeesieoeve jne nw~ Fve ef]heâuceeW kesâ Éeje keâLee, keâefkeleeDeeW,
ieerleeW Deeefo keâer ÂMÙe-ßekÙe meece«eer peve peve lekeâ
hengbÛe meg}Ye ngDee nw~ efokÙeebielee mes pegÌ[er ef]heâuceeW ceW
efokÙeebie peerkeve kesâ meYeer keemleefkekeâleeDeeW, menevegYetefle,
oÙee, Ie=Cee, efpepeerefke<ee, }ieve FlÙeeefo keâe ef]heâuceebkeâve
efkeâÙee ieÙee nw~ ‘meeefnlÙe, he$ekeâeefjlee, ceeref[Ùee kesâ

meeLe-meeLe ef]heâuceeW ceW Yeer efkekeâ}ebie Ûeslevee keâe oMe&ve
neslee nw~ nceejs YeejleerÙe efmevescee peiele ceW ef]heâuceeW kesâ
ceeOÙece mes Fme efke<eÙe keâes keâeheâer me}erÌkeâs mes oMee&Ùee
ieÙee~ efkekeâ}ebielee hej Deveskeâ ef]heâuceW yeveer nQ Deewj
Ssmeer ef]heâuceeW kesâ ceeOÙece mes keemleefkekeâ peerkeve keâes
ØesjCee efce}er nw~’ Dele: Ùes ef]heâuceW meceepe ceW mece«e Skeb
leer›e ØeYeeke ÚesÌ[ves ceW meheâ} nes heeleer nQ~

Deeefcej ]Keeve YeejleerÙe efnvoer ef]heâuce kesâ DeefYeveslee,
efvecee&lee, efveo&sMekeâ Deewj heškeâLee }sKekeâ nQ~ Fvekesâ
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ef]heâuceeW efke<eÙe efkeefkeOelee osKeves keâes efce}leer nQ~ ‘ceve',
‘leejs Ìpeceerve hej’, ‘}ieeve’, ‘]heâvee’, ‘}e} efmebn Ûeºe’,
‘iepeveer’ Deeefo efokÙeebie efkeâjoejeW hej kesâbefõle ef]heâuceW nQ~
2007 ceW efj}erpe ngF& ef]heâuce ‘leejs Ìpeceerve hej’ kesâ
ef}S FvnW meke&ßes… ef]heâuce Deewj meke&ßes… efveo&sMekeâ keâe
hegjmkeâej efce}e~ Fvekeâer ef]heâuceW efokÙeebielee hej DeeOeeefjle
ceevekeerÙe mebkesovee keâes Gpeeiej keâjleer nQ~ Fve hej efkepeÙe
heekeâj meheâ}lee keâer veF& heefjYee<ee ieÌ{les ngS veÌpej
Deeleer nQ~ Fve ef]heâuceeW kesâ ceeOÙece mes nce efokÙeebiepeveeW
kesâ peerkeve keâer keâF& meÛÛeeFÙeeW mes ™-ye-™ nesles nQ~
met#ce efkeM}s<eCe kesâ Ghejevle FveceW efokÙeebielee mes mebyebefOele
efkeefYeVe DeeÙeece osKeves keâes efce}les nQ~

