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mecheeokeâerÙe

8Deveno ueeskeâ9 Debkeâ-21 Deehe meYeer kesâ MegYe neLeeW ceW meeQheles ngS DelÙeble nef<e&le ntB Deehekeâer efceue jner
mekeâejelcekeâ Øeefleef:eâÙeeDeeW mes DelÙeble ØemeVelee keâe DevegYeke keâj jner ntB Fmeer Øekeâej Deheveer meceer#eelcekeâ Âef<a mes
Øeefleef:eâÙee osles jnW nQ Øemlegle Debkeâ ceW keâuee mebmke=âefle mes pegÌ[s efkeefYeVe efke<eÙeeW keâe meceekesMe nw~

keâewjkeer-heâejmeer Dejyeer kesâ MeyoeW mes mece=æ Fme Yee<ee keâes 8jengue meebmkeâleeÙeve9 ves je<a^Yee<ee keâne nw~ Ùen
Yee<ee osMe kesâ DeefOekeâebMe YeeieeW ceW ØeÛeefuele nw, efpemes KeÌ[er yeesueer keâne ieÙee KeÌ[er yeesueer leLee keâewjkeer yeesueer Skeâ
ner nw~ iebiee-Ùecegvee kesâ ceOÙe kegâ®keeW keâer Yetefce nw pees Ùegæ Deewj Meebefle keâe Deveghece GoenjCe nw peneB Meeefvle kesâ
mebkeenkeâ Yeiekeeve leLeeiele kesâ mebosMeeW mes heefjhetCe& nw~ yeÇecnCe «ebLeeW, ceneYeejle leLee hegjeCeeW ceW keât® peveheo keâe
GuuesKe Øeehle neslee nw~ Ùener kegâ#ØeosMe peneB keâewjkeeW Deewj heeb[keeW ceW Ùegæ ngDee peneB ieerlee keâe %eeve efceuee~ Ùener
kegâ# peveheo Deepe Decyeeuee, efouueer, cesj", efyepeveewj kesâ Deeme-heeme keâe #es$e nw~ meeefnlÙe leLee oMe&ve keâer Âef<a
mes Ùen #es$e DelÙeble mece=æ jne nw~

KeÌ[eryeesueer kesâ ueeskeâieerle keneB kesâ ueeskeâ meeefnlÙe kesâ cenlkehetCe& Debie nQ kemlegle: ueeskeâieerle meeceevÙe peve keâer
mLeue, keâce& mebmej DevÙe heeefjkeeefjkeâ leLee meeceeefpekeâ peerkeve keâe ceewefuekeâ leLee Yeekeveelcekeâ efÛe$eCe nw ueeskeâieerle
meecegefnkeâ Ûeslevee keâer hegkeâej nw leLee FmeceW meeceeefpekeâ :eâeefvleÙeeW keâe DeeYeeme efceuelee nw ueeskeâieerle kesâ Éeje nceW
peerkeve kesâ meYeer he#eeW keâes nesles nQ, pewmes keâece kesâ yeesPe keâes nukeâe keâjvee, DelÙeeÛeej keâe efkejesOe keâjvee leLee
meeceevÙe pevelee keâe ceveesjbpeve keâjvee~

ueeskeâieerleeW keâe keieer&keâjCe ceW efkeefYeVe efke<eÙeeW keâe meceekesMe ns pees ceevekeerÙe YeekeeW, efkeÛeejeW leLee heefjefmLeefleÙeeW
keâer Âef<a mes DevÙe Yee<ee kesâ ieerleeW kesâ meeceeve ner nesleer nw~ DekeOeer ieerleeW kesâ meÂMÙe megotj Deleerle keâer mebmke=âefleÙeeW
mes pegÌ[s nesles nw, hegvejeke=efòe nesleer jnleer nw pewmes heg$e pevce kesâ ieerle ceg[ve, keâveÚsove, pevce efokeme leLee pevesT
Deeefo DekemejeW hej ieeÙes peeles nQ~

jmeevegYetefle keâer Âef<a mes efYeVe-efYeVe mebmkeâejeW kesâ ieerle Skeâ ner keie& ceW meceeefke<a nes peeles nQ DeefOekeâebMe ieerle
Deveskeâ jmeeW mes efmeòeâ nesles nQ ÙeLee nesueer ieerle ceW ße=bieej ke nemÙe keâe Deevee, Ùes $e+leg ieerle Yeer nesles nQ leLee 8peeefle
ieerle9 keâer ßesCeer ceW Yeer Dee peeles nQ~ peeefle ieerleeW ceW peeefleiele Ûeslevelee leLee efkeefMe<alee keâe DeeYeeme efceue peelee
nw~ ßece heefjnej kesâ ieerleeW keâer jÛevee efkeefMe<a ef:eâÙee mes pegÌ[er nesleer nw FveceW jefÛele ieerle efkeefMe<a DekemejeW kesâ meeLe
ner meeceevÙe #he mes Yeer ieeves keâer ØeLee nw mLetuele: keieer&keâjCe efvecve nw :

1. Deveg&eefvekeâ ieerle (mebmkeâej Oeeefce&keâ)

2. $e+leg ieerle (nesueer, meekeve Deeefo)
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3. ßece ieerle (m$eer-heg#<e kesâ efkeefkeOe efkeâÙee mecyevOeer)

4. yeeue ieerle (ueÌ[kesâ-ueÌ[efkeâÙeeW)

Deveg&eefvekeâ ieerle : ØeeÛeerve keâeue mes ceveg<Ùe 16 mebmkeâejeW ceW yeBOee ngDee nw ØelÙeskeâ mebmkeâej kesâ oes #he
nw-Meem$eerÙe Ùee heewjeefnlÙe Deewj ueewefkeâkeâ~ 8ueewefkeâkeâ mebmkeâej9 Deveg&eefvekeâ ieerlees mes mecyeæ nw pees efm$eÙeeW Éeje
neslee nw efpevekeâe 88ceb$eesÛÛeej mes he=Lekeâ efkeâvleg DeefvekeeÙe& mLeeve nw~ Ùes 8ceebieeefuekeâ9 ieerle mebmkeâejeW kesâ DeefYeVe Debie
nQ~ mebmkeâej ieerleeW ceW pevce efkekeen leLe ce=lÙeg ieerle heeÙes peeles nw~ efMe#eejcYe, pevesT ieerle Yeer Øeehle nesles nQ~ keâvÙee
pevce keâer DeefveÛÚe, Ghes#ee meeOe hetpeve, ieYe&keleer keâer FÛÚe (Keeve-heeve mecyevOeer) ieerle Yeer Øeehle nesles nQ~ 8ieYe&'
kesâ oewjeve leerve efmLeefleÙeeW kesâ ieerle Øeehle nesles nw- hegkee&Yeeme kesâ ieerle, ieYe& efveMÛeÙe'9 Øekeâa keâjves kesâ ieerle, ieefYe&Ceer
keâer #efÛe heefjke&leve kesâ ieerle

heg$epevce mes mecyeefvOele ieerleeW keâes KeÌ[er yeesueer ceW 8yÙeener' keânles nw~ FveceW ieYe&Oeeve keâer DekemLee, Meejerefjkeâ
ceeveefmekeâ heefjkele&ve, Øemeke heerÌ[e, vesie-uesve-osve, ieghle Øesce Deeefo mes mecyeefvOele ØemeVelee metÛekeâ ieerle efceueles nw~
Ú"er ieerleeW ceW oeF&, meppee, heoe&, peerpee, efKeÛeÌ[erneme-heefjneme veeskeâ-PeeWkeâ keâe ÙeLee&Le efÛe$eCe efoKeeF& oslee nw~
efkekeen mebmkeâej kesâ keâeÙeeX kesâ meeLe cebieue keâeÙe&, cebieue keâeceveeDeeW, keâe DeefkeefÚVe mecyevOe nw heg$e leLee keâvÙee oesveeW
ner he#eeW kesâ kewkeeefnkeâ keâeÙe&:eâce kesâ ØelÙeskeâ heue ueeskeâieerleeW mes heefjhetCe& nesles nQ leLee oesveeW ner he#eeW ceW YeekeeW keâer
efYeVelee nesles nQ Dele: ueeskeâieerleeW ceW (kej-keOet) oesveeW ner he#eeW keâer YeekeveeDeeW mes Deesle-Øeesle ieeve efceueles nw~
8jeskeâvee9 DeLee&le 8yejer#ee9 mes ueskeâj keâvÙee keâes efkeoeF& lekeâ kesâ ieerle Øeehle nesles nQ~

efÉleerÙe ueeskeâ veeaye' Mewueer keâer 8keâesÙeue' ØeLee nesleer nw efpemeceW ueÌ[kesâ keâer yeejele peeves kesâ heMÛeele efm$eÙeeB
heg#<e m$eer hee$e yevekeâj ieeleer-yepeeleer nw hetkeer& Gòej ØeosMe ceW Fmes vekeâae keânles nQ efpemeceW cepeekeâ DeefOekeâ neslee
nw ieeves keâe hega keâce ner neslee nQ ÛetÌ[er henveeves keâer jmce keâe ieerle keâe GoenjCe :

peieoerMe keâer heewÌ[er heesÌ[e js ceefvenej ueuee

keâuee heefnjve yew"er js ceefvenej ueuee

kees lees yeÌ[er ner n"erueer js ceefvenej ueuee

Fmekesâ yeeo efheâj keâesÙeue yegueeF& peeleer nw~ Fve jmceeW ceW Iej kesâ meYeer heg#<eeW mes ØeeÙe: meYeer efm$eÙeeW mes peesÌ[keâj
nBmeer cepeekeâ neslee nw- Fmekesâ heMÛeele Meeoer keâe ÂMÙe efkeâÙee peelee nw efpemes megneie keânles nw~ Deieues efove #esefÌ[Ùee,
yeOeekee Deeefo jmceeW kesâ ieerle nesles nQ~ heeefCe«enCe mebmkeâej efkeoeF&, ieewvee, Deeefo kesâ ieerle Yeer Øeehle nesles nQ~ efkeoeF&
ieerle nw :

keâefn keâes yÙeener efyeosme, js uekeäKeer yeeyegue ceesjs~

YeeF&ÙeeW keâes oervns cenue ogcenues. ncekeâes efoÙee hejosme js

ce=lÙeg mebmkeâej Meeskeâ keâe meceÙe nw Fme keòeâ Deewjles ce=le kÙeefkeäÙeeW kesâ efØeÙe kemlegDeeW keâe veece ues-ueskeâj jesleer
nw Fmes 8uenenCeer9 keânles nw~ Fme meceÙe efm$eeW keâe #ove Skeâ ueÙe ceW neslee nQ~ ke=æ keâer ce=lÙeg hej veeTve efpeme
ieerle keâes ieeles nw Gmes G"ekeCeer' keânles nw~ Fve ieerlees keâe mecyeefvOele kemlegDeeW ke mkeYeeke mes mecyeefvOele nesles nQ Skeâ
GoenjCe :
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S Ûevove jKekeâjeFÙeesCeer, S yeeÌ{er yesie yegueeF&Ùeesieer

S meehlees yeeppes yeeefpeÙeeCeer, SsyeóeW cetBÌ[ cegB[eF&ÙeeCeer

S yengÙes mesme efmebÌ[eFÙeeCeer, Ss heesòees Ûebyej [gueeF&Ùesieer

S oesnleeW jeme keâjFÙeesCeer, Ss cej yepeejes keâ{dÌ{esCeer~

:ele Deveg&eve mecyevOeer efvecve Øekeâej kesâ ueeskeâ ieerle heeÙes peeles nQ oskeer oskeleeDeeW mes mecyeefvOele ieerle, peesefieÙeeW
kesâ ieerle, :ele lÙeesnej mebyeOeer leLee owefvekeâ hegâakeâj ieerle Fvns Oeeefce&keâ ieerle keânles nQ~ efpemeceW oskeer oskeleeDeeW mes
mecyeefvOele ieerle- jece, ke=â<Ce, efMeke, oskeer, ceelee meeBPeer mecyeefvOele ieerle heeÙes peeles nQ~ pewmes MegYeejcYe ceW ieCesMe
hetpeeieerle :

efmecej ieewjer heg$e ievesme veece efueÙe mes mebkeâa Yeeiew

efm$eÙeeW Éeje oskeer ieerle DeefOekeâ nesles nw ØeOeevele: ceelee keâer ØeeLe&vee kesâ meeLe ner Yeiekeleer oskeer, ogiee&, keâeueer
ceeB keâer ØeeLe&vee keâer peeleer nw~ oskeer ieerle oes YeeieeW mheâta leLee ØeyebOe ceW efkeYeòeâ nesles nQ leLee otmejs Yeiele keânW peeles
nw~ mhegâa oskeer ieerleeW ceW oskeer keâer ØeeLe&vee Gvekeâer mlegefle, Gvekesâ heje:eâce keâe GuuesKe Gmekesâ mLeeve leLee MeesYee keâe
keCe&ve, peele keâer lewÙeejer leLee Ùeeef$eÙeeW keâer keâef"veeF&ÙeeW keâe keCe&ve efceuelee nw Ûew$e leLee keäkeej ceW Ùes ieerle
DeefOekeâebMele: ieeÙes peeles nw~ hetke&pe hetpee, efhelej, heerj, meleer, Meerleuee, Yewjes, kegâueoskeer ieerle kesâ #he ceW efkeÅeceeve
nw leLe Decyee, ceelee, keâeueer, keâjeueer, ogiee& keâe hetpeve keâjles nw~ jeef$e peeiejCe ceW meejer jele ieerle ieeÙes peeles nQ~
efkekeen Dekemej hej ieeÙes peeves keeues oskeer ieerleeW ceW oskeer kesâ veKe efMeKe keCe&ve Devevle meewvoÙe&ceÙeer veejer kesâ #he
ceW neslee nw~ efm$eÙeeB hetke&peeW keâes Yeer efkekeen ceW ieerle kesâ ceeOÙece mes efveceefv$ele keâjleer nQ~

meeBPeer : keäkeejer keâvÙeeSB meeBPeer hetpeleer nw efpeveceW ieerle ieeÙes peeles nQ Fve ieerleeW keâer efkeMes<elee nQ meecetefnkeâ
ieeve~ Úesas-heo, õgleueÙe ceW ieeve Fme ieeve ceW Skeâ mebkeeolcekeâlee nesleer nw ieerleeW ceW Úesaer keâLee Yeer efoKeleer nw leLee
askeâ-yeej yeej-ognjevee DeÆgle jme keâer me=ef<a keâjlee nw~

ØeYeeleer keâeefle&keâ ceeme ceW efm$eÙee iebiee veneves peeles keòeâ ieerle ieeleer peeleer nQ efpemes ØeYeeleer keânles nQ Fme ieerle
Øekeâej ceW keâ#Ce, ße=bieej kesâ meeLe ner Yeefòeâ mes Deesle Øeesle Yeeke efÚhes nesles nQ keâneR peerkeve keâer veÕejlee Yeer keefCe&le
nesleer nw metj, leguemeer kesâ heo Yeer DeheYeÇbMe #he mes Øeehle nesles nQ~

mevOÙee : ØeYeeleer keâer YeeBefle ner mevOÙee Yeer ieeÙeer peeleer nQ efpemes meeBPe kesâ ieerle keânles nQ F&Õej keâer DeejeOevee
keâe Ùen mevOÙee ieerle Deveghece nw :

oesvees yeKele efceues na keâe iegCe veeÙeuees js

Ùees mebmeej Deesme keâe ceesleer Oethe heÌ[s ieue peeÙes

FmeceW heerheue, leguemeer hetpeve keâe Yeer keCe&ve jnles nQ pewmes :

leguemeer jeveer vecees vecee, nj keâer heajeveer veceesveceeW

peesefieÙeeW kesâ ieerle : Fve ieerleeW ceW veÕej mebmeej kesâ keemleefkekeâ jnmÙeeW keâe ieeve neslee nw~ FmeceW yeÇÿe, peerke,
melÙe, hejeshekeâej Deeefo keCÙe& efke<eÙe nQ~ peesieer efnvot cegefmuece oesveeW nesles nQ~ Skeâ Deesj efnvot peesieer ieelee nw- keâjew
js cevekee efove keâer leoheerle9 keneR cegefmuece heâkeâerj ieelee nw- Deaduee keâer hÙeejer ogefveÙee, oce keâer oerkeej~ Fve peesefieÙeeW
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heâkeâerjeW kesâ ieerleeW ceW kewjeiÙe Yeeke Úghee neslee nQ Okeefve mebÙeespeve, ueÙe leLee peesefieÙeeW Éeje efueÙee ieÙee ueeskeâ keeÅe
efceuekeâj kewjeiÙe Yeeke keâes peeie=le keâjves ceW meceLe& nesles nw Fve heoeW keâes efveie&gCe keâne pee mekeâlee nw~