ØeLece Deewj meyemes cenlkehetCe& DeeÙeece pegPee™
kÙeefòeâlke kesâ ™he ceW osKeves keâes efce}lee nw~ Øemlegle
ef]heâuceeW kesâ DeefOekeâebMele: efkeâjoej efokÙeebielee keâes F&Õej
keâer Devegke=âefle ceevekeâj mkeerkeâej veneR keâjles nQ yeefukeâ
efkeâvneR Yeer heefjefmLeefleÙeeW keâe meecevee [škeâj keâjles ngS
veÌpej Deeles nQ~ ef]heâuce ‘iepeveer’ keâe Deeefcej ]Keeve Skeâ
Ssmee efokÙeebie kÙeefòeâ keâe efkeâjoej efveYeeles nQ pees mce=efle
}eshe keâer yeerceejer keâer Ûehesš ceW Dee peelee nw~ Ye}s ner
ken efkeâmeer Yeer Iešvee keâes hevõn efceveš lekeâ ner Ùeeo
jKe heelee nw efkeâvleg ken Fmekesâ meeceves Iegšves veneR
šskeâlee, hen}s mes Yeer pÙeeoe mepeie Deewj }ieve mes
keâece keâjlee nw~ ken ØelÙeskeâ Iešvee keâes keâYeer šwšt kesâ
™he ceW lees keâYeer efÛe$e kesâ ™he ceW Deewj keâYeer [eÙejer kesâ
™he ceW Debefkeâle keâjlee nw~ peerkeve kesâ efkeâvneR Yeer heefjefmLeefleÙeeW
ceW peye Yeer Gmes mebosn neslee nw lees ken efÛe$e, šwšt Ùee
[eÙejer efvekeâe}keâj Iešvee mes efce}eve keâj kesâ ner efkeâmeer
efve<keâ<e& hej hengbÛelee nw~ efÛe$e mes efce}eve keâjkesâ ner ken
Deheveer cebieslej keâer keâeefle} keâes {tb{ efvekeâe}ves ceW meheâ}
neslee nw~ ef]heâuce ‘}e} efmebn Ûeºe’ ceW yee}keâ }e}
(Deeefcej ]Keeve) Yeer keâ#ee ceW menheeef"ÙeeW keâer Ghes#ee keâer
hejkeen efkeâS efyevee Ûe}ves oewÌ[ves keâer keâesefMeMe keâjlee
Deewj meheâ} Yeer neslee nw~ Fme Øekeâej yewMeeKeer mes Gmes
Úgškeâeje efce}lee nw~ efkeâvleg meceepe Gmekeâer yegefæ hej

nbmelee nw efheâj Yeer yeÌ[e neskeâj ken mesvee ceW ieke& hetke&keâ
veewkeâjer keâjlee nw~ keneB Yeer nej veneR ceeveves kee}s
efmeheeefnÙeeW ceW mes Skeâ nw~ keâejefie} keâer }Ì[eF& ceW yece
yee™o mes }Ì[les ngS ken Deheves keâF& IeeÙe} meeefLeÙeeW
keâe peeve yeÛeelee nw~

Fve ef]heâuceeW ceW otmejer cenlkehetCe& yeele ‘heefjkeej Ùee
mkepeveeW kesâ cenlke' kesâ yeejs ceW %eele neslee nw~ kÙeefòeâ
Ûeens mekeâ}ebie nes Ùee efokÙeebie Gmekesâ GlLeeve Deewj
heleve ceW heefjkeej Deewj mkepeveeW keâer Yetefcekeâe DelÙeble
efveCee&Ùekeâ nesleer nw~ ‘}e} efmebn Ûeºe’ ef]heâuce ceW }e}
keâer ceeB Gmekesâ meeLe ncesMee oerkeej keâer lejn KeÌ[er jnleer
nw~ ken ve lees meceepe kesâ Dejepekeâ lelkeeW keâes Gme lekeâ
hengBÛeves osleer nw Deewj ve ner keâYeer Gmekeâe ceveesye} štšves
osleer nw~ yesšs keâes mkeât} ceW oeefKe}e efo}keeves keâe yeej
yeej ØeÙeeme keâjleer nw~ Ùener efkeÅee}Ùe Gmekesâ peerkeve kesâ
GlLeeve ceW efveCee&Ùekeâ efmeæ neslee nw~ ‘leejs Ìpeceerve hej’
ceW Yeer ef[m}sefkeämekeâ F&Meeve (Deeefcej ]Keeve) kesâ efhelee
keâer FÛÚe nw efkeâ Gmekeâe heg$e peerkeve ceW Gmemes DeefOekeâ
meheâ} nes~ }eKe ØeÙelve keâjves hej Yeer F&Meeve kesâ
Mewef#ekeâ heefjCeece "erkeâ veneR Deeles~ Dele: efvejeMe neskeâj
Gmekeâe ØekesMe yeesef[Ëie mkeât} ceW keâjlee nw~ heefjkeej mes
otj jnkeâj Deewj meceepe kesâ ogkÙe&kenejeW mes Deenle neskeâj
ken Dekemeeo «emle nes peelee nw~ ÛetBefkeâ ÙeneR jnles ngS
ØeLece Â<šÙee Gmekesâ yeerceejer kesâ yeejs ceW helee }ielee nw~
ÙeneB mes ken hetCe&le: mkemLe neskeâj Iej peelee nw~ ceeB-
yeehe Éeje Skeâ yeesef[Ëie mkeât} ceW oeefKe}e efveCee&Ùekeâ
efmeæ neslee nw efkeâvleg ÙeneB Skeâ yeele efkeMes<e OÙeeve osves
kee}er nw efkeâ F&Meeve kesâ ceelee-efhelee Fmes Ssmeer yeerceejer
ceeveles nQ efpemekeâe F}epe mebYeke veneR~ ceeB-yeehe Éeje
Fmes }eF}epe yeerceejer kesâ ™he ceW osKevee yengle ie}le
nw~ yeeo ceW ef[keäme}sefjÙee keâe meeceves Deevee efkeâmeer Yeer
heefjkeej Ùee DeefYeYeekekeâ keâes Ùen mebosMe oslee nw efkeâ
efokÙeebielee keâes efveÙeefle ve ceevekeâj GheÛeej keâer DeekeMÙekeâlee
nesleer nw~ Fme Øekeâej heefjkeej keâe keâòe&kÙe yevelee nw efkeâ



441
Deveno-ueeskeâ ISSN : 2349-137X
(pegueeF&-efomecyej)

meeefneflÙekeâer (Je<e&-10, 2024)
(UGC CARE - Listed Journal)

ken efÛeefkeâlmekeâeW mes DekeMÙe ner mebheke&â keâjW~ efokÙeebie
efkeceMe& kesâ pevekeâ [e@. efkeveÙe kegâceej hee"keâ ef}Keles nQ-
‘efkekeâ}ebieeW kesâ DeefYeYeekekeâeW ke Gvemes mebyeæ heeefjkeeefjkeâ
meomÙeeW keâes MeemekeâerÙe ÙeespeveeDeeW mes mebyeæ mece«e
metÛeveeDeeW keâes mebØesef<ele keâe DekejesOe jefnle Ûesleve keâer
peeie=efle keâe ØeÙeeme keâjvee leLee GvnW meceeve Dekemej kesâ
lenled meleled meef›eâÙe menYeeefielee nsleg Øesefjle keâjkesâ efMe#eCe-
ØeefMe#eCe Skeb meceÙekeâ GheÛeej Éeje mkeeefYeceeve hetke&keâ
peerkeve-Ùeeheve kesâ ef}S keeleekejCe yeveevee Gvekeâer
ØeeLeefcekeâleeDeeW ceW meefcceef}le nw~

leermejer cenlkehetCe& leLÙe Ùen osKeves keâes efce}leer nw
efkeâ meceepe ceW mekeâ}ebieeW Éeje efokÙeebieeW keâes efkekeâ}
mecePeves keâer Yet} keâer peeleer nw, pees keâesF& veF& yeele veneR
nw~ Ùen yengle hen}s mes ner Ûe}er Dee jner nw~ mekeâ}ebie
Fvmeeve meoe mes ner GvnW keâcelej Deebkeâlee ner jne nw~
Ye}s ner efkeÕe ceW ns}sve kesâ}j, mšerheâve ne@efkeâbie, pee@ve
efceušve, metjoeme peeÙemeer Deewj S}ve cemkeâ pewmes kÙeefòeâÙeeW
ves Deheves keâece kesâ Éeje Skeâ efcemee} mLeeefhele efkeâÙee
nw~ efheâj Yeer og:Ke keâer yeele Ùen nw efkeâ meceepe Deheveer
njkeâleeW mes yeepe veneR Deelee nw~ keâoce keâoce hej GvnW
nsÙe ceevelee nw~ ‘}e} efmebn Ûeºe’ ef]heâuce ceW Yeer Ùener
osKeves keâes efce}lee nw~ hejs[ kesâ meceÙe Gmekesâ meeLeer
efmeheener Gmekeâer yegefæ hej nBmeles nQ Deewj mesvee ceW ÛeÙeve
nes peeves hej DeeMÛeÙe&Ûeefkeâle nes peeles nQ~ Ùener veneR
nBmeves kee}eW ceW mes lees keâF&ÙeeW keâes ken Ùegæ kesâ oewjeve
veF& efpeboieer oslee nw keäÙeeWefkeâ Gmekesâ efpelevee lespe Oeekekeâ
Gme yešeef}Ùeve ceW keâesF& Lee ner veneR~ efjšeÙejceWš kesâ
yeeo peye ken keâÛÚe-yeefveÙeeve keâer heâwkeäšêr Kees}ves keâer
yeele Deheves Skeâ menkeâceer& keâes yeleelee nw lees ken Gmehej
"nekesâ }ieekeâj nBmelee nw~ kegâÚ cenerves yeeo Ùen megveves
ceW Deelee nw efkeâ Gmekeâe efyepevesme Ketye heâ} heât} jne
nw~ Deblele: ken Skeâ meheâ} kÙeekemeeefÙekeâ yeve peelee nw~
iepeveer ef]heâuce keâe iepeveer Yeer Deeefcej ]Keeve keâes, pees
Skeâ mce=efle}eshe veecekeâ yeerceejer mes «eefmele nw, keâes nukesâ