$e+leg ieerle : keâewjkeer Yee<ee ceW Deveskeâ $e+legDeeW mes mecyeefvOele ieerle Øeehle nesles nQ~ ke<ee& keâer efjceefPece hegânej
kesâ meeLe ner Øeke=âefle keâe keâCe-keâCe mebieerleceÙe nes peelee nw Deewj ueeskeâieerleeW ceW Øeke=âefle kesâ Fmeer meewvoÙe& keâer mkejceÙeer
Øemlegefle nesleer nw~ Fve meekeve kesâ ieerleeW ceW efkeefkeOe Yeeke Petues kesâ oesueve kesâ meeLe neslee nw yeeoue, efyepeueer keâe
iejpeve, oskelee keâer mlegefle, megKe og:Keelcekeâ Yeeke DeLee&le mebÙeesie-efkeÙeesie veejer ùoÙe kesâ Yeeke 8meekeve' kesâ efke<eÙe
kemleg nesles nQ~ 8meekeve' kesâ ieerleeW ceW yeejnceemeeW keâe efkeefMe<a cenlke nQ efpemeceW 8efkeÙeesie' Yeeke DeefOekeâebMe nesles nQ
meeefnlÙe ceW keefCe&le <ea$e+leg keCe&ve keâe yeejnceemee mes meecÙe nQ Fve ieerleeW ceW efyepeueer, yeeoue, hegjkeF&Ùee jeOee,
ke=â<Ce, ieeshe, ieesefheÙeeW mes mecyeefvOele heo Øeehle nesles nQ~ kegâÚ DevÙe YeekeeW kesâ meekeve ieerle Yeer Øeehle nesles nQ~ heâeiegve
kesâ ieerleeW efpemes nesueer Yeer keânles nQ GveceW Guueeme Gcebie cee$e ieerle keâer Meyo jÛevee mes ner veneR kejve ieeve Mewueer
ceW Yeer efoKeeF& oslee nw~ Fme #es$e kesâ ieerleeW ceW jeOee-ke=â<Ce leLee efMeke keâer nesueer keâe megvoj efÛe$eCe neslee nw~ FmeceW
ße=bieej leLee :eâer[e Yeekevee ner ØeOeeve nesleer nw~

keâewjkeer #es$e ceW Yeer ßece ieerle heeS peeles nQ~ Fve ßece ieerleeW keâes oes YeeieeW ceW efkeYeeefpele efkeâÙee pee mekeâlee nw
efm$eÙeeW kesâ ßece ieerle, heg®<eeW kesâ ßece ieerle~ efm$eÙeeW kesâ ßece keâeÙeeX ceW Ûekeäkeâer heermevee, Deeae heermevee, ÛejKee
keâeavee, DeesKeueer keâtavee, Kesleer keâjvee, heeveer Yejvee Deeefo DeeleW nw~ Fve ieerleeW ceW yeeue efkekeen, efkeOekee efkekeen,
Devecesue efkekeen, yengefkekeen, yevOÙee keâe og:Ke, heefle kesâ DelÙeeÛeej Deeefo keCÙe& efke<eÙe nesleW nw, Fve ieerlees kesâ meeLe
ßece ceve kesâ yeesPe keâes peneB keâce keâj oslee nw kener keâeÙe& ceW ueieves keeues meceÙe keâe Yeer Yeeve Kelce keâj oslee nw~
Fve #es$eeW ceW ieVee ØeOeeve Kesleer nw Dele: keâesung keâe keâece jeef$eYej neslee nw Ssmes ceW keâesung ieerle keâe ØeÛeueve nw
efpevekeâes ceunewj Ùee heunekes keânles nw efpevekeâe keCÙe& efke<eÙe ße=bieej veerefle leLee Oece& mes pegÌ[e neslee nw~ keâneR-keâneR
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Entertainment : An Analytical Study
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Abstract :

Qawwali is a unique form of devotional music rooted in the Sufi tradition of the

Indian subcontinent, where it has become a medium of spiritual connection and

emotional release. This paper explores how qawwali, through its distinctive fusion of

sacred content and entertainment, navigates the complex relationship between

spirituality (adhyatmikta) and entertainment (manoranjan). The study analyzes the

role of qawwali in religious rituals, social gatherings, and contemporary cultural

settings, investigating its dual nature as a spiritual pursuit and a popular form of

entertainment. By examining historical roots, performance practices, lyrical themes,

and audience engagement, this paper provides a comprehensive understanding of

how qawwali maintains its relevance across both religious and secular spheres. The

research concludes by highlighting the unique cultural, psychological, and emotional

impact of qawwali performances on both practitioners and listeners.

Keywords :

Qawwali, Spirituality, Entertainment, Sufism, Cultural Impact

Introduction :

Qawwali, a form of devotional Sufi

music, is celebrated for its powerful emoti-

onal expression and its ability to evoke a

deep spiritual experience in listeners.

Originating in the Indian subcontinent,

qawwali has evolved over centuries, blending

religious devotion with vibrant performance

aesthetics. This fusion of spirituality and

entertainment is one of the defining fea-

tures of the qawwali tradition.

While qawwali9s primary role is to

enhance spiritual experiences-particularly

the longing for divine love and connection-

its lively performance style, infectious rhy-

thms and engaging melodies also make it

an enjoyable form of entertainment for

audiences across different backgrounds.

This paper seeks to examine how qawwali

successfully balances the demands of

spirituality and entertainment, exploring
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its historical evolution, musical elements,

and its psychological and social impact on

listeners.

Historical Evolution of Qawwali :

Qawwali is a distinctive form of devo-

tional music that emerged within the Sufi

mystic tradition in South Asia, particularly

in India and Pakistan. This art form blends

poetry, music, and spirituality, aiming to

bring listeners closer to the divine. Its origins,

evolution and deep spiritual significance

have made it one of the most enduring musical

forms in the region. Understanding the

historical development of Qawwali requires

delving into the roots of Sufism and its

gradual integration with the region9s

musical traditions.

The roots of qawwali trace back to

the Sufi tradition, where music played a

vital role in expressing divine love and

mystical experiences. The term <qawwali=

is derived from the Arabic word <qaul,=

meaning <utterance= or <expression.1=

Qawwali performances originally aimed

to inspire spiritual transcendence and

connect the listeners with the divine

presence through the power of music and

poetry. The history of Qawwali is closely

linked to the spread of Sufism across the

Indian subcontinent. Sufism, the mystical

branch of Islam, emphasizes the inner,

spiritual connection with God and its

practices often involve music, poetry, and

dance to elevate the soul. It was in the 13th

century that Sufism began to take a deep

hold in the subcontinent, largely through

the efforts of Persian and Central Asian

mystics. The practice of using music as a

vehicle for spiritual expression developed

as part of Sufi rituals, where it was

believed that music could aid in attaining

a closer relationship with God.2

The formation of Qawwali as a

distinct musical tradition can be traced

back to the 13th and 14th centuries,

particularly through the contributions of

the renowned Persian poet and musician

Amir Khusro (1253-1325). Khusro, who

lived in Delhi during the reign of the Delhi

Sultanate, is often considered the father

of Qawwali. His work involved blending

Persian poetry with the musical traditions

of the Indian subcontinent, including Hin-

dustani classical music, and introducing

elements such as the use of the tabla,

harmonium, and sitar in performance.

Khusro is credited with incorporating

the Persian ghazal form and devotional

themes into the music, giving birth to the

characteristic style of Qawwali that blends

intense spiritual longing with poetic

expression. His poems often explored the

themes of divine love, yearning for God,

and the separation between the human

soul and its creator. His influence on

Qawwali is enduring, and many of his

compositions remain central to Qawwali

performances today.3

The Mughal Empire, which ruled

much of South Asia from the 16th to the

19th centuries, played a crucial role in the

propagation of Qawwali. The Mughal

emperors, particularly Akbar, were great

patrons of Sufism and its associated music.

Under Akbar9s reign, Qawwali performances

were often held in royal courts, and they

became more widely recognized as an art

form. The Mughal court9s patronage

helped spread Qawwali beyond the Sufi

shrines and into the mainstream.4

By the 19th century, Qawwali perfor-

mances were regularly held at major

shrines dedicated to Sufi saints, including

the famous tomb of Khwaja Moinuddin

Chishti in Ajmer and the Nizamuddin
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Dargah in Delhi, where devotional music

played an integral role in attracting

followers. In the 20th century, Qawwali

experienced significant modernization

and international exposure. The legendary

Ustad Nusrat Fateh Ali Khan (194831997)

brought Qawwali to global audiences,

infusing it with a contemporary sensibility

while maintaining its spiritual roots.

Khan9s innovative approach, which inclu-

ded incorporating Western instrumenta-

tion and creating powerful fusion perfor-

mances, helped introduce Qawwali to the

global stage, especially through interna-

tional concerts and film soundtracks.5

Today, Qawwali continues to thrive as a

vital musical and spiritual tradition. It

remains a significant part of the cultural

fabric of South Asia while also being

enjoyed by global audiences across various

cultural and religious backgrounds.6

The historical development of Qaw-

wali reveals its deep connection to Sufi

mysticism and its evolution as a form of

both religious devotion and artistic expre-

ssion. From its origins in the 13th century,

influenced by figures such as Amir Khusro,

to its global prominence through artists

like Nusrat Fateh Ali Khan, Qawwali has

remained a powerful force in both the

spiritual and cultural lives of millions.

Key Elements of Qawwali Performance:

� Vocal Style : The lead qawwal9s voice,

often supported by a chorus, delivers

passionate renditions of spiritual

poetry.

� Rhythm and Instruments : Percu-

ssion instruments like the tabla and

dholak and the harmonium, are central

to qawwali9s performance, contributing

to its lively rhythm and melodic frame-

work.

� Lyrical Themes : Qawwali lyrics

focus on divine love, longing for God,

and the celebration of saints, often

expressing the metaphysical longing

of the soul.

Over the years, qawwali has transcen-

ded its religious origins and gained global

popularity, with famous qawwals such as

Nusrat Fateh Ali Khan, Aziz Mian, and

Abida Parveen,Wadali Brothers, Sabri

Brothers introducing the genre to wider

audiences. The blending of traditional

spiritual themes with mainstream enter-

tainment elements has made qawwali both

a revered form of devotion and a widely

enjoyed cultural performance.7

Spirituality in Qawwali :

The essence of qawwali lies in its

spiritual core. The genre is deeply rooted

in the teachings of Sufism, which empha-

sizes the personal experience of the divine

through love and devotion. Sufi mysticism

often describes the relationship between

the lover (the devotee) and the beloved

(God) as one of longing and union, a central

theme expressed in many qawwali songs.

Themes in Qawwali Lyrics :

� Divine Love and Longing : Qawwali

lyrics often describe the deep emotio-

nal bond between the devotee and the

divine. This yearning for union with

the divine is represented through

metaphors of love, separation and

longing.

� Self-Realization : Qawwali encourages

self-reflection and inner peace. By

singing about the search for inner truth

and divine understanding, qawwali

aims to elevate the listener9s conscious-

ness and purify the soul.
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� Ecstasy and Transcendence : A key

feature of qawwali is its ability to evoke

moments of ecstasy, known as <wajd.=

This state of spiritual intoxication is

a hallmark of the qawwali experience,

where the music leads the listener into

a deeper communion with the divine.8

During a qawwali performance, the

combination of evocative lyrics, emotive

singing, and the rhythmic patterns of the

instruments creates an immersive environ-

ment where participants-both performers

and listeners-experience a shared sense of

devotion and spiritual connection. The

intensity of the performance invites both

personal reflection and collective spiritual

engagement.

Entertainment Value in Qawwali :

While qawwali9s primary focus remains

on the expression of divine devotion, its

incorporation of entertainment elements

has allowed it to reach diverse audiences

beyond religious settings. The vibrant

performance style, rhythmic intensity, and

communal atmosphere contribute to

qawwali9s appeal as both a form of spiritual

expression and a lively, engaging entertain-

ment medium.

Entertainment Aspects of Qawwali :

� Rhythmic and Melodic Engage-

ment : The energetic rhythms created

by the tabla and dholak invite the

audience to physically engage with

the performance through clapping or

even dancing. The melodies and imp-

rovisations add layers of excitement

to the performance.

� Emotional Engagement : The lead

qawwal9s emotive delivery, supported

by backup singers, creates a dynamic

exchange of emotional intensity that

captivates the audience. The rapture

and ecstasy visible in the performers9

expressions often lead to spontaneous

audience reactions.9

� Charisma of Performers : Qawwali

singers, such as Nusrat Fateh Ali Khan,

have achieved iconic status not only

for their spiritual devotion but also for

their charismatic stage presence. This

makes qawwali concerts highly antici-

pated entertainment events.

Qawwali has thus evolved into a ver-

satile cultural form, appealing to listeners

across different walks of life. It is performed

at Sufi shrines, concert halls, weddings,

and even in commercial settings, demonst-

rating its unique ability to blend sacred

content with mainstream entertainment.

The Fusion of Spirituality and Entertain-

ment :

The coexistence of spirituality and

entertainment in qawwali can be viewed

as a testament to its versatility and cultural

significance. This fusion is not a compro-

mise but rather a dynamic integration that

enhances both the spiritual and entertain-

ment aspects of the performance.

� Audience Participation : The comm-

unal nature of qawwali performances,

where audiences clap, sing along, and

express emotional support for the

performers, reflects the interactive

relationship between spirituality and

entertainment. While the spiritual

message is central, the shared enjoy-

ment and collective experience add to

the sense of fulfillment.

� Spiritual Elevation and Emotional

Release : The deeply spiritual themes

of qawwali, such as longing for the divine,

are complemented by the emotional
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release that audiences experience

during performances. This combina-

tion allows listeners to achieve both

a sense of catharsis and spiritual

elevation.

� Cross-Cultural Appeal : The success

of qawwali in secular entertainment

venues-such as music festivals and

film soundtracks-demonstrates its

broad appeal. While the spiritual essence

remains intact, the entertainment value

ensures that qawwali resonates with

individuals from various cultural back-

grounds.10

The fusion of these two seemingly

divergent elements creates a profound and

engaging experience, making qawwali an

enduring cultural phenomenon that spans

both sacred and popular domains.

Conclusion :

Qawwali singing exemplifies the

successful blending of spirituality and

entertainment, offering both spiritual enri-

chment and emotional satisfaction. Rooted

in the Sufi tradition, qawwali has evolved

to become a global cultural force, engaging

audiences from all walks of life. By bala-

ncing sacred devotion with vibrant musical

performance, qawwali continues to serve

as a bridge between the divine and the

earthly, between the mystical and the

celebratory. Its capacity to evoke deep

spiritual engagement while also providing

an exciting and participatory entertain-

ment experience ensures its relevance and

appeal across generations and cultures.
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hetke&ceOÙekeâe}erve Meem$eerÙe ieeÙeve Mew}er : OeÇgheo
[e@Ê kegâceej Decyejer<e ÛebÛe} yeeieerMe hee"keâ
men-ØeeOÙeehekeâ, ieeÙeve efkeYeeie MeesOe Úe$e, ieeÙeve efkeYeeie
mebieerle Skeb cebÛe keâ}e mebkeâeÙe mebieerle Skeb cebÛe keâ}e mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer

meejebMe :

hetke& ceOÙekeâe} ceW efnvogmleeveer Meem$eerÙe mebieerle kesâ ieeÙeve keâer Skeâ vekeerve Mew}er OeÇgheo ieeÙeve Mew}er ØeÛeej-
Øemeej ceW DeeÙeer~ OeÇgheo cet}le: Meyo ØeOeeve ieerle nw leLee Fme ØeeCeYetle Meyo keâes YeekeceÙe yeveeves keâe ceeOÙece mkej
nw~ OeÇgheo ceW yeÇpeYee<ee Skeb lelmeced mebmke=âle MeyoeW keâe Yeer ØeÙeesie ngDee nw~ OeÇgheo keâe Yeeke he#e efkemle=le nw~ efpemeceW
peerkeve kesâ meYeer he#eeW Skeb YeekeeW keâer efkeefkeOelee OeÇgheo keâer ØecegKe efkeMes<elee nw~ OeÇgheo Skeâ Ssmeer ieeÙeve Mew}er nw
efpemeceW ße=bieej, keâ#Ce, keerj, keelmeuÙe Deeefo meYeer jmeeW keâer DeefYekÙeefòeâ keâer peeleer nw~

Fme ieeÙeve Mew}er ceW peneB Skeâ keie& F&Õej Yeefòeâ keâes OeÇgheo ceW ØeOeevelee oslee Lee lees otmeje keie& jepeeDeeW keâes
mlegefle keâes~ jepee ceeveefmebn, yewpet, yeKMet Deeefo ves F&Õej Gheemevee keâe leLee yeÇpe Yee<ee keâe OeÇgheo ceW meceekesMe
efkeâÙee~ leevemesve keâe DevÙe OeÇgheokeâejeW keâer jÛeveeDeeW ceW jepeeDeeW keâer mlegefle leLee DeeßeÙeoeleeDeeW kesâ iegCeieeve keâe
keCe&ve efce}lee nw~ OeÇgheo ieerle ØeejcYe keâjves kesâ hetke& Dee}ehe efkeâÙes peeles nQ efpevnW veesced-leesced keâe Dee}ehe keâne peelee
nw~ OeÇgheo ceW Ghepe }Ùekeâejer keâer peeleer nw~ }Ùe kesâ Devegmeej, MeyoeW keâer jÛevee keâer peeleer nw Deewj Fme Ghepe Éeje
ogiegve, Ûeewiegve, DeeÌ[, kegâDeeÌ[ Deeefo }ÙeeW keâes oMee&Ùee peelee nw~

yeerpe Meyo :