ceW }slee nw~ nBmeles ngS keânlee nw efkeâ cegPes keäÙee ceejsiee
ken lees kegâÚ ner efceveš yeeo ner hetjer Iešvee Yet} peelee
nw~ ef]heâuce kesâ Deble ceW Gmekesâ Éeje iepeveer keâes {tb{
efvekeâe}vee Ùen mebosMe oslee nw efkeâ nceW efkeâmeer Yeer
efokÙeebie keâer nBmeer veneR GÌ[eveer ÛeeefnS Deewj ve ner legÛÚ
ner mecePevee ÛeeefnS~ ‘efkekeâ}ebielee keâcepeesjer veneR yeefukeâ
heje›eâce keâer hejer#ee nw efpemes Tpe&efmkele Meefòeâ Deewj
ÙeLeesefÛele Ùegefòeâ mes otj keâer pee mekeâleer nw~ Ùeefo Gmekesâ
ceve ceW Fme lejn keâer mekeâejelcekeâlee megÂÌ{ nesieer lees ken
ve efkeâmeer mes menevegYetefle Ùee oÙee keâer Dehes#ee keâjsiee
Deewj ve ner efkeâmeer lejn keâer Deuhelee keâe DevegYeke
keâjsiee~ Ùener Gmekeâer DeelceefveYe&jlee keâer Deesj De«eefmele
peerkeveesösMÙe ØeceeefCele nesiee pees efkeâmeer Yeer efmLeefle ceW
Gmes keâcelej Ùee keâceÌpeesj veneR yeveeÙesiee~’ ‘}ieeve’
ef]heâuce ceW efkeâjoej keâÛeje (efokÙeebie) keâes meeLeer efKe}eefÌ[ÙeeW
Éeje }t}e mecePeves keâer Yet} Deewj Gheneme keâes efheâuceebefkeâle
efkeâÙee ieÙee nw~ kener otmejer Deesj Yetkeve (Deeefcej ]Keeve)
Ssmee keâjves mes cevee keâjlee nw~ ken Gmekesâ ngvej keâes
henÛeevelee nw Deewj keâÛeje Yeer Fme hej yeKetyeer Keje
keâjlee nw~ Gmekesâ meeceves Deb«esÌpe efKe}eÌ[er Iegšves šskeâles
veÌpej Deeles nQ~ Fme Øekeâej Deheves ieebke keâes efheâjbefieÙeeW
kesâ Keef}e]heâ cewÛe peerlee keâj }ieeve mes cegefòeâ efo}elee
nw~ kes meeLeer efKe}eÌ[er pees ØeejbYe ceW Gme hej nBme jns
Les, kes ner heer" LeheLeheeles veÌpej Deeles nQ~ ÙeneB Ùen
heefj}ef#ele neslee nw efkeâ efkeâmeer keâeÙe& ceW meheâ}lee kesâ
ef}S efokÙeebielee ceeÙeves veneR jKeleer~ ØelÙeskeâ kÙeefòeâ
efkeefMe<š neslee nw Deewj ken keâesF& Yeer keâeÙe& keâj mekeâlee
nw~ ‘efkekeâ}ebie Deblenerve nes mekeâles nQ efkeâvleg keâce&nerve
veneR~’

hetke& keâefLele leLÙeeW kesâ Deefleefjòeâ Skeâ Deewj cenlkehetCe&
leLÙe Fve ef]heâuceeW ceW osKeves keâes efce}leer nw efkeâ efokÙeebieeW
kesâ Øeefle efMe#ekeâ Deewj menheeef"ÙeeW keâe oeefÙelke keâwmee
nesvee ÛeeefnS? Fvekesâ kÙekenej keâe Gve hej keäÙee ØeYeeke
heÌ[lee nw? efMe#ee ner ken Dece=le nw pees neefMeÙes kesâ
meceepe keâes Decej yevee mekeâlee nw~ ken kÙeefòeâ keâes
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meceepe keâer cegKÙe Oeeje ceW Øeefleef…le keâj mekeâlee nw~
yeeuÙekeâe} ceW GlheVe efokÙebielee Yeer Fmeer keâÌ[er keâe
efnmmee nw~ Dele: Ssmes yee}keâeW keâes megÙeesiÙe Skeb ØeefMeef#ele
DeOÙeehekeâ keâer DeekeMÙekeâlee nesleer nw pees Gvekesâ Øeefle
mepeie, mebkeso Deewj Yeekeelcekeâ jn mekesâ~ yeesef[Ëie mkeât}
ceW Mewef#ekeâ hegvekee&efmele Skeb ef[m}sefkeämekeâ yee}keâ F&Meeve
Deheves menheeef"ÙeeW Éeje efkeâS ieS Deheceeve Deewj efMe#ekeâeW
keâer DeveosKeer keâes menve veneR keâj heelee nw~ heefjCeecemke®he
ken Dekemeeo «emle nes peelee nw lees keneR otmejer Deesj
Deeefcej ]Keeve pewmes mebkesoer DeOÙeehekeâ kesâ ØeÙeeme kesâ Éeje
meke&ØeLece Ùen %eele neslee nw efkeâ ken heeie} veneR nw
yeefukeâ efpeme yeerceejer mes «emle nw Gmekeâe GheÛeej mebYeke
nw~ GheÛeej kesâ Ghejeble ve kesâke} Dekemeeo mes yeenj
Deelee nw yeefukeâ GmeceW Skeâ veS DeelceefkeÕeeme keâe
mebÛeej neslee nw~ ken ÛeerpeeW keâes mecePeves ceW meheâ} neslee
nw~ Gmekesâ ØeÙeeme Demeheâ} veneR peeles~ DeOÙeehekeâ Éeje
yeleeS ieS DevÙe cenlkehetCe& ef[m}sefkeämekeâ kÙeefòeâÙeeW mes
™-ye™ neskeâj Deeies yeÌ{eves keâes lewÙeej nw~ Fmemes helee
Ûe}lee nw efkeâ Úe$eeW kesâ mebhetCe& efkekeâeme kesâ ef}S mener
ceeie&oMe&ve cenlkehetCe& Yetefcekeâe Deoe keâjleW nw~ Fmemes
Úe$eeW keâes Deewj ØeÙeeme keâjves keâer ØesjCee efce}leer nw Deewj
efkeÅeeLeer& mepeie jnlee nw~ efMe#eCe ceW efmeÌHe&â %eeve Øeeefhle
keâer Øeef›eâÙee keâer cenlkehetCe& veneR nesleer nw yeefukeâ ceeveesÂef<š,
keâewMe}, DeeoleW Deewj #eceleeSb Yeer Gleveer neR cenlkehetCe&
nQ~ Dele: efMe#ekeâ keâes Ùen efkeMes<e OÙeeve jKevee ÛeeefnS
efkeâ efMe#eeefLe&ÙeeW keâer YeekeveeSb Deenle ve neW~ ‘Deepe
efMe#ee kesâ Øemeej Deewj ceevekeleekeeo kesâ ØeÛeej kesâ keâejCe
efkekeâ}ebieeW kesâ meboYe& ceW }esieeW keâer Âef<š ceW heefjkele&ve
Deeves }ies nQ~ Ùen Deye efkekeâ}ebieeW keâes Yeer meeceevÙe
mebleeve-meÂMe mkeerkeâejves }ies nQ~ Flevee ner veneR, keâcepeesj
Ùee ogye&} mecePekeâj DeefYeYeekekeâ Gmes DevÙe yeÛÛeeW keâer
leg}vee ceW DeefOekeâ OÙeeve osves }ies nQ, Ùen Yeer osKee
ieÙee nw, pees MegYe }#eCe keâne pee mekeâlee nw~ peneb
lekeâ menheeef"ÙeeW keâer yeele nw lees ‘leejs Ìpeceerve hej’
ef]heâuce ceW menhee"er kesâ keâejCe F&Meeve Dekemeeo ceW peelee