OeÇgheo, Mew}er, Meem$eerÙe mebieerle

efke<eÙe ØekesMe :

DeOegvee meceÙe ceW ØeÛeef}le KÙee}, "gcejer, ahhee
Deeefo Mewef}ÙeeW ceW mes OeÇgheo ieeÙeve Mew}er DeefOekeâ ßes&
keâ}eke=âefle nw~ Fme Mew}er keâer menpe, iebYeerj, Meeble,
Øeke=âefle ceW ÛebÛe}lee Deewj mkesÛÚeÛeejer MeyoeW kee}s ieerle
Yeer ØeYeekenerve yeve peeles nQ~ ÙeÅeefhe Meyo Deewj mkej kesâ
meecebpemÙe kesâ efyevee keemleefkekeâ Yeeke kÙeòeâ veneR neslee
leLeeefhe OeÇgheo Mew}er kesâ mkeeYeeefkekeâ iebYeerj Deewj ÂÌ{
mkejesÛÛeejCe kesâ Thej mkesÛÚeÛeejer MeyoeW kesâ ØeYeeke
GYejves veneR heeles~ Fme Øekeâej OeÇgheo keâer ßes&lee keâe

otmeje he#e nw jÛeveelcekeâ Glke=â<alee~ meeLe ner ØeeÛeerve
Mew}er keâer DeeYee OeÇgheo ieeÙeve Mew}er kesâ ceeOÙece mes nceW
megveves mecePeves keâes efce} peeleer nw~ OeÇgheo ieeÙeve Mew}er
kesâ ØeÛeej-Øemeej nesves mes hetke& YeejleerÙe Meem$eerÙe mebieerle
ceW ØeyevOe, kemleg, #hekeâ Deeefo ieerle Mewef}ÙeeW keâe ØeÛeej
Lee~ 88OeÇgheo ceW kÙekeùle YeejleerÙe jeie leLee GveceW De}bkeâej
mecyevOeer peefa}lee kesâ DeYeeke kesâ keâejCe ner OeÇgheo keâes
pevemeeOeejCe ceW ceevÙelee efce}er~99 11keeR mes 13keeR
Meleeyoer lekeâ cegefm}ce Dee:eâceCeeW ke Gvekesâ Meemeve kesâ
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keâejCe (meebmke=âeflekeâ heefjefmLeefleÙeeW) OeÇgheo keâe mke#he
yeo} Ûegkeâe Lee~ 15keeR Meleeyoer ceW ceeveefmebn leescej
jepee ves OeÇgheo keâes hegve: ØeÛeej ceW }eves keâe ØeÙeeme
efkeâÙee Deewj meheâ} ngS~ OeÇgheo keâer meeefneflÙekeâ yebefoMe
mkeeYeeefkekeâ #he mes megvoj, ØeYeekehetCe& F&Õej leLee efkeefMe<a
oskeer-oskeleeDeeW keâer mlegefle ke DeejeOevee Ùegòeâ yebefoMe kesâ
#he ceW Yeer LeeR~ hejbleg yeeo ceW OeÇgheo ke Øeke=âefle kesâ keCe&ve
mes Ùegòeâ jepeeDeeW ke meceÇeaeW Deeefo kesâ ØeMebmee mes Ùegòeâ
yebefoMe yeveves }ieeR~

OeÇgheo keâe DeLe& Skeb heefjYee<ee :

Meeefyokeâ Âef<a mes OeÇgheo keâe DeLe& efkeefYeVe MeyokeâesMeeW
ceW Fme Øekeâej efoÙee ieÙee nw :

mebmke=âle efnvoer keâesMe : OeÇgke (Oe=+keâ) efmLej,
Dea}, ÂÌ{, DeÛe}, mLeekej, mLeeÙeer, Deheefjkele&veerÙe,
MeeÕele~

heo-hewj, hebefòeâ, ÛejCe ÛeewLeeF& Yeeie (efkeâmeer keâefkelee
Ùee M}eskeâ keâe DeLe&)~

ceevekeâ efnvoer keâesMe :

OeÇgheo-jeie jeefieefveÙeeW kesâ ieeves keâer efkeefMe<a Mew}er
Ùee efheâj GmeceW }Ùe Deewj mkej efyeukegâ} yebOes nesles nQ
Deewj efpemeceW efmLele }Ùe ceW kegâÚ Yeer efkeÛe}ve veneR nes
mekeâlee~ Fmekeâe ØeÛe}ve F&Ê15keeR Meleeyoer kesâ Deble ceW
ikeeef}Ùej kesâ jepee ceeve efmebn leescej Éeje efkeâÙee ieÙee~

(OeÇgke efmLej nesvee) :

keâ) meoe Skeâ mLeeve hej DeLekee pÙeeW keâe lÙeeW keâe
yevee jnves kee}e (DeÛe}, Dea})~

Ke) meoe Skeâ ner DekemLee ceW Ùee Skeâ #he ceW yevee
jnves kee}e~ (efvelÙe MeeÕele)~

ie) efpemeceW efkeâmeer Øekeâej keâe Deblej ve heÌ[ mekesâ Ùee
Deheefjkele&veerÙe, efyeukegâ} ÂÌ{, efveefMÛele, hekeäkeâe~

Ie) OeÇgkeheo veecekeâ ieerle

efnvoer Meyo meeiej :

OeÇgheo Skeâ ieerle efpemekesâ Ûeej legkeâ nesles nQ- mLeeÙeer,

Debleje, mebÛeejer Deewj DeeYeesie~ keâesF&-keâesF& heeBÛe legkeâ Yeer
ceeveles nQ~ Fmekesâ Éeje oskeleeDeeW keâer }er}e jepeeDeeW kesâ
ÙeMe Deewj Ùegæeefo keâe keCe&ve ietÌ{ jeie-jeefieveerÙeeW mes
Ùegòeâ ceevee peelee nw~

efkeMee} Meyo meeiej :

OeÇgheo Skeâ Øekeâej keâe hekeäkeâe ieevee efpemekeâer }Ùe
Deewj mkej efyeukegâ} yeBOes ngS nesles nQ leLee efpemeceW
oskeleeDeeW keâer mlegefle Deeefo nesleer nw~

ßeerceleer meg}esÛevee ye=nmheefle peer ves 8OeÇgkeheo9 mebyebOeer
efkeÛeejeW keâes Øekeâa keâjles ngS keâne, 8heo9 keâe DeLe&
meeLe&keâ Meyo mecetn Ùee Yee<ee nw~ ken heo pees 8OegÇke9
veecekeâ iesÙe ØeyebOeeW ceW ØeÙegòeâ nes, ken OeÇgkeheo nw,
DeleSke OeÇgheo Meyo veecekeâ ØeyevOeeW kesâ Yee<ee he#e keâe
yeesOekeâ nw~

GhegÙe&òeâ celeeW mes %eele neslee nw efkeâ heefke$e ieerleeW keâe
Ùee owefkekeâ ieerleeW keâe ieeve ner OeÇgheo nw~ mebieerle kesâ
Devleie&le nceW Ûeej Øekeâej kesâ heo efce}les nQ :

1. De<aheo 3. efke<Cegheo

2. yeÇÿeheo 4. OeÇgkeheo

GheÙe&gòeâ Ûeej Øekeâej kesâ heo ieerleeW ceW leerve heo ieerleeW
DeLee&led De<aheo, yeÇÿeheo leLee efke<Cegheo keâes ÚesÌ[keâj
OeÇgkeheo Fve meye ceW kÙeehekeâ #he mes Øeefmeæ nw~ De<aheo,
yeÇÿeheo leLee efke<Cegheo FlÙeeefo Yeefòeâ jme ØeOeeve heoeW
keâe ieeÙeve OeÇgkeheo Mew}er keâer Skeâ Deewj Oeeje nw efpemes
nkes}er mebieerle keânles nQ Gmekesâ Debleie&le neslee nw~

OeÇgheo cegKÙe #he mes Skeâ Glke=â<a Deewj iebYeerj
ieeÙeve efkeOee nesves kesâ meeLe-meeLe ceeveke-peerkeve kesâ DevÙe
he#eeW keâes Yeer efke<eÙekemleg yeveekeâj iesÙe ceeOÙece yeveelee
nw~ ceOÙe Ùegie ceW efpeleves Yeer keâ}ekeâej jepÙeeßeÙe ceW
jns, GvneWves F&Õej-mlegefle kesâ meeLe Deheves DeeßeÙeoelee
keâe iegCeieeve OeÇgheo kesâ ceeOÙece mes efkeâÙee~ ße=bieej ØeOeeve
OeÇgheo Yeer keâeheâer cee$ee ceW jÛes ieÙes~ nkes}er OeÇgheo ceW
kesâke} Yeefòeâ jme ØeOeeve heoeW keâe ner ieeve neslee nw~
ceOÙekeâe} keâe OeÇgheo keâe keâe} Lee~ Fme Ùegie ceW OeÇgheo
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Deheveer efkeMes<eleeDeeW kesâ keâejCe meYeer ieeÙeve Mewef}ÙeeW ceW
GÛÛelece mLeeve hej efkeÅeceeve Lee~ kele&ceeve meceÙe ceW Yeer
OeÇgheo keâe meYeer ieeÙeve efkeOeeDeeW ceW Dehevee Skeâ efkeefMe<a
mLeeve nw~

OeÇgheo keâer heefjYee<eeSB :

efkeefYeVe efkeÉeveeW ves Deheves «evLeeW ceW OeÇgkeheo DeLekee
OeÇgheo keâer heefjYee<ee Fme Øekeâej oer nw :

mebieerle meceÇea leevemesve ves OeÇgheo keâer mkeleb$e
heefjYee<ee veneR oer nw~ Gvekesâ OeÇgheo ceW Gvekeâer OeÇgheo
mecyevOeer OeejCee keâe heefjÛeÙe efce}lee nw~ leevemesve keâer
Âef<a ceW OeÇgheo keâes Ûeej legkesâb nesveer ÛeeefnS~ OeÇgheo keâes
Megæ De#ejeW mes Ùegòeâ DeÛÚs ieg#DeeW kesâ efMe<ÙeeW Éeje
efkejefÛele leLee veke jmeeW ceW ÙeLeekemej efkeâmeer Yeer Skeâ jme
ceW Ùegòeâ nesvee ÛeeefnS~ jeie Deewj jme ceW Gvekeâer Øeke=âefle
keâer Âef<a mes meecebpemÙe GefÛele nw~

Deyeg} heâpe} ves 8DeeFves Dekeâyejer9 ceW OeÇgheo
keâer heefjYee<ee Fme Øekeâej oer nw, 88OeÇgheo leerve Ùee Ûeej
hebefòeâÙeeW mes efveefce&le heo nw, Gve hebefòeâÙeeW keâer }byeeF& kegâÚ
Yeer nes mekeâleer nw~ Fve OeÇgheo keâe efke<eÙe ØeOeeveleÙee Gve
kÙeefòeâÙeeW keâer ØeMebmee nesleer nw~ pees Deheves heew#<e DeLekee
iegCeeW kesâ keâejCe Øeefmeæ nesles nQ~ OeÇgheo Deeieje, ikeeef}Ùej,
yewjer leLee Deeme-heeme kesâ #es$eeW ceW ØeÛeef}le Lee~

efpeve OeÇgheo ceW ke=â<Ce keâer mlegefle nesleer Leer Gvekeâes
Deyeg}-heâpe} ves OeÇgheo ve keânkeâj efke<Cegheo keâne nw~
OeÇgheo ieeves kee}s Gvekeâer Âef<a ceW keâ}ekevle nQ Deewj
mebYekele: efke<CegheoeW kesâ ieeves kee}s keâerjdòeefveÙes~ OeÇgheo
Deewj efke<Cegheo ceW Deblej peeveves kesâ ef}S Deyeg} heâpe}
kesâ Devegmeej ceLegje ceW ieeÙes peeves kee}s ieerle efke<Cegheo nQ
pees Ûeej Ùee Ú: hebefòeâÙeeW mes efveefce&le KeC[eW mes yeves nesles
nQ~ Fmekeâe efke<eÙe ke=â<Ce-mlegefle neslee nw~

ßeer efke<Ceg YeeleKeC[s peer ves OeÇgkeheo keâer heefjYee<ee
Fme Øekeâej oer nw efkeâ OeÇgkeheo kesâ Ûeej Yeeie- mLeeÙeer,
Debleje, DeeYeesie Deewj mebÛeejer nesles nQ Deewj kegâÚ OeÇgkeheoeW
ceW kesâke} mLeeÙeer Deewj Debleje ner nesles nw~ keerj, ße=bieej

Deewj Meeble jme keâer ØeOeevelee OeÇgheo ceW nesleer nw Deewj
Yee<ee GÛÛe ßesCeer keâer nesleer nw, Fvekeâe Ûeewlee} met}heâekeâ,
Pechee, leskeje, yeÇÿe, #õ FlÙeeefo lee}eW ceW neslee nw~

YeeleKeC[s peer OeÇgheo ieeve keâes ceoe&vee Deewj peesjoej
keânles nQ~ efm$eÙeeW kesâ Éeje OeÇgkeheo keâe ieeve keâe Gu}sKe
Deyeg} heâpe} ves efkeâÙee nw~ GvneWves yeleeÙee 8oheâpeve9
veecekeâ efm$eÙeeB OeÇgkeheo Yeer ieeleer Leer~

meenyepeeoe cegncceo DeMeÌHeâekeâ De}er KeeB Ùes
vekeeye nwoj De}er KeeB kesâ Úesas heg$e DeLee&led Úcceve meenye
kesâ Úesas YeeF& Les~ Fvekeâe keâLeve nw efkeâ OeÇgkeheo keâefkeòe keâe
meòke nw~ Ùen ØeeÙe: F&Õej keâer ØeMebmee nesleer nw~ Fmekesâ nj
efcemejs (KeC[) keâe veece he=Lekeâ-he=Lekeâ nw~ Deepekeâ} Ûeej
efcemejs-DemLeeF&, Debleje, mebÛeejer, DeeYeesie nQ~

GheÙe&gòeâ meYeer heefjYee<eeDeeW ceW OeÇgheo keâe pees mke#he
nceW osKeves keâes efce} jne nw ken kele&ceeve OeÇgheo mes
keâeheâer no lekeâ efYeVe nw~ Gme meceÙe OeÇgkeheo keâe mke#he
Ssmee veneR Lee pewmee Deepe nw~ OeÇgheo efkekeâeme keâer Fme
DekemLee ceW efkeâme Øekeâej hengBÛee, Fme mecyevOe ceW efkeefYeVe
efkeÉeve Deheves-Deheves cele Fme Øekeâej Øekeâa keâjles nQ -

[e@Ê MejleÛevõ ßeerOej hejebpehes OeÇgheo kesâ Gûce
ke efkekeâeme kesâ meboYe& ceW Dehevee cele Fme Øekeâej osles nQ
efkeâ, 88meeceevÙele: Ùen ceevee peelee nw efkeâ Fme ieerle
Mew}er (OeÇgheo) keâer GÆekevee ikeeef}Ùej kesâ jepee ceeveefmebn
leescej kesâ Éeje ngF&~99 lelkeâe}erve «evLeeW keâe mhe<a mee#Ùe
nw efkeâ Ùen vejsMe OeÇgheo Mew}er kesâ cece&%e %eelee Les leLee
Fvekesâ DeeßeÙe ceW OeÇgheo kesâ Deveskeâ keâ}ekeâej GheefmLele
ngS Les~