nw lees kener otmejer Deesj ‘}e} efmebn Ûeºe' ef]heâuce ceW
}e} (Deeefcej ]Keeve) menhee"er ‘™hee’ keâer DeelceerÙelee
mes ØeYeeefkele neskeâj ken yengle yeÌ[e Oeekekeâ yevelee nw~
peerkeve kesâ nj keâoce hej Fmeer hÙeej kesâ keâejCe meheâ}
ngDee nw~ yeÛeheve kesâ efoveeW ceW mkeât} mes keeheme Deeles
meceÙe menhee"er ™hee kesâ keekeäÙe ‘Yeeie }e} Yeeie…'
Yeejle-heeefkeâmleeve kesâ keâejefie} Ùegæ ceW Yeer peerkeveoeÙekeâ
meeefyele neslee nw~

Ghejesòeâ meYeer leLÙeeW kesâ Deefleefjòeâ Skeâ Yeekeelcekeâ
leLÙe Øesce kesâ ™he ceW Yeer meeceves Deelee nw~ ‘ceve’ ef]heâuce
ceW Deeefcej ]Keeve Deheeefnpe ceveer<ee keâesFje}e kesâ ef}S
peerkevemeeLeer keâe heLe Ûegvelee nw lees keneR Deeefcej Deheveer
Skeâ DevÙe ef]heâuce ‘]heâvee’ ceW Deheveer ves$enerve Øesefcekeâe
keâer DeebKeeW keâe GheÛeej keâjkee keâj Gmes veÙee peerkeve
Øeoeve keâjlee nw Deewj DeeefKejer ceW Gmemes efvekeâen Yeer
keâjlee nw~ Fve oesveeW ner ef]heâuceeW ceW efokÙeebieeW keâes peerkeve
meeLeer kesâ ™he ceW mkeerkeâeÙe&lee efokÙeebiepeve kesâ meeceeefpekeâ
hegvekee&me keâer mecemÙee keâes meg}Peeves pewmee nw~ ‘meeceeefpekeâ
hegvekee&me keâer meheâ}lee efkekeâ}ebieeW kesâ heefjkeej yemeeves
DeLee&le efkekeen keâjves mes nw~ Ùen Skeâ peefš} keâeÙe& nw
}sefkeâve DemebYeke keâoeefhe veneR~’

efve<keâ<e& :

mece«e ™he mes Fme efvemkeâ<e& hej hengbÛee pee mekeâlee
nw efkeâ efokÙeebie efkeâjoejeW mes Ùegòeâ Deeefcej ]Keeve keâe
efnvoer efmevescee meceepe ceW ceevekeerÙe mebkesovee mebmhegefjle
keâjves ceW meeheâuÙe Øeehle efkeâÙee nw~ Fve ef]heâuceeW kesâ met#ce
efkeM}s<eCe keâjves hej Ùen mhe<š neslee nw efkeâ efokÙeebiepeve
kesâ Øeefle mecÙekeâd meoYeeke, menevegYetefle, menÙeesie, GefÛele
ceeie&ojMeve, Øesce FlÙeeefo keâer DeekeMkeâlee nw~ efokÙeebieeW
kesâ Øeefle Ghes#ee keâe Yeeke Ùee nsÙe Âef<š keâer peien
Dehes#eeke=âle mecceevepevekeâ mLeeve Øeoeve efkeâÙee peevee
ÛeeefnS pees Skeâ meYÙe meceepe keâe oeefÙelke Yeer nw~ Ùen
meowke yeveer jnves kee}er efmLeefle veneR nw~ GÛeej kesâ Éeje
Fme hej efkepeÙe Øeehle efkeâÙee pee mekeâlee nw~
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