OeÇgheo Mew}er Fmemes hetke& ØeÛeef}le nesves kesâ mecyevOe
ceW ØeceeCe mebmke=âle «ebLeeW ceW efkekeâerCe& efce}les nQ~ Fme
Mew}er keâes Meem$eerÙe leLee }eskeâmebieerle oesveeW ceW meceeve
mLeeve Lee~ OeÇgkee ieerleeW kesâ ieeÙeve keâe Yeer Gu}sKe nw pees
Gme meceÙe Gmekesâ ØeÛeef}le nesves keâe mee#Ùe Øemlegle
keâjlee nw~ lelkeâe}erve veeakeâeW ceW efYeVe-efYeVe ØemebieeW hej
Fve ieerleeW keâe ieeÙeve neslee Lee~
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8keâeocyejer9 ceW Yeer OeÇgkee ieerleeW mes meceefvkele mebieleeÙeespeve
keâe Gu}sKe nw~ kegâÚ hetke&keâe}erve megyevOeg kesâ 8keemekeoòee9
veecekeâ GhevÙeeme ceW OeÇgkee ieeÙeve kesâ ØeÛe}ve keâe mhe<a
mebkesâle Ghe}yOe nw~ veeayeMeem$e kesâ Devegmeej Fme ieerle
Mew}er keâe ØeÛe}ve Yejle hetke& keâe} ceW Yeer jne nw~
veeaye Meem$ekeâej kesâ keâLeevegmeej OeÇgkee ieerleeW keâe }#eCe
leLee mke#he veejo pewmes ØeeÛeerve mebieerle%e kesâ «ebLeeW ceW
Ghe}yOe Lee leLee Fmeer Mew}er kesâ DeeOeej hej Gmekeâe
}#eCe efkeOeeve veeayeMeem$e ceW efkeâÙee ieÙee nw~

veeayeMeem$e kesâ keâe}KeC[ ceW veeaye ieerleeW ceW
8OeÇgkee ieerlees9 keâe mLeeve ØecegKelece Lee~ GmeceW Øeehle
ceOÙekeâe} mes Deepe lekeâ Ghe}yOe 8OeÇgheo9 keâe efkekeâeme
FvneR OeÇgkee ieerleeW mes ngDee nw, Fme ieerle Mew}er keâes OeÇgheo
DeLekee 8OeÇgkeheo9 kesâ veece mes DeefYeefnle efkeâÙee peelee nw~

ßeer ÛewlevÙe osmeeF& kesâ celeevegmeej Yejle Éeje
keefCe&le OeÇgkee ieerle ner ceOÙe Ùegie ceW OeÇgkeheo leLee DeeOegefvekeâ
meceÙe ceW OeÇgheo keâns peeves }ies~ 15keeR leLee 16keeR
Meleeyoer DeLee&led Dekeâyej ke ceeveefmebn kesâ meceÙe OeÇgheo
Oeceej ieeÙeve Deheves Ûejceeslkeâ<e& hej Lee~

OeÇgheo yeeefveÙeeB :

ceOÙekeâe} ceW OeÇgheo ieeÙeve Mew}er keâes efYeVelee Skeb
jerefle kesâ DeeOeej hej }eskeâYee<ee ceW ØeeogYee&keke ngDee
efpemes ieesnejer, Keb[ejer, veewnejer Skeb [eiegj keeCeer kesâ
veece mes peevee ieÙee~ hebÊ YeeleKeC[s peer ves keeCeer keâe
DeLe& mkejefÛele ieeve Mew}er Ùee ieerle keâes ner yeleeÙee nw
cegncceo keâjce Fkeâece ves Deheveer ke=âefle ceoevegDe} ceewmeerkeâer
ceW keeefCeÙeeW keâe mLeeve kesâ Devegmeej efkeYeepeve efkeâÙee nw~
leevemesve ikeeef}Ùej mes mecyeefvOele, KeC[ej ØeosMe mes
mecyeefvOele jepee mecceesKeve efmebn keâer KeC[ej keeCeer,
Debie ØeosMe mes mecyeefvOele yeÇpeÛevo keâer [eiegjkeeCeer,
veewnej mLeeve mes mecyeefvOele ßeerÛevo keâer veewnejkeeCeer keâes
mhe<a keâjles ngS oesne -

88peesj-peesj mes Keb[ej ieekes,
ceOegj yees} keâes veewnej }skes~

meebme yeÌ[er nw ieeskej nej keâer,
Dee}eheÛeejer nw [eiegj keâer~~9912

Fme Øekeâej OeÇgheo Mew}er keâer Ûeej keeefCeÙeeB- KeC[ej,
[eiegj, ieesyejnej, veewnej Fme yeele keâe Øeleerkeâ nQ efkeâ
OeÇgheo ieeÙekeâer kesâ Meem$eerÙe efveÙece Skeâ meceeve nesles ngS
Yeer mkej }Ùe kesâ efkeefYeVe ØeÙeesie, Deekeepe kesâ }ieeke,
Dee}ehe keâer ØeOeevelee DeLekee De}bkeâej keCe& Deeefo keâer
ØeÛegjlee kesâ DeeOeej hej OeÇgheo Mew}er kesâ ieeÙekeâeW Deeefo
kesâ efkeefYeVe keie& yeve ieÙes efpevnW keâe}eblej ceW keie&, mecegoeÙe,
hejcheje DeLekee Iejevle kesâ veece mes hegkeâeje ieÙee~ Fme
Øekeâej OeÇgheo kesâ DeeOegefvekeâ hejchejeÙeW (Iejeves) keeefCeÙeeW
keâer keâefleheÙe efkeMes<eleeDeeW keâe ØeefleefveefOelke keâjleer nQ~

OeÇgheo keâer yeeefveÙeeB :

pewmee efkeâ GheÙe&gòeâ DeOÙeÙeve mes mhe<a nw efkeâ jepee
ceeveefmebn leescej kesâ Ùegie ceW OeÇgheo keâe pees heefj<ke=âle
mke#he efveefMÛele ngDee GmeceW Ûeej yeeefveÙeeB efveOee&efjle
keâer ieÙeer pees, Fme Øekeâej nw :

1. ieewjnejer yeeveer efpemes ieewÌ[nej yeeveer DeLekee ieesyejnej
yeeveer Yeer keâne peelee nw~

2. [eiegj yeeveer

3. KeC[ej yeeveer

4. veewnej yeeveer

ieesyejnej yeeveer :

Fmes ieesyejnejer, ikeejer Deewj ieewjnej Deeefo keâF&
veeceeW mes hegkeâeje peelee nw~ keemleke ceW Ùes ikeeef}Ùej
Mew}er nw~ ikeeef}Ùej keâe ken Yeeie ieew-hee}ve keâjves
kee}s }esieeW keâe Øeefmeæ mLeeve jne nw, efpemes ieeshee}Ûe}
Yeer keâne peelee nw~ ikee}eW keâe osMe nesves kesâ keâejCe Fmes
ikeeef}Ùejer veece mes Øeefmeefæ Øeehle ngF&~ ÙeneB kesâ }esieeW
keâer Mew}er, yees}Ûee}, Yee<ee FlÙeeefo meye Fmeer yeeveer
kesâ veece mes henÛeeves peeles nQ~

kegâÚ }esie Fmes ieewÌ[er yeeveer keânles nQ~ Gvekesâ
celeevegmeejj Ùes veece ieewÌ[er yeÇeÿeCeeW keâer ieeÙeve Mew}er keâe
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Åeeslekeâ nw~ hejvleg Ùes OeejCee kesâke} mebkegâefÛele Âef<akeâesCe
keâer heefjÛeeÙekeâ nw~ keemleke ceW ikeeef}Ùej Yet-Yeeie mes ner
yeeveer kÙeehekeâ #he mes mecyevOe jKeleer nQ~ Fme yeeveer ceW
Deeme ke ceerÌ[ keâer ØeOeevelee jnleer nw~ oes De#ej Ùee oes
heoeW kesâ yeerÛe kesâ Deblej ceerÌ[ Ùee Deeme mes Yejs peeles nQ~
DeekeeÌpe keâe :eâce atavee veneR nw~ yeeveer keâer mkejekeef}ÙeeB
DeekeMÙekeâ efveÙece Devegmeej ceerÌ[Ùegòeâ nesleer nw~ efkeâmeer
cee$ee hej peesj osves kesâ ef}S ceerÌ[ ke Deeme keâes ner
GheÙeesie ceW }eÙee peelee nw~ Ùes Mew}er mej}, meerOeer Deewj
efke}efcyele }ÙeÙegòeâ nesves mes Meeble, ße=bieej, keâ#Ce leLee
keerj jme kesâ ef}S megvoj Øeleerle nesleer nw~ Fme Mew}er kesâ
OeÇgheo Meeble, ße=bieej, keâ#Ce ke keerj jme ØeOeeve nesles nQ~
Deveskeâ ØeÛeef}le ke DeØeÛeef}le lee}eW ceW Ùes OeÇgheo efveyeæ
nesles nQ~

[eiegj yeeveer :

Fme yeeveer keâe mecyevOe Yeer efou}er kesâ efvekeâa keâe
Yet-Yeeie jne nw~ keânles nQ efkeâ efou}er kesâ heeme [e@ie
veecekeâ Skeâ yeÌ[e peveheo Lee, peneB keâYeer Ievee pebie}
ngDee keâjlee Lee Deewj Deveskeâ kevÙe heMeg efkeÛejles Les~
keneB jnves hej }esie [eÙejer keân}eles Les~ Gve }esieeW keâer
Yee<ee yees}Ûee} Yeer [eiejer veece mes peeveer peeleer Leer~
pewmes-pewmes Ùes pebie} meeheâ nesles ieÙes, kewmes-kewmes keneB keâe
peve-peerkeve Yeer megkÙekeefmLele Deewj efkekeâefmele neslee ieÙee~
mebieerle keâ}e keâes efkeMes<e Øeeslmeenve efce}e~ Ùen yeeveer
Deheveer Megælee, mej}lee, mener megj Mew}er leLee iecekeâeW
kesâ meeLe ke:eâ jsKeerÙe ceerC[eW hej OÙeeve kesâefvõle keâjleer
nw~ mebieerle ceW ÙeneB keâer [eiegj Mew}er keâes [eiegve yeeveer kesâ
veece mes Deeoj efce}e~ [eiegj yeeveer ceW efke}efcyele Deewj
ceOÙe}Ùe ceW OeÇgheo ieeves keâe efjkeepe nw~ OeÇgheo ieerle
DeefOekeâ MeyoeW kee}s nesles nQ Deewj veevee Øekeâej keâer
}ÙekeâeefjÙeeW keâe ØeoMe&ve keâjles ngS OeÇgheo ieeves keâer ØeLee
nw~ Deekeepe keâes yeejerkeâ ke yeg}vo jKee peelee nw~

KeC[ej yeeveer :

KeC[ej yeeveer KeC[ej veecekeâ Skeâ mLeeve
ceW efkeÅeceeve nw~ Ùes mLeeve keâYeer Glke=â<a keâ}ekeâejeW keâe

ieÌ{ ceevee peelee Lee~ keneB kesâ }esieeW keâer yees}Ûee}
Yee<ee Deewj mLeeveerÙe [eÙe}a keâer pees Mew}er Leer, Gmes
KeC[e} Ke KeC[ej Mew}er kesâ veece mes peevee peelee nw~
Ùes yeeveer Deespe Deewj keerjleehetCe& nesves kesâ keâejCe iecekeâ
ØeOeeve yeveer nw~ Keg}e [g}e Deekeepe Deewj lewÙeejer kesâ
OeÇgheo Fmeer yeeveer keâer efkeMes<elee jns nQ~ cenjepe meceesKeve
efmebn Fme yeeveer kesâ yeÌ[s Øeefmeæ keâ}ekeâej ngS nQ~

veewnej yeeveer :

Fme yeeveer mecyevOe nefjÙeeCee kesâ meeLe }ieles ngS
jepemLeeve ceW efmLele veewnej veceekeâ mLeeve mes pegÌ[e nw~
keneB kesâ jnves kee}s }esie veewnejer keân}eles Les~ Gvekeâer
Yee<ee mLeeveerÙe [eÙe}skeäa Deewj yees}Ûee} ceeves peeles
nQ~ Fmeer yeeveer ceW Úta Debie ØeOeeve neslee nw~ Fkeäkeâe,
}nkeâ, onkeâ, ogjve-cegjve, efn}e-[}g}e, MesjeW pewmeer
DeekeeÌpe Deewj lee} ØeOeeve ceOegj ØeoMe&ve Fme yeeveer keâer
efkeMes<elee ceeveer peeleer nw~ veevee Øekeâej keâer lee}eW keâe
Fme yeeveer ceW ØeÙeesie neslee jne nw~ FmeceW ße=bieej jme
ØeOeeve ØeoMe&ve neslee nw~ jeie keâer Megælee ke Gmekeâer
mepeekea-yeveekea keâe efkeMes<e OÙeeve jKee peelee nw~

OeÇgheo keâer efkeefYeVe yeeefveÙeeW kesâ DeOÙeÙeve mes yeeefveÙeeW
kesâ efkeefOe-efkeOeeve leLee GveceW ØeÙegòeâ lekeâveerkeâ ke OeÇgheo
ieeÙeve keâer efkeMes<eleeDeeW keâe yeesOe neslee nw~ OeÇgheo ieeÙeve
ves De}ie-De}ie Deewj DeveekeMÙekeâ efkeefOeÙeeW keâe lÙeeie
keâjkesâ megvoj, megefmLele efveÙeceeW keâes ceeveves keâer kÙekemLee
yeveeÙeer~ leYeer mes OeÇgheo Skeâ meke&ceevÙe Glke=â<a ieeÙeve
efkeOee kesâ #he ceW ÛeejeW lejheâ Dehevee ØeYeeke efmeæ keâjves
keâer efmLeefle ceW DeeÙee~

Fve yeeefveÙeeW kesâ DeeOeej hej Yeer Deeies Ûe}keâj
OeÇgkeheo ieeÙekeâeW kesâ De}ie-De}ie Iejeves yeves Deewj
Deveskeâ OeÇgheo ieerleeW keâer iegCeerpeveeW ves jÛevee keâer~ OeÇgheo
Skeâ Mew}er kesâ #he ceW Yeer mLeeefhele ngDee DeLee&led efpeme
{bie mes OeÇgheo ieeÙee peelee nw DeLekee OeÇgkeheo ieeÙeve kesâ
pees efveÙece nQ kees Gmekeâer Mew}er nw~ Mew}er kesâ Debleie&le oes
he#e Dee peeles nQ- ieeÙeve he#e ke keeove he#e~ keeove he#e
ceW yeervekeâej meyemes DeefOekeâ ØecegKe jns nQ efheâj Yeer kegâÚ
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mejeso keeokeâ Yeer OeÇgheo Mew}er kesâ yengle Øeefmeæ keâ}ekeâej
ngS~ OeÇgheo Mew}er kesâ ieeÙekeâ keeokeâ keâ}ekele keân}eles
Les~ jepeojyeejeW ceW leLee mebieerle ieesef&ÙeeW ceW OeÇgheo ieeÙekeâeW
keâe meeLe yeervekeâej efoÙee keâjles Les~ Fmeef}S ieeves keâes
yeerve kesâ ceeOÙece mes yepeeves kesâ ef}S GvnW Yeer meye kegâÚ
Ùeeo neslee Lee pees efkeâ OeÇgheo ieeÙekeâ keâes neslee Lee~

OeÇgheo Mew}er keâer ieeÙeve efkeefIe :

OeÇgheo ieeÙeve Mew}er keâYeer Skeâ pewmeer veneR jner
keäÙeeWefkeâ mebieerle Skeâ ef:eâÙeelcekeâ keâ}e nw, Dele: meceÙe-
meceÙe hej efkeefkeOe heefjkele&ve nesves mkeYeeefkekeâ nw~ Ùener
yeele OeÇgheo hej Yeer }eiet nesleer nw~ OeÇgheo ieeÙeve kesâ
cegKÙele: oes Yeeie nesles nQ :

1. Deefveyeæ

2. efveyeæ

Deefveyeæ ieeve kesâ Devleie&le yebefoMe ieeves mes hetke&
lee} kesâ yebOeve mes cegòeâ Dee}ehe efkeâÙee peelee nw efpemes
Deepe veesce-leesce kesâ Dee}ehe keâer meb%ee oer peeleer nw leLee
efveyeæ ieeve kesâ Devleie&le OeÇgheo ceW ieeÙee peeves kee}e
heo Deelee nw pees efkeâ megj, lee}, jeie ceW yebOee neslee nw~

Deefveyeæ ieeve kesâ Devleie&le pees Dee}ehe efkeâÙee
peelee nw, Ùen Dee}ehe meYeer OegÇheo ieeves kee}s veneR
keâjles Les~ hebpeeye ceW pees OeÇgheo ieeÙee peelee jne nw,
GmeceW leesce-veesce kesâ Dee}ehe keâjves keâer ØeLee veneR Leer~
ve ner leevemesve kesâ meceÙe ceW efkeâmeer Ssmeer ØeLee keâe keâesF&
ØeceeCe efce}lee nw~ Deheves-Deheves lejerkesâ mes Ùee Deheveer
hejcheje kesâ efjkeeÌpe kesâ Devegmeej kes }esie Dee}ehe efkeâÙee
keâjles Les~ lelheMÛeeled kes lee}yeæ jÛevee ieeles Les efpemeceW
kes FÛÚe Devegmeej yees}yee@a Skeb }Ùekeâejer efoKeeles Les~
veesce-leesce kesâ Dee}ehe keâer ØeLee 19keeR Meleeyoer keâer osve
nw Deewj Fme ØeLee keâes veewnej yeeveer leLee [eiegjyeeveer ves
DeheveeÙee Deewj Fmekeâe efjkeepe [e}e nw~ DevÙe efkeâmeer
yeeveer kesâ OeÇgheokeâej mes Fme Øekeâej keâe Dee}ehe Ûeej
ÛejCeeW ceW megveves keâes veneR efce}lee Lee~ FvneR keâes megvekeâj
OeÇgheo kesâ kegâÚ vekeerve IejeveeW ves veesce-leesce keâe Dee}ehe
keâjves keâe :eâce DekeMÙe Dehevee ef}Ùee nw :

1. mLeeÙeer keâe Dee}ehe

2. Debleje keâe Dee}ehe

3. mebÛeejer keâe Dee}ehe

4. DeeYeesie keâe Dee}ehe

mLeeÙeer keâe Dee}ehe yeÌ[s Megæ #he mes Meebeflehetke&keâ
efkeâÙee peelee nw~ mkej keâe }ieeke meerOee mhe<a Deewj
ØeYeekeMee}er neslee nw~ mkejeW keâer G}a-he}a Deewj
Gvekesâ De}ie-De}ie Deboepe yeÌ[s Deekeâ<e&keâ {bie mes
efoKeeÙes peeles nQ~ Dee}ehe keâe Ùes #es$e cevõ mehlekeâ
Deewj ceOÙe mehlekeâ ceW jnlee nw Deewj leej <e[dpe keâes
kesâke} keâCe #he ceW ØeÙegòeâ keâjkesâ veerÛes kesâ mkejeW keâer
:eâefcekeâ yeÌ{le keâer peeleer nw~ Fme Yeeie kesâ Dee}ehe keâer
meceeefhle hegve: ceOÙe <e[dpe hej nesleer nw~

Devleje keâe Dee}ehe ØeeÙe: ceOÙe mehlekeâ kesâ iebOeej,
ceOÙece Ùee hebÛece mes Dee}ehe ØeejcYe keâjkesâ leej <e[dpe
hej hengBÛekeâj Gme hej vÙeeme efkeâÙee peelee nw~ Fmekesâ
Deefleefjòeâ leej mehlekeâ ceW peneB lekeâ Yeer Deekeepe Dee pee
mekeâleer nes keneB lekeâ Dee}ehe keâe #es$e jnlee nw~ Fme
Yeeie kesâ Dee}ehe ceW yengle meeoieer mej}lee Deewj mhe<alee
keâe OÙeeve jKee peelee nw~ mkejeW keâes De}ie-De}ie
Deboepe ceW DelÙevle Øeeke=âeflekeâ {bie mes }ieeÙee peelee nw~
Fme Dee}ehe keâe meceeheve Yeer ceOÙe <e[dpe hej efkeâÙee
peelee nw~ Fme Dee}ehe ceW jeie keâe hetCe& mke#he mhe<a
Deewj ØelÙe#e #he ceW meeceves Dee peelee nw~

mLeeÙeer ke Devleje keâe Dee}ehe keâjves kesâ heMÛeeled
mLeeÙeer Deewj Devleje efce}ekeâj Dee}ehe efkeâÙee peelee nw
Deewj Fme Yeeie keâes mebÛeejer Yeeke keâe Dee}ehe keânles nQ~
Fme Yeeie ceW keâ}ekeâej cevõ, ceOÙe Deewj leej veerÛes
mehlekeâeW ceW yeÌ[s Glke=â<a {bie mes Dee}ehe keâjlee nw~

mkej }ieeke keâe Deboepe ceerÌ[ iecekeâ, Úta, Fkeäkeâe,
keâCe Deewj G"eve Ùegòeâ nes peelee nw~ De}ie-De}ie
mkejeW mes Dee}ehe keâer G"eve nesves kesâ keâejCe Dee}ehe
Deewj Yeer meewvoÙe& Ùegòeâ nes peelee nw~ Demleg leerveeW ØekeâejeW
keâe Dee}ehe yeÌ[s "njeke, iebYeerjlee Deewj DeevevohetCe&
efkeâÙee peelee nw~
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mebÛeejer Dee}ehe keâes ner peye ieefleÙegòeâ #he ceW
efkeâÙee peelee nw lees DeeYeesie keânles nQ~ Ùen Dee}he ieefle
ØeOeeve neslee nw~ peye Ùen Dee}ehe efkeâmeer keeÅe hej
efkeâÙee peelee nw lees Gmes peesÌ[keâj Dee}ehe keânles nQ
DeLee&led Dee}ehe keâe DeeYeesie Yeeie Skeâ efkeMes<e ieefle,
pees ØeeÙe: ceOÙe}Ùe nesleer nQ; kesâ Devleie&le leer:e nes peelee
nw DeLee&led õgle nes peelee nw~ peye Dee}ehe keâe ogiegve
keâjles nQ lees peesÌ[ keân}elee nw leLee peye peesÌ[ keâe ogiegve
keâjles nQ lees Pee}e keân}elee nw~ ieeÙekeâ Ùee keeokeâ
Deheveer #eceleevegmeej efpelevee Yeer õgle ieefle ceW Dee}ehe
keâj mekeâlee nw~ Gmekeâes keâjves keâer Úta nesleer nw~

õgle }Ùe ceW Dee}ehe keâjves kesâ yeeo ieerle ieeÙee
peelee nw~ Ùen OeÇgheo Mew}er keâe ØeeCe nw~ OeÇgheo keâer heo
jÛevee ceW GÛÛekeâesefa kesâ meeefneflÙekeâ MeyoeW keâe Úboyeæ
#he ØeÙegòeâ neslee nw~ OeÇgheo kesâ heoeW ceW ØeeÙe: Yeefòeâ jme
ØeOeeve jÛeveeDeeW keâe cet} m$eesle nw~
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Gòej YeejleerÙe Meem$eerÙe ieeÙeve ceW }#eCeieerle keâer Yetefcekeâe
kegâÊ oerefhekeâe heas} [e@Ê jefMcekeâe efceßee
ieeÙeve efkeYeeie, ieeÙeve DevegYeeie,
mebieerle Skeb cebÛe keâ}e mebkeâeÙe  ceefn}e ceneefkeÅee}Ùe
keâeMeer efnvot efkeMkeefkeÅee}Ùe, keejeCemeer keâeMeer efnvot efkeMkeefkeÅee}Ùe, keejeCemeer

meejebMe :

mebmeej ceW kÙeehle ØelÙeskeâ ØeeCeer Skeb peerke-pevleg Deheves kegâÚ efkeMes<e }#eCeeW kesâ ceeOÙece mes heefjefÛele nesles nw~
}#eCe mes leelheÙe& Yeso, efÛeÖ, efveMeeveer DeLekee efkeâmeer iegCe mes mebyebefOele nw~ mebieerle kesâ heefjØes#Ùe ceW osKee peeÙes lees
meeOeejCele: Ùen keâne pee mekeâlee nw efkeâ efpeme ieerle ceW efkeâmeer jeie keâe mebhetCe& }#eCe heefj}ef#ele nes }#eCeieerle
keân}elee nw~ Fmekeâe cegKÙe GösMÙe ØeejefcYekeâ efkeÅeeefLe&ÙeeW keâes ieerle kesâ menejs efkeâmeer Yeer jeie keâe heefjÛeÙe keâb"mLe
keâjevee nw~ }#eCeieerle efkeâmeer vee efkeâmeer lee} ceW efveyeæ nesleer nw~ efpeme keâejCe efkeÅeeefLe&ÙeeW ceW lee} mebyebOeer kÙekenej
Yeer efkekeâefmele neslee jnlee nw~ ØeeÛeerve keâe} mes }skeâj ceOÙe keâe} lekeâ osKee peeÙes lees }#eCeieerle keâe keâesF& Yeer iesÙe
#he nceW Øeehle veneR neslee nw hejvleg kele&ceeve meceÙe ceW Fmekeâe Øee#he Skeâ mkeleb$e ieeÙeve Mew}er kesâ #he ceW osKee
pee mekeâlee nw~ mebieerle peiele ceW }#eCeieerle Skeâ cenlkehetCe& ieeÙeve Mew}er nw efpemekesâ DeYÙeeme mes jeieeW ceW ØeÙegòeâ
pewmes- Leea peeefle Deejesn-Dekejesn, keeoer-mebkeeoer, ieeÙeve meceÙe, vÙeeme keefpe&le mkej FlÙeeefo keâes Deemeeveer mes ieerle
kesâ ceeOÙece mes mecePee pee mekeâlee nw~ meeLe ner Gme jeie keâe Yeeke keâwmee nw? Fmes Yeer }#eCeieerle kesâ ceeOÙece mes
mecePee pee mekeâlee nw~

kele&ceeve meceÙe ceW }#eCeieerle keâe DeYeeke osKee pee jne~ Fmeer GösMÙe mes MeesOeeefLe&veer ves Fme efke<eÙe keâes
Deheveer MeesOe he$e nsleg Ûegvee nw leeefkeâ Yeefke<Ùe ceW efMe#eCe mebmLeeveeW Skeb efkeÕeefkeÅee}ÙeeW ceW DevÙe efkeOeeDeeW keâer YeeBefle
}#eCeieerle keâer GheÙeesefielee keâes cenmetme keâj ØeÛeej-Øemeej ceW }eÙee pee mekesâ~

cegKÙe Meyo :

}#eCe, DeYÙeeme, mkej, }#eCeieerle, Mewef}ÙeeB
Øemleekevee :

meke&ØeLece nceW Ùen %eele nesvee ÛeeefnS efkeâ Meem$eerÙe
mebieerle keäÙee nw? Fmekeâe GheÙeesie ieeÙeve ceW efkeâme
Øekeâej efkeâÙee peelee nw? Fmekeâer heefjYee<ee keâer Deesj
Âef<a [e}s lees heeles nw efkeâ efpeme mebieerle ceW Meem$e kesâ
efveÙeceeW keâes OÙeeve ceW jKekeâj mkej, }Ùe, jeie Deewj
lee} Deeefo ceW yeebOekeâj jeieeW keâes ieeÙee yepeeÙee peelee nw

Gmes Meem$eerÙe mebieerle keânles nw~ efveÙeceeW ceW yebOes nesves kesâ
keâejCe Ùen keâeheâer efkemle=le nw~ Fmekesâ Devleie&le OeÇgheo
Oeceej, KÙee}, ef$ekea, lejevee FlÙeeefo Deeles nw~ Ùes
ØelÙeskeâ ieeÙeveer Mewef}Ùeeb mkeÙeb ceW kegâÚ efkeMes<e }#eCe
meceeefnle efkeâÙes ngS nw~ efpemekesâ ceeOÙece mes ken henÛeeves
peeles nw~
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Gòej YeejleerÙe Meem$eerÙe ieeÙeve ceW meceÙe-meceÙe
hej efkeefYeVe ieeÙeve Mewef}ÙeeW ves pevce ef}Ùee~ ØeeÛeerve
keâe} mes Deye lekeâ osKee peeÙe lees ieeÙeve efkeOeeDeeW ceW
keâeheâer heefjkele&ve osKeves keâes efce}lee nw~ kewefokeâ ieeve
hen}s leerve mkejeW lekeâ meerefcele Lee, meeceieeve kesâ Gòejkeâe}
ceW meele mkejeW keâe ØeÙeesie nesves }iee~ 88$e+ikeso ceW
Deew[ke-<ee[ke keâe Øemebie veneR efce}lee nw hej DeeefÛe&vees
ieeÙeefvle, ieeefLevees ieeÙeefvle meeefcevees ieeÙeefvle ceW heo
efce}les nw~99 DeeefÛekeâ mebieerle ceW Skeâ mkej keâe, ieeefLekeâ
oes mkej keâe Deewj meeefcekeâ leerve mkejeW keâe neslee Lee~
DeeefÛekeâ keâe ØeÙeesie $e+Ûee kesâ GÛÛeejCe ceW neslee Lee~
meeefcekeâ kesâ mkej leej mee kesâ iejWmee nesles Les~ leej iebOeej
keâYeer-keâYeer keâCe #he ceW ceOÙece keâes }skeâj Ûe}lee Lee~
efpememes mkejeW keâer mebKÙee leerve kesâ yeo}s Ûeej nes ieÙeer~
Fmes ceb ieb jW mee kee}s Ûeleg: mkejkeâ ieeve keâe veece
8mkejevlej9 ngDee~

Ùepegke&so ceW kewefokeâ mkejeW keâer meb%ee Goeòe Devegoeòe
mkeefjle yeleeÙeer nw~ kewefokeâ ieeve keâer cetÚ&vee Dekejesner Leer
pees leej iebOeej Ùee leejceOÙece mes Ûe}leer Leer~ leoeshejevle
peeefle ieeÙeve ØeÛeej ceW DeeÙeer, ceOÙekeâe} ceW ØeyevOe
ieeve keâe ØeÛeej Lee Deewj ØeyebOe kesâ meeLe ce=obie keâe
keeove neslee Lee~ jeie 8keâocye9 veecekeâ «evLe kesâ jÛeveekeâej
ieeshee} veeÙekeâ Les~ ÙeneB Gu}sKeveerÙe nw efkeâ 8jeie
keâocye9 ØeyevOe keâe Skeâ efkeefMe<a Øekeâej nw mebYekele:
Fmeer kesâ ØeYeeke mes ieeshee} veeÙekeâ ves Deheves «evLe keâe
veece jeie keâocye jKee~

Oeerjs-Oeerjs meceÙe yeerlelee ieÙee ØeyevOe ieeve kesâ yeeo
OeÇgheo Mew}er ves efkekeâeme heeÙee~ Gmeer keâekeâ} ceW ogieeX
(efkeâ}eW) keâe efvecee&Ce ngDee Deewj Gmeer meceÙe keâekÙe ceW
keerj ieeLeeSB ef}Keer ieÙeer~ mebieerle keâer OeÇgheo Mew}er ceW
yeg}vo Deekeepe kesâ meeLe ieeve neslee Lee leLee megkegâceejlee
mes mebyebefOele Keakesâ-cegkeâer& Deeefo keâe DeYeeke Lee~ mee}ie
met[ ØeyevOeeW ceW OeÇgke veecekeâ ØeyevOe mes OeÇgheo Mew}er keâe
efkekeâeme ngDee~ OeÇgheo kesâ meeLe ner KÙee} ieeÙeve Yeer

ØeÛeej ceW Dee ieÙeer Leer~ meoejbie-Deoejbie Fme Mew}er kesâ
ØeÛeejkeâ ceeves peeles nw~ OeÇgheo Mew}er kesâ Dehes#ee KÙee}
Mew}er ceW iecYeerjlee keâce nesleer nw~ Fmeef}S Fme Mew}er
ceW heKeekepe kesâ mLeeve hej leye}s keâe efkekeâeme ngDee Skeb
vekeerve lee}eW keâer jÛevee ngÙeer~

20keeR Meleeyoer kesâ ØeejcYe mes ner mebieerle keâe
ØeÛeej-Øemeej keâe ßesÙe hebÊ efke<Ceg veejeÙeCe YeeleKeC[s
peer keâes peelee nw~ hebef[le peer ves Leea heæefle keâe efvecee&Ce
efkeâÙee efpemekesâ Devleie&le jeieeW keâes ieeÙee yepeeÙee peelee
nw~ mebieerle kesâ ef:eâÙeehe#e Deewj Meem$ehe#e oesveeW keâes peve-
peve lekeâ hengBÛeeÙee leeefkeâ efkeÅeeefLe&ÙeeW ceW Meem$ehe#e kesâ
meeLe-meeLe ef:eâÙeehe#e keâer Yeer DeÛÚer mecePe efkekeâefmele
nes mekesâ~ }#eCeieerle mkejeW kesâ mebÙeespeve, ÛeÙeve Deewj
Gmekesâ :eâce keâes yeleelee nw~ efpeme keâejCe ØelÙeskeâ jeie
}#eCe Deemeeveer mes helee Ûe} peelee nw~ ÛetBefkeâ ØelÙeskeâ
m?kej mes efkeefYev?ve Øekeâej kesâ jmeeW keâer Glheefòe nesleer nw
efpemekesâ ceeOÙece mes jeieeW keâe mke#he Gmekeâer Øeke=efòe Skeb
Yeeke keâes mecePevee Deemeeve nes peelee nw~

mebieerle ceW 8}#eCe9 Meyo keâe efkeMes<e cenlke nw~
"gcejer, oeoje, ieÌpe}, mkejceeef}keâe lejevee ef$ekea FlÙeeefo
Mewef}ÙeeB Deheves kegâÚ efkeMes<e }#eCeeW kesâ Éeje ner henÛeeves
peeles nw~ efMe#ee keâer ØeejefcYekeâ DekemLee ceW efkeâmeer Yeer
Yee<ee kesâ mebyebOe ceW pewmes efnvoer, Go&t, heâejmeer, yeebi}e,
Deb«espeer FlÙeeefo keâes efmeKeeves mes hetke& mkej leLee kÙebpeveeW
keâe meneje ef}Ùee peelee nw efyeukegâ} melener lejerkesâ mes
efkeÅeeefLe&ÙeeW keâes efmeKeeves leLee mecePeeves keâe ØeÙeeme efkeâÙee
peelee nw~ mebieerle keâer Deesj Âef<a [e}s lees Ùen mecegõ
keâer YeeBefle ienje nw Fmes lej heevee DemecYeke mee nw~
FmeceW ØelÙeskeâ jeie Deheves kegâÚ efkeMes<e }#eCe keâes
heefjYeeef<ele keâjles nw pewmes- jeie Ùeceve ceW ve js ie js,
ve js mee, jeie Yethee}er ceW ie js ie he, mee js OeÌ mee
FlÙeeefo pees efmehe&â Gme jeie keâer efkeMes<elee nesieer~ Fme
Âef<a mes }#eCeieerle efkeâmeer Yeer jeie keâes heefjYeeef<ele
keâjves, Gmekeâer efkeMes<eleeDeeW keâes efoKeeves ceW Deheveer
cegKÙe Yetefcekeâe efveYeeleer nw~
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Gòej YeejleerÙe Meem$eerÙe ieeÙeve ceW }#eCe ieerle
keâe cenlke :

}#eCeieerle jeie keâer yegefveÙeeoer mebjÛevee keâes mecePeves
ceW ceoo keâjlee nw~ Ùen ieerle jeie kesâ Deejesn-Dekejesn
Gmekesâ mkejeW kesâ :eâce Deewj Gmekesâ efkeMes<e mkej mebÙeespeve
keâes heefjYeeef<ele keâjlee nw~ efkeâmeer Yeer jeie kesâ mkej Deewj
Gmekeâe ØeÙeesie keâwmes keâjs? Fmekeâe mke#he }#eCeieerle
kesâ ceeOÙece mes mecePevee Deemeeve nes peelee nw~ Fmes
efmeKevee Skeb efmeKeevee oesveeW lejn mes Deemeeve nw keäÙeeWefkeâ
Ùen Skeâ ieerle kesâ ceeOÙece mes Ûe}lee nw~ efkeÅeeLeer& efkeâmeer
Yeer jeie keâes Deemeeveer mes mecePe heeles nw~ meeLe ner lee}
mes Yeer Dekeiele nesles jnles nQ keäÙeeWefkeâ keâesF& Yeer }#eCeieerle
efkeâmeer ve efkeâmeer lee} ceW efveyeæ nesles nw~ Fmekesâ meeLe
ner }#eCeieerle mebieerle keâer Megælee keâes yeveeÙes jKeves ceW
efkeMes<e Ùeesieoeve oslee nw~ ceneve efkeYetefle hebÊ efke<Ceg
veejeÙeCe YeeleKeC[s Éeje ef}efKele :eâefcekeâ hegmlekeâ
ceeef}keâe Yeeie 2 ceW }#eCeieerle keâer heefjYee<ee Fme
Øekeâej oer ieÙeer nw-

88jeie keâe veece, meceÙe, keeoer-mebkeeoer, peeefle,
mkej Deeefo Gu}sKeveerÙe yeeleW efpeme ieerle ceW nesleer nQ~
Gme ieerle keâes Gmeer jeie ceW ieeves mes ken Fme jeie keâe
8}#eCeieerle9 keân}elee nw DeLee&led jeie }#eCe yeleeves
kee}e ieerle~''

Dele: mhe<a #he mes keâne pee mekeâlee nw efkeâ
efkeÅeeLeer& ØeejefcYekeâ efMe#ee }s jne nes Ùee GÛÛe oesveeW ner
Âef<a mes }#eCeieerle Deheveer efkeMes<e Ùeesieoeve osleer nw~
mebieerle Skeâ peefa} efkeOee nesves kesâ meeLe-meeLe Skeâ
ieg®cegKeer efkeOee nw~ Ùen mecegõ keâer YeeBefle ienje nw Fmemes
lej heevee DemecYeke mee nw~ FveceW efjÙeepe keâer efveleevle
DeekeMÙekeâlee nesleer nw~ efyevee DeYÙeeme kesâ mkej mebyebOeer
}#eCeeW keâes mecePe heevee DemecYeke mee nw keäÙeeWefkeâ jeie
kesâ }#eCeeW mes ner nceW jeie kesâ Deejesn, Dekejesn ceW
ØeÙegòeâ nesves kee}s mkejeW keâer mebKÙee-meercee keâer peevekeâejer
nesleer nw~ keâF& jeieeW kesâ mkej Skeâ pewmes nesles nw~ hejvleg
GveceW mkejeW keâe Ûe}ve, keeoer-mebkeeoer, vÙeeme, DehevÙeeme,

Deuhelke, yenglke efYevve nesves mes kes De}ie jeie yeve peeles
nw~ Fve met#ce lelkeeW keâe %eeve nesvee mebieerle kesâ efkeÅeeefLe&ÙeeW
kesâ ef}S DelÙevle DeekeMÙekeâ nw~ LeesÌ[s ner heefjßece mes
jeie keâe mece«e mke#he peeve }sves kesâ GösMÙe mes cesjer
Âef<a ceW }#eCeieerle mes DeÛÚe Deewj keâesF& meeOeve veneR
Fmeef}S Ùen DeekeMÙekeâ nw efkeâ peye Yeer jeie Meg® keâjs
meke&ØeLece Deejesn-Dekejesn hekeâÌ[ kesâ Ghejevle Gme jeie
keâer }#eCeieerle efkeÅeeefLe&ÙeeW keâes pe#j efmeKeeÙes efpememes
kes Gme jeie kesâ mebhetCe& }#eCeeW keâes Ye}erYeeBefle Øekeâej mes
mecePe mekesâ~ kele&ceeve meceÙe ceW ØelÙeskeâ jeieeW ceW }ieYeie
}#eCeieerle Ghe}yOe nw~ Fmekesâ DeYÙeeme mes jeieeW keâes
mecePevee Deemeeve nes peelee nw~ meyemes hen}s yegefveÙeeoer
jeieeW ceW ner }#eCeieerle efmeKeeS pewmes Yethee}er, Ùeceve,
keâeheâer, Yewjke, Yewjkeer, meejbie, Keceepe FlÙeeefo~ Fmekesâ
Ghejevle ner peefa} jeieeW pewmes- leesÌ[er ceejkee, yemevle
hetkeer& hetefjÙee, meesnveer, hegefjÙee Oeveeßeer, }ef}le FlÙeeefo
jeieeW ceW }#eCeieerle efmeKeeS~ Fve ieerleeW kesâ DeYÙeeme mes
Ùen }eYe neslee nw efkeâ Gòej YeejleerÙe Meem$eerÙe ieeÙeve
ceW kegâÚ jeie hetkeeËie ØeOeeve nesleer nw, Deewj kegâÚ Gòejebie
pewmes- jeie Yewjke, meesnveer, osMekeâej hejpe, efMekejbpeveer,
peewvehegjer FlÙeeefo Gòejebie ØeOeeve jeie nw~ Fvekesâ mkej
ceOÙe leLee leej mehlekeâ ceW pÙeeoe efKe}les nw~ Fmekesâ
Deefleefjòeâ jeie Ùeceve, Yethee}er, Yeercehe}emeer, yeeiesßeer,
cee}keâeQme, ceguleeveer, ojyeejer FlÙeeefo jeie hetkeeËie ØeOeeve
nw~ Ùes jeie cebõ leLee ceOÙe mehlekeâ ceW efKe}les nw~ Fve
efkeMes<eleeDeeW keâes OÙeeve ceW jKekeâj ner }#eCeieerle yeveeÙeer
peeleer nw~ leeefkeâ DeYÙeeme kesâ oewjeve efkeÅeeefLe&ÙeeW keâes Gme
jeie mebyebOeer efkeMes<eleeDeeW mes heefjefÛele keâjeÙee pee mekesâ~

}#eCeieerle meb«en jeieeW kesâ }#eCe meefnle ieerleeW
keâer jÛevee keâe Ûe}ve efnvogmleeveer mebieerle ceW hebÊ YeeleKeC[s
peer ves Meg® efkeâÙee~ keâuÙeeCe, efye}eke} Deewj Keceepe
Leea kesâ jeieeW kesâ }#eCe ieerle Fme meb«en ceW nw~ Fmekesâ
Deefleefjòeâ DevÙe efkeÉeveeW Éeje ef}efKele hegmlekeâ pewmes-
DeefYeveke ieerle cebpejer, jeie efke%eeve Yeeie-1, Yeeie-2,
Yeeie-3, Yeeie-4, DeefYevekeieerleepebef} Yeeie-1, Yeeie-3,



18
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

Yeeie-4 leLee Yeeie-5 kesâ Debleie&le efvecveef}efKele }#eCeieerle
Øeehle nesle nw, efpemekesâ veece Fme Øekeâej nw- oskeefiejer
efye}eke}, Ùeceveer efye}eke}, MÙeece keâuÙeeCe, Megæ
meebjie, nbme Okeefve, efye}eke} kesâoej nceerj, Yethee}er,
ÚeÙeevea efnC[es} kesâoej, ieewÌ[ meejbie, Megæ keâuÙeeCe
FlÙeeefo }#eCeieerle Øeehle nesles nw~

Ghemebnej :

Ùeefo Ùen keâne peeÙes efkeâ }#eCeieerle Skeb jeie Skeâ
ner efmekeäkesâ kesâ oes hen}t nw, lees Ùen keânvee ie}le veneR
nesiee efkeâ efyevee }#eCe kesâ jeie keâuheveecee$e nw~ efkeÅeeLeer&
Ûeens ØeejefcYekeâ efMe#ee }s jne nes Ùee GÛÛe efMe#ee oesveeW
kesâ ef}S ner }#eCeieerle DelÙevle GheÙeesieer nw~ nceeje
YeejleerÙe Meem$eerÙe mebieerle 8jeie ØeOeeve9 nw~ ieeves DeLekee
yepeeves ceW pees Yeer efkemleej efkeâÙee peelee nw~ Gmekeâe
cegKÙe efyevog jeie ner neslee nw~

kele&ceeve meceÙe ceW Skeâ yeÌ[e yeo}eke mebieerle kesâ
#es$e ceW osKee pee jne nw~ DeYeer lekeâ mebieerle Skeâ
kewkeâefuhekeâ efke<eÙe Lee hejvleg veF& efMe#ee veerefle kesâ lenle
mebieerle keâes cegKÙe efke<eÙe kesâ #he ceW ceevÙelee efce} Ûegkeâer
nw~ Fmekesâ meeLe ner meeLe mebieerle kesâ nj efkeOeeDeeW hej
pewmes- }eskeâieerle, megiece mebieerle, }#eCeieerle, mkejceeef}keâe,
"gcejer, oeoje, osMeYeefòeâ, heejcheefjkeâ ieerle FlÙeeefo
efkeÅeeefLe&ÙeeW keâes efmeKeeÙee pee jne~ Fmekesâ Deefleefjòeâ

DevÙe efke<eÙe mes mebyebefOele efkeÅeeLeer& pewmes keeefCepÙe, efke%eeve,
meeceeefpekeâ efke%eeve, ØeyebOeve FlÙeeefo kesâ efkeÅeeLeer& Yeer
ceuaeref[efmh}vejer leLee keâewMe} efkekeâeme kesâ Debleie&le
Deeefo efkeOeeDeeW keâes meerKe heeÙeWies~ mebieerle efMe#ee kesâ #es$e
ceW Skeâ DeÛÚe heefjCeece osKee pee jne nw~

Dele: mhe<a #he mes Ùen keâne pee mekeâlee nw efkeâ
efkeÅeeefLe&ÙeeW keâer pe#jleeW keâes OÙeeve ceW jKeles ngS ner
}#eCeieerle yeveeÙeer ieÙeer efpemes efmeKekeâj efkeÅeeLeer& pe#j
}eYeeefvkele nes mekesâbies~

meboYe& metÛeer :

1. efmebn, ØeesÊ }ef}le efkeâMeesj, 2011, Okeefve Deewj mebieerle,
ØekeâeMekeâ- YeejleerÙe %eeveheer", veF& efou}er, meelekeeb
mebmkeâjCe~

2. efceße, [e@Ê Mew}svõ veeLe Skeb efceßee, ßeerceleer mehevee,
mebieerle megj Deewj meeÌpe, mkej efoMee ØekeâeMeve, keejeCemeer,
le=leerÙe mebmkeâjCe~

3. aekeâ, [e@Ê lespe efmebn, 2003, mebieerle efke%eeve Deewj
ieefCele, ØekeâeMekeâ-yeskeâje Dee}ceer heâeCG[sMeve, }KeveT,
ØeLece mebmkeâjCe~

4. Mecee&, [e@Ê peÙee, 2012, hebef[le YeeleKeC[s kesâ «ebLeeW
keâe mebieerle efMe#eCe ceW Ùeesieoeve, keâefve<keâ heefy}Meme&
ef[ma^eryÙetame&, ØeLece mebmkeâjCe~

5. YeeleKeC[s, efke<Ceg veejeÙeCe, :eâefcekeâ hegmlekeâ ceeef}keâe
Yeeie-2, ØekeâeMekeâ mebieerle keâeÙee&}Ùe neLejme~
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GheMeem$eerÙe ieeÙeve hejcheje ceW "gcejer keâe mke#he
Øeleer#ee efceßee [e@Ê megjsvõ kegâceej
MeesOeeLeer& MeesOe efveo&sMekeâ, menÊ DeeÛeeÙe&
mebieerle Skeb ØeoMe&ve keâ}e efkeYeeie mebieerle Skeb ØeoMe&ve keâ}e efkeYeeie

F}eneyeeo efkeÕeefkeÅee}Ùe, ØeÙeeiejepe F}eneyeeo efkeÕeefkeÅee}Ùe, ØeÙeeiejepe

meejebMe :

ØeeÛeerve keâe} mes nce mebieerle keâes meowke oes #heeW cebs osKeles DeeÙes nw, ØeLece ken pees F&Õejer keâer Gheemevee ceW
ØeÙeesie ceW }eÙee peelee jne nw leLee efÉleerÙe ken pees peve-ceve jbpeve kesâ ef}Ùes ØeÙeesie efkeâÙee peelee nw~ kewmes ner kewefokeâ
keâe} ceW Fmess ieevOeke& Deewj ieeve keâer meb%ee oer ieF& Leer kener Deeies Ûe}keâj ceeieer& Skeb osMeer mebieerle Yeer keân}eÙes~
ØeeÛeerve Skeb ceOÙekeâe} ceW mebieerle keâes Fvner oes #heeW ceW osKee peelee jne nw efkeâvleg DeeOegefvekeâ keâe} ceW Deeles-Deeles
mebieerle ceW keâF& efkeefYeVe MeeKeeSW osKeves keâes efce}ves }ieeR, pewmes: Meem$eerÙe mebieerle, GheMeem$eerÙe mebieerle, megiece
mebieerle, }eskeâ mebieerle FlÙeeefo yengØeÛeef}le nw~ GheMeem$eerÙe mebieerle DeLee&led DeOe&-Meem$eerÙe mebieerle pees Meem$eerÙe
mebieerle keâer ner Skeâ MeeKee nw~ FmeceW Meem$eerÙe mebieerle kesâ efveÙeceeW keâe hee}ve lees neslee ner nw efkeâvleg jbpekeâlee yeÌ{eves
nsleg keâneR-keâneR hej efkekeeoer ÕejeW keâe ØeÙeesie keâj Fve efveÙeceeW keâe hee}ve vener Yeer efkeâÙee peelee nw~ Meem$eerÙe mebieerle
ceW efpeleveer meKleer mes jeie, mkejeW Deeefo keâe hee}ve keâjvee neslee nw, Glevee GheMeem$eerÙe mebieerle ceW vener neslee~
GheMeem$eerÙe mebieerle }esieeW keâes Fmeef}Ùes Yeer DeefOekeâ hemebo nw keäÙeeWefkeâ Ùen Deheveer Meem$eerÙelee keâes ef}Ùes ngS }eskeâ
mebieerle hejcheje mes Yeer pegÌ[e ngDee efoKeeF& oslee nw~1

nceejs GheMeem$eerÙe mebieerle keâ Devleie&le nce "gcejer, oeoje, keâpejer, Ûewleer, nesjer, ieÌpe}, keâkkee}er FlÙeeefo efYeVe-
efYeVe ieeÙeve Mewef}ÙeeW keâes efkeÅeceeve osKeles nw~ DeeOegefvekeâ meceÙe ceW Ghejesòeâ ceW meYeer ieeÙeve Mewef}ÙeeB }eskeâefØeÙe nw efkeâvleg
"gcejer ieeÙeve DelÙeefOekeâ }eskeâefØeÙe nesves kesâ keâejCe DelÙeefOekeâ kÙeehekeâ #he Yeer ef}Ùes ngÙes efoKeeF& osleer nw~

cegKÙe Meyo :

mebieerle, Mewef}ÙeeB, "gcejer, GheMeem$eerÙe, ieeÙeve~

"gcejer : "gcejer, YeejleerÙe mebieerle keâer MeeKee
GheMeem$eerÙe mebieerle keâer Skeâ DelÙevle megceOegj leLee
Yeekeveelcekeâ Mew}er nw, pees cegKÙele: Gòej Yeejle mebieerle
hejcheje mes pegÌ[er ngF& nw~ "gcejer keâes jeie DeeOeeefjle
mebieerle Deewj }eskeâ mebieerle keâe mebÙeespeve Yeer ceevee peelee
nw~ Ùen ceeveke ùoÙe keâer YeekeveeDeeW keâes efÛeef$ele keâjves

kesâ ef}Ùes Deveskeâeveskeâ jeieeW ceW DeeefkeYee&ke-eflejesYeeke keâer
Øeef:eâÙee keâes efoKeeles ngÙes jeieeW kesâ cegKÙe mkejeW kesâ meeLe
Gvekesâ efkekeeoer mkejeW keâes Yeer yeÌ[s ner megvoj Ì{Ìbie mes
Øemlegle keâjves keâer hejcheje nw~

"gcejer ieeÙeve Mew}er cegKÙele: YeekeØeOeeve ieeÙeve
Mew}er ceeveer ieF& nw, efpemeceW Øesce, efkejn, Yeefòeâ ße=bieej
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Deeefo jmeeW keâer heefjhetCe&lee osKeves keâes efce}leer nw~ FmeceW
ieeÙekeâ keâ}ekeâej Deheves YeekeeW keâes ienve #he mes ØeoefMe&le
keâjves ceW mkelev$e neslee nw~ FmeceW leeve, Keakeâe, cegkeâer&,
iecekeâ, ceerÌ[ Deeefo DevÙe De}bkeâejeW keâe ØeÙeesie ØeÛegj
cee$ee ceW efkeâÙee peelee nw~ "gcejer ieeÙeve ceW MeyoeW keâes
leesÌ[-cejesÌ[ keâj De}ie-De}ie lejerkesâ mes Yeeke Øekeâa
keâjves keâer ØeOeevelee osKeves keâes efce}leer nw~ 88"gcejer ceW
yees} kesâke} cenlkehetCe& kemleg veneR kejved Gmekeâe peerkeve
Gmekeâe ØeeCe nw~99 Bol is the very life of the

Thumri. ÛevõMesKej hevle kesâ Devegmeej Yeer 88The

Bol or the actual word or expression which

is to be interpreted by the singer in all its

imotive. Shades is the soul of Thumri.992

cegKÙele: nce Ùen osKeles nw efkeâ GheMeem$eerÙe ieeÙeve
keâer Ùen yengØeÛeef}le ieeÙeve Mew}er "gcejer Meem$eerÙe mebieerle
kesâ kegâÚ ØecegKe ÛebÛe} Øeke=âefle kesâ jeieeW pewmesÙe heer}t,
keâeheâer, Keceepe, efPebPeesaer, efle}bie FlÙeeefo ceW mkejyeæ
nesleer nw leLee lee}eW ceW oerheÛevoer, pelelee}, Deæelee}
keânjkee Deeefo ceW }Ùeyeæ keâer ngF& megMeesefYele nesleer nw~

"gcejer ieeÙeve ØeeÙe: ve=lÙe kesâ meeLe ieeÙeer peeveW
kee}er efkeÅee nw~ meke&ØeLece "gcejer ieeÙeve keâlLekeâ ve=lÙe
kesâ meeLe ieeÙee yepeeÙee peelee Lee~ efpeme keâejCekeMe
"gcejer cebs Meem$e he#e kesâ meeLe-meeLe 8yees}9 keâe Yeer
cenlke osKeves keâes efce}lee nw~ 88cet}le: ve=lÙeelcekeâ ieeve
efkeOee neWves kesâ keâejCe "gcejer ieeÙeve ceW ØeejcYe mes ner
ieerle kesâ yees}eW keâe DelÙevle cenlkehetCe& mLeeve efoKeeF&
oslee nw~ Fmeef}Ùes yees} keâes "gcejer keâer Deelcee Deewj
Gmekeâe peerkeve keâne peelee nw~993

Fmekesâ Deefleefjòeâ "gcejer keâes Ùeefo Meeefyokeâ #he mes
osKee peeS lees "gcejer Meyo keâer Glheefòe "gcekeâvee Meyo
mes ceeveer peeleer nw~ kegâÚ efkeÉeveeW keâe ceevevee nw efkeâ
"gcejer Meyo keâe ØeeogYee&ke ØeeÙe: leerve MeyoeW "g+ce+jer
mes ngDee nw, efkeâvleg DevÙe celeevegmeej 88"gcejer 8"gce9 Deewj
8jer9 Fve oes MeyoeW kesâ Ùeesie mes yevee nw~ 8"gce9 Meyo
"gcekeâle Ûee} DeLee&led jeOee peer keâer Ûee} Deewj 8jer9
Meyo 8efjPeekele9 DeLee&led Yeiekeeve ke=â<Ce kesâ ceve keâes

efjPeeveW keâes Fbefiele keâjlee nw~ Dele: "gcejer Meyo ceW jeOee
kesâ "gcekeâ keâj Ûe}les ngÙes ke=â<Ce kesâ ceve keâes efjPeeveW keâer
DeefYekÙebpevee heefj}ef#ele nesleer nw~ Fme Øekeâej "gcejer
8}Ùe9 Deewj 8efjPeevee9 keâe Åeeslekeâ neWves kesâ keâejCe "gcejer
Meyo mes 8}Ùekeâejer9 Deewj 8YeekeeefYekÙebpevee9 oesveeW keâer
DeefYekÙeefòeâ nesleer nw~994

Ssefleneefmekeâ he#e : efkeâmeer Yeer Øekeâej keâer ieeÙeve
Mew}er keâer Ssefleneefmekeâlee keâe Devegceeve Gme ieeÙeve Mew}er
keâer ceewef}keâlee keâes heefjYeeef<ele keâjlee nw~ Ssefleneefmekeâ
Meyo mkeÙeb ceW DelÙeefOekeâ ke=no #he ef}Ùes ngÙes nw efkeâvleg
ÙeneB hej "gcejer ieeÙeve Mew}er kesâ Ssefleneefmekeâ he#e keâes
}Ieg #he ceW %eele keâjves keâe ØeÙelve efkeâÙee pee jne nw~

88YeejleerÙe mebieerle ceW 8"gcejer9 Meyo ØeeÙe: Ûeej meew
ke<ee&s mes DekeMÙe ØeÛeef}le nw, peyeefkeâ ken cegKÙele: ve=lÙe
ieerleeW kesâ ef}Ùes ØeÙeesie ceW }eF& peeleer Leer~ efkekeâeme kesâ
}cyes :eâce ceW ve=lÙe mes ØeLekeâ neskeâj ieerle keâer efkeMes<e
efkeOee kesâ #he ceW "gcejer keâe mkelev$e #he mes efkekeâeme
nesles ngÙes osKee pee mekeâlee nw~995

Ssmee ceevee peelee nw efkeâ "gcejer keâe efkekeâeme kew<Ceke
mecØeoeÙe mes Øesefjle Lee, efkeMes<e #he mes ke=â<Ce Yeefòeâ mes
pees F&Õejer Øesce keâes kÙeòeâ keâjleer Leer~ yeeo ceW kew<Ceke
keeo ke metheâerkeeoer kesâ oMe&ve ves "gcejer Deewj keâLekeâ oesveeW
keâes Deekeâej osves ceW cenlkehetCe& Yetefcekeâe efveYeeF& nw~
"gcejer keâer Glheefòe peÙeoske, jeceevegpe Deewj jeceevebo kesâ
meceÙe mes ceeveer pee mekeâleer nw~ ßeer ÛewlevÙe (}ieYeie
16keeR Meleeyoer F&Ê) kesâ keâe} ceW Ùen DeheveeR }eskeâefØeÙelee
kesâ Ûejce hej hengÛeeR ngF& heefj}ef#ele nesleer jner, efpevekesâ
8veiej keâerle&ve9 (njs ke=â<Ce njs jece) ves }esiees keâes Yeeke-
efkeYeesj keâj efoÙee Lee~6

"gcejer ieeÙeve cegKÙele: lekeeÙeheâeW Ùee ojyeeefjÙeeW
Éeje ieeÙee peeves kee}e ieerle Lee~ Ssefleneefmekeâ DeefYe}sKeeW
mes %eele neslee nw efkeâ 19keeR Meleeyoer kesâ Devle ceW Skeâ
veÙee mebmkeâjCe meeceves DeeÙee, pees ve=lÙe mes mkelev$e
Lee~7 keâF& heefjkes#eCeeW ke heefjYee<eeDeeW kesâ DeOÙeÙeveevegmeej
Ùen %eele nesle nw efkeâ "gcejer cegKÙele: 18keeR Meleeyoer kesâ
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G$eeæ& ceW pevceer Ssmee ceevee peelee nw~ "gcejer keâes hetkee&æ
ceW keâlLekeâ ve=lÙe kesâ meeLe ieeves keâer hejcheje Leer efkeâvleg
19keeR Meleeyoer ceW DekeOe kesâ Meemekeâ keeefpeo De}er
Meen kesâ meceÙe }KeveT ojyeej ceW 8"gcejer ieeÙeve9
Meg# ngDee~ vekeeye keeefpeo De}er Meen kesâ ojyeejer
ieeÙeve Gmleeo meeefokeâ De}er KeeB, efyevoeoerve cenejepe
FveceW ØecegKe menÙeesieer jns~8

19keeR Meleeyoer kesâ Devle lekeâ "gcejer ieeÙeve Flevee
}eskeâefØeÙe ngDee efkeâ kesMÙeeDeeW kesâ Deefleefjòeâ ceLegje kesâ
OeÇgheokeâej Ûebove Ûeewyes, KÙee} ieeÙekeâ jncele KeeB Mebkeâj
heefC[le, Deeieje kesâ KÙee} ieeÙekeâ, hÙeejs KeeB ke
}leerheâ KeeB Deeefo Deveskeâeveskeâ Iejevesoej ke GÛÛe ßesCeer
kesâ Øeefleef&le OeÇgkeheo ke KÙee} ieeÙekeâeW ves Yeer "gcejer keâes
yeÌ[s Meewkeâ mes ieeves keâe ØeejcYe efkeâÙee~ Gmleeo heâwÙÙeepe
KeeB, jecehegj kesâ Gmleeo cegMleekeâ ngmewve KeeB, yecyeF& kesâ
Deyog} keâjerce KeeB Deewj }enewj kesâ mkeieer&Ùe Gmleeo yeÌ[s
ieg}ece De}er KeeB keâe "gcejer ieeÙeve peve-peve ceW Deepe
Øeefmeæ osKee peelee nw~9

efkekeâeme keâer Fmeer Øeef:eâÙee mes iegpejless ngÙes "gcejer
ieeÙeve ves DeheveeR }eskeâefØeÙelee ke YeekeeefYekpebveeòecekeâlee
kesâ iegCeeW kesâ DeeOeej hej leLee efYeVe-efYeVe #es$eeW keâer yees}er
Skeb Yee<eeDeeW kesâ ØeYeeke kesâ keâejCe "gcejer ieeÙeve Mew}er
kesâ oes De}ie-De}ie mke#he osKeves keâes efce}les nw:-

1) yees} yeeba keâer "gcejer Ùee yeefvoMe keâer "gcejer

2) yees} yeveeke keâer "gcejer

1. yees}yeeba keâer "gcejer : Fme Øekeâej keâer "gcejer
keâes yeefvoMe keâer "gcejer keâer meb%ee Yeer oer peeleer nw
keäÙeeWefkeâ Fmehej KÙee} ieeÙeve keâe ØeYeeke heÌ[lee
ngDee efoKeeF& oslee nQ yees} yeeba keâer "gceefjÙeeW ceW
ØeeÙe: yeefvoMe keâer jÛevee keâe Ûecelkeâej meeke&efOekeâ
cenlkehetCe& neslee efoKeeF& heÌ[lee nw~ Dele: Fme
Mew}er keâer "gceefjÙeeW keâes yebefoMe "gcejer Ùee 8yeefvoMe
keâer "gcejer9 Yeer keânveW keâe ØeÛe}ve nw~10

yees}yeeba keâer "gceefjÙeeW ceW pÙeeoelej mebÙeesie, ße=bieej

ke efkeÙeesie Deeefo jmeeW keâe keCe&ve mhe<a #he mes
nceW osKeves keâes efce}lee nw~ Fme "gcejer ceW jeie
mebieerle keâer ØeOeevelee ØeÛegj cee$ee ceW nesleer nw~ Ùen
"gceefjÙeeB ØeeÙe: ef$elee}, pelelee}, pewmeer 16 cee$eeDeeW
ceW ke keâner-keâneR #hekeâ, Pehelee}, Skeâlee} Deeefo
KÙee} kee}er lee}eW ceW efveyeæ heeÙee peeleer nw~11

Ùen "gceefjÙeeB ØeejcYe mes ner õgle }Ùe ceb ieeF& peeves
kesâ keâejCe ÛebÛe} Øeke=âefle ef}Ùes ngÙes efoKeeF& osleer
nw~ FveceW Keakeâe, cegheâer& keâe ØeÙeesie ØeÛegj cee$ee ceW
osKeves keâes efce}lee nw~12

Fme Øekeâej keâer "gcejer cegKÙele: Gòej ØeosMe kesâ
heefMÛeceer #e$eeW ceW pewmes; heâj&tKeeyeeo, jecehegj, ceLegje,
yejs}er Deeefo mLeeveeW hej DeefOekeâ cee$ee ceW ieeF&
yepeeF& peeleer nw~ yeefvoMe keâer jÛevee cegKÙe #he mes
ve=lÙe kesâ ef}Ùes Devegkeât} ceeveer peeleer nw ieeÙekeâ
keâ}ekeâej "gcejer ieeÙeve ceOÙe}Ùe ke õgle}Ùe ceW
ve=lÙe kesâ meeLe Øemlegle keâjles nw~ Dele: nce keân
mekeâles nw efkeâ Ùen "gcejer DelÙeefOekeâ hegjeveer Mew}er,
megmebieef"le ke }Ùekeâejer ØeOeeve nesleer nw~13

2. yees}yeveeke keâer "gcejer : Fme yees} yeveeke keâer
"gcejer ceW ieeÙekeâer kesâ meeLe-meeLe YeekeveeDeeW keâes
kÙeòeâ keâjves hej DeefOekeâ ye} efoÙee peelee nw~
"gcejer kesâ ØecegKe MeyoeW Deewj YeekeeW keâes mecePekeâj
Gmes Deheves ceveesYeekeeW mes megkeâtefveÙele kesâ meeLe Fme
efkeOee keâes ieevee ner Fmekeâer cegKÙe Mew}er nw~ Fme
ieeÙeve Mew}er keâer megkeâtefveÙele keâes hejmhej yeveeÙes
jKeves kesâ keâejCe Fmes efke}efcyele }Ùe ceW ner ieeÙee
yepeeÙee peelee nw~ FmeceW cegKÙele: Úesas-Úesas mLeeF&
ke Devleje neslee nw~

yees}yeveeke "gcejer keâer ieeÙekeâer kesâ efkemleej :eâce ceW
hen}s 8mLeeF& kesâ yees}es9 keâe Yeekeevegkeât} keâekegâmeceefvkele
mkejmeefVkesMeeW meefnle mee#eje}efhle keâjles ngÙes ÙeÂÛÚÙee
8yeveeke9 efkeâÙee peelee nw Deewj Ssmes ØelÙeskeâ yees}
yeveeke kesâ yeeo ieerle kesâ mLeeF& keâe cegKeÌ[e efoKeeÙee
peelee nw~ Fmekesâ yeeo Ùener ke=âlÙe Devlejs ceW keâjles
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ngÙes, Gmeer Øekeâej yeej-yeej Devlejs keâe 8cegKeÌ[e9
efoKeeÙee peelee nw~ efheâj Devlejs keâer heefjmeceeefhle
kesâ Debeflece ÛejCe ceW Devlejs keâer Deefvlece hebefòeâ
DeLekee Devleje meceehle keâjkesâ mLeeF& keâer hen}er
hebefòeâ keâes ef$e$elee} Ùee keânjkee lee} kesâ Devegmeej
efveyeæ keâjs ceOÙe}Ùe ceW keâF& yeej ieeveW keâer hejcheje
nw~ Fme ke=âlÙe kesâ meeLe leye}ekeeokeâ leye}s ceW
keânjkee lee} kesâ Skeâ efkeefMe<a "skesâ 8}iieer9 keâes
yepeeles ngÙes ieeÙeve keâer mebieefle keâjlee nw Deewj Devle
ceW Skeâ Úesas 8ceesnjs9 Ùee 8efleneF&9 kesâ ØeÙeesie
meefnle 8mece9 hej Deekeâj "gcejer ieeÙeve keâer meceeefhle
nesleer nw~14

yees} yeveeke keâer "gcejer ceW ØeeÙe: ße=bieej Skeb keâ#Ce
jme keâer ØeOeevelee pÙeeoe osKeves keâes efce}leer nw~ Fme
"gcejer keâe mebÙeespeve cegKÙele: oerheÛevoer lee} ceW ner
neslee nw leLee Fmekesâ Devle ceW }iieer }Ì[er kesâ meeLe
meceeheve keâjves keâer hejcheje nesleer nw~ yees}yeveeke keâer
"gcejer ceW yeÇpe, DekeOeer, Yeespehegjer FlÙeeefo Yee<eeDeeW keâer
ØeYeekeMeer}lee DeefOekeâ efoKeeF& osleer nw~

Fme Øekeâej "gcejer ieeÙeve hejcheje kesâ oes De}ie-
De}ie Øekeâej yees}yeeba (}Ùe ØeOeeve) leLee yees}yeveeke
(Yeeke ØeOeeve) lees osKeves keâes efce}les ner nw efkeâvleg Fmekesâ
Deefleefjòeâ "gcejer efkeOee hej efYeVe-efYeVe #es$eerÙe Yee<eeDeeW
Skeb yeesef}ÙeeW leLee }eskeâOegveeW keâe ØeYeeke Yeer osKeves keâes
efce}lee nw~ efpeme keâejCekeMe "gcejer ieeÙeve Mew}er keâer
DevÙe OeejeÙes efvekeâ}leer nw, efpevnW 8Debie9 mes mecyeesefOele
efkeâÙee peelee efoKeeF& heÌ[lee nw~ pewmes:-

1) hetjye Debie keâer "gcejer

2) hebpeeye Debie keâer "gcejer

1. hetjye Debie keâer "gcejer : hetjye Debie keâer "gcejer
YeejleerÙe Meem$eerÙe mebieerle efkeâ Skeâ }eskeâefØeÙe ieeÙeve
Mew}er ceeveer peeleer nw~ Ssmee meke&efkeefole nw efkeâ
hetjye Debie keâer "gcejer Gòej Yeejle kesâ hetkeer& Yeeie
DeLee&led Gòej ØeosMe ceW ner pevceer nesieer~ hetjye keâer

"gcejer }KeveT ceW ner hewoe ngF& nw, }KeveT ner
Fmekeâe pevce mLeeve ceevee peelee nw~ }KeveT kesâ
vekeeye keeefpe} Deef} Meen ner Fmekesâ heke&lekeâ ceeveW
peeles nw GvneWves ner Fme veF& Mew}er keâe meyemes
hen}s Øe&Ûeej efkeâÙee~15

yees} yeveeke keâer "gcejer keâe Øemeej efkeMes<e #he mes
Gòej Yeejle kesâ hetkeer& Yeeie DeLee&led hetkeer& Gòej
ØeosMe ke efyenej keâer Deesj DeefOekeâ nesves kesâ keâejCe
Fmes ØeeÙe: 8hetjye Debie keâer "gcejer9 Ùee 8hetjyeer
"gcejer9 keâne peeves }iee nw~ hetkeer& ØeosMeeW mes mebyeæ
nesves kesâ keâejCe hetjye Debie keâer yees}yeveeeke keâer
"gceefjÙeeW hej keâpejer, Ûewleer, hetjyeer, meekeveer, Pet}e
Deeefo }eskeâieerleeW keâer OegveeW keâe DelÙeefOekeâ ØeYeeke
osKeves keâes efce}lee nw~16

hetjye Debie ceW ØeÛeef}le hetjyeer "gcejer, efpemeceW
megjer}eheve, Ûewveoejer Deewj yees}yeveeke keâer ØeOeevelee
kÙeehle nw, Fmekesâ oes Yeso osKeves keâes efce}les nQ-
keâ) }Kevekeer "gcejer, Ke) yeveejmeer "gcejer

keâ) }Kevekeer "gcejer : }KeveT keâer "gcejer Mew}er ceW
DeefYepeelÙe mebieerle hejcheje Deewj ojyeejer Meeve-
Dees-Meewkeâle, yees}eW keâer veÌpeekeâle Deewj Yeekegkeâlee
keâer ØeOeevelee efoKeeF& heÌ[leer nw~17 DelÙeefOekeâ hegjeleve
Skeb Øeefmeæ "gcejer keâe GoenjCe jeie Yewjkeer ceW
mkejyeæ "gcejer nw:

mLeeF& : yeeyeg} ceesje veFnj Útaesefn peeÙe~

Devleje : Ûeej keânej efce} [esef}Ùee G"ekeW~

Dehevee yesieevee Útaes ner peeÙe?

keeefpeo De}er Meen 8DeKlej9 ke=âle Fme "gcejer kesâ
Devlejs ceW Go&t Yee<ee keâe 8yesieevee9 Meyo ØeÙeesie
ngDee nw efpemekeâe DeLe& nw 8hejeÙee9, yengle nes GheÙegòeâ
mLe} hej Fmekeâe ØeÙeesie efkeâÙee ieÙee nw~18

Fmekesâ meeLe-meeLe }Kevekeer "gcejer ceW yeÇpe Yee<ee
leLee }KeveT kesâ Deeme-heeme yees}er peeves kee}er
DekeOeer yees}er keâe Yeer ØeYeeke osKeves keâes efce}lee nw



23
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

leLee }KeveT ceW Ghepes keâlLekeâ ve=lÙe leLee ahhee
ke ÌieÌpe} Deeefo ieeÙeve efkeOeeDeeW keâer ieeÙeve Mewef}ÙeeW
keâer Yeer Úehe efoKeeF& osleer nw~ }KeveT keâer "gcejer
ieeÙeve hejbheje ceW keâYeer-keâYeer Mesj yees}ves keâe Yeer
ØeÛe}ve nw~

Ke) yeveejmeer "gcejer : yeveejme (keejeCemeer) YeejleerÙe
mebmke=âefle leLee hejcheje kesâ leerLe& mLe} kesâ #he ceW
ØeÛeef}le, Gòej ØeosMe keâe Skeâ #es$e nw~ ÙeneB keâer
"gceefjÙeeB cegKÙele: yeÇpeYee<ee kesâ meeLe-meeLe ceiener
Yeespehegjer leLee hetkeer& yeesef}ÙeeW mes ØeYeeefkele efoKeeF&
osleer nw~ Fme Øekeâej keâer "gcejer kesâ GoenjCe -

Yewjkeer mLeeF& : yeejs ye}ce hegâ}ieWokee ve ceejes,
}iele keâjspekee ceW Ûeesa~~

Devleje : mewÙeeB efvejceesefnÙee ojefoÙee ve peeves,
jKele he}efkeâÙee keâes Deesa~~19

yeveejmeer Mew}er keâer ieeÙeve hejbheje ceW yees} yeveeke
keâjles meceÙe yees}eW keâer 8keânve9 DeLee&led }npes ceQ
hetkeer& yeesef}ÙeeW kesâ efkeefMe<a GÛÛeejCe keâer efce"eme
kesâ meeLe-meeLe mkej meefVekesMeeW kesâ ØeÙeesie ceW hetkeer&
}eskeâ OegveeW keâer meeoieer ke mej}lee kesâ oMe&ve nesles
ngÙes efoKeeF& osles nQ~ meeLe ner meeLe yees}eW kesâ yeveeke
ceW ceveesYeekeeW keâer DeefYekÙeefòeâ kesâ ef}Ùes atkeâ, oo&
Deewj hegkeâej DeLee&led keâekegâ ØeÙeesie efkeMes<e #he mes
osKeves keâe efce}lee nw~ Øemlegle GoenjCe keâes osKeles
ngÙes keân mekeâles nw efkeâ yeveejme keâer "gcejer ieeÙeve
hejbheje, Gòej ØeosMe kesâ hetkeer& #es$eeW kesâ meeefnlÙe
Skeb }eskeâmebmke=âefle mes DelÙeefOekeâ ØeYeeefkele nw~

Fme Øekeâej hetjye Debie keâer "gcejer ieeÙeve hejcheje
keâer oes De}ie-De}ie Mewef}ÙeeB }Kevekeer ke yeveejmeer
Mew}er keâe}evlej ceW ØeÛeef}le efoKeeF& osleer Leer
efkeâvleg kele&ceeve meceÙe ceW yeveejmeer Mew}er keâer Yeekeelcekeâlee
ke mkej meewcÙelee ves peve-ceve ceW Dehevee ØeYeglke
yeveevee DeejcYe keâj efoÙee, efpemekesâ heâ}mke#he
}Kevekeer Mew}er hej Yeer Fmekeâe ØeYeeke ØeoefMe&le
nesves }iee~ Deepe 8hetjye Debie keâer "gcejer9 oesveeW

Mewef}ÙeeW keâes mkeÙeb ceW mecesas ngS Fvekeâe ØeefleefveefOelke
keâjleer ngF& efoKeeF& heÌ[leer nw~

2. hebpeeye Debie keâer "gcejer : megØeefmeæ mebieerle%e
hebÊ efo}erheÛevõ kesoer kesâ keâLeveevegmeej "gcejer keâer
hebpeeyeer Mew}er keâe ØeejcYe Deepe mes }ieYeie mee"
ke<e& hetke& 8keâmetj9 kesâ megØeefmeæ ieeÙekeâ mkeÊ De}eryekeäMe
KeeB Éeje ngDee~ GvnW "gcejer keâe %eeve }KeveT ceW
mkeÊ cenejepe efyeboeoerve ke Gvekesâ YeeF& mkeÊ keâeef}keâe
Øemeeo leLee mke. "ekegâj vekeeye De}er KeeB kesâ mecheke&â
mes ngDee Lee~ Fmekesâ yeeo ceW 8hebpeeye Debie9 keâer
Mew}er keâes Øeefleef&le keâjves kee}s keâ}ekeâejeW ceW
meg- efkeKÙeele ieeÙekeâ mkeÊ yeÌ[s ieg}ece De}er KeeW
leLee Gvekesâ yemes Úesas YeeF& mkeieer&Ùe yejkeâle De}er
KeeB keâe veece efkeMes<e #he mes ef}Ùee peelee nw~20

hebpeeye Debie keâer "gcejer ieeÙeve hejbheje ceW mkej
kewefÛe$elee keâe ØeÛegj cee$ee ceW ØeÙeesie osKeves keâes
efce}lee nw~ hebpeeye Debie keâer "gefjÙeeW hej Meem$eerÙe
mebieerle keâer ieeÙeve Mew}er 8ahhee9 keâe efkeMes<e ØeYeeke
lees osMeeves keâes efce}lee ner nw meeLe ner hebpeeye keâer
}eskeâOegveeW keâe efkeMes<e cenlke nw~ Fve "gceefjÙeeW ceW
keâCe, Keakeâe, cegkeâer& kesâ meeLe-meeLe kewefÛe$elee
hetCe& leeveeW kesâ ØeÙeesie keâe efkeMes<e cenòke nw~ hebpeeye
Debie keâer "gceefjÙeeW keâer Ûehe}lee DelÙeefOekeâ ØeÛeef}le
efoKeeF& heÌ[leer nw~ Ùen cegKÙe #he mes oerheÛevoer ke
pelelee}eW ceW yee }Ùeyeæ Øeehle nesleer nw~

mke. Gmleeo yeÌ[s ieg}ece De}er KeeB meenye kesâ Éeje
ieeF& peeves kee}er megØeefmeæ "gceefjÙeeB 9Ùeeo efheÙee keâer
DeeÙes9, 8DeeÙes ve yee}ce9, 8eflejÚer vepeefjÙee kesâ
yeeCe9 leLee 8keâas vee efkejn keâer jele9, Deepe Yeer
mebieerle ØesefceÙeeW keâer pegyeeve hej mepeleer jnleer nw~20

efve<keâ<e& : GheMeem$eerÙe mebieerle keâer ieeÙeve Mew}er
8"gcejer9 keâe DeeOegefvekeâ meceÙe ceW efkeMes<e mLeeve osKeves
keâes efce}lee nw~ Fmekeâe keâejCe Ùen Yeer nw efkeâ "gcejer
ieeÙeve nceejs kele&ceeve efnvogmleeveer mebieerle keâer ieeÙeve
hejcheje kesâ Devleie&le nw, Gmekesâ yeenj veneR nw~ Meem$eerÙe
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mebieerle kesâ ieeÙekeâ keâ}ekeâejeW ves Yeer Fmes Deheveer ØemlegefleÙeeW
ceW efkeMes<e mLeeve efoÙee nw~ Meem$eerÙe mebieerle mes mecyevOe
jKeves kee}s Skeb "gcejer ieeÙeve ceW Yeer efkeMes<e%elee jKeves
kee}s keâ}ekeâejeW ceW Deepe MeesYee iega&t, hejkeerve meguleevee,
efiejpee oskeer, efvece&}e De#Ce, hebÊ ÚVet}e} efceße,
vetjpeneB, ØeYee De$es, yesiece DeKlej, ieewnj peeve, jmet}ve
yeeF&, yeÌ[er ceesleer yeeF&, efmeæsÕejer oskeer FlÙeeefo keâe veece
cegKÙe #he mes Deelee nw~

"gcejer ieeÙeve Mew}er Deepe Deheveer jmeelcekeâlee,
meewcÙelee, ÛebÛe}lee, kewefÛe$elee Skeb YeekeØeOeevelee pewmeer
efkeMes<eleeDeeW kesâ keâejCe peve-ceve-jbpeve ceW DelÙeefOekeâ
}eskeâefØeÙe heefj}ef#ele nes jner nw~ Ye}s ner "gcejer ieeÙeve
hejbheje kesâ leerve ÛejCe }KeveT, yeveejme ke hebpeeye
osKeves keâes efce}les nw efkeâvleg Fvemes hejs, Meem$eerÙe mebieerle
keâe %eeve ve jKeves kee}s Yeer ßeesleeieCe Deepe nj cenefheâ}
ceW "gcejer ieeÙeve keâe jmkeeove keâjvee Ûeenles nw~ Ùen
mebieerle keâer kÙeehekeâlee keâes Skeâ megKeo meceeÛeej kesâ #he
ceW Fbefiele neslee ngDee Øeleerle neslee nw~
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}eskeâefØeÙe GheMeem$eerÙe ieeÙeve Mew}er: "gcejer ke oeoje
efØeÙee ceekeer ØeesÊ jepeerke kecee&
heerSÛeÊ[erÊ MeesOeeLeer& efveo&sMekeâ
mebieerle Skeb }ef}le keâ}e mebkeâeÙe,
efou}er efkeÕeefkeÅee}Ùe, efou}er

meej meb#eshe :

"gcejer Deewj oeoje YeejleerÙe Meem$eerÙe mebieerle keâer oes cenlkehetCe& GheMewef}ÙeeB nQ, pees Deheveer keâesce}lee Deewj
Yeekeveelcekeâ DeefYekÙeefòeâ kesâ ef}S peeveer peeleer nQ~ "gcejer cegKÙe #he mes ße=bieej jme hej DeeOeeefjle nesleer nw Deewj Øesce,
Yeefòeâ leLee efkejn kesâ ienjs YeekeeW keâes kÙeòeâ keâjleer nw~ Fmekeâer Mew}er Dehes#eeke=âle cegòeâ nesleer nw, peneB jeie keâer meKle
meerceeDeeW keâer yepeeÙe MeyoeW Deewj YeekeveeDeeW keâes DeefOekeâ cenlke efoÙee peelee nw~ }KeveT Deewj yeveejme IejeveeW keâer
"gcejer ceW De}ie-De}ie efkeMes<eleeSB heeF& peeleer nQ~

oeoje Deheveer }Ùeelcekeâ mebjÛevee kesâ keâejCe "gcejer mes efYeVe nesleer nw~ Ùen Deeceleewj hej oeoje lee} ceW ieeF& peeleer
nw Deewj Fmekeâer Øemlegefle DeefOekeâ mej} Skeb ieefleMeer} nesleer nw~ FmeceW Yeer ße=bieej Deewj Yeefòeâ Yeeke ØecegKe nesles nQ, }sefkeâve
Fmekeâer Mew}er mebef#ehle Deewj menpe nesleer nw, efpememes Ùen }eskeâ-mebieerle kesâ DeefOekeâ efvekeâa Øeleerle nesleer nw~

"gcejer Deewj oeoje keâe efkekeâeme cegKÙele: Gòej Yeejle ceW ngDee Deewj Ùen Meem$eerÙe mebieerle kesâ meeLe-meeLe }eskeâ
Skeb efheâuce mebieerle ceW Yeer cenlkehetCe& mLeeve jKeles nQ~ Deepe Yeer Ùes Mewef}ÙeeB YeejleerÙe mebieerle peiele ceW peerkeble yeveer
ngF& nQ, peneB keâ}ekeâej Deheveer mebieerleceÙe DeefYekÙeefòeâ kesâ ef}S Fvekeâe ØeÙeesie keâjles nQ~ Fvekeâer }eskeâefØeÙelee
Meem$eerÙe cebÛeeW mes }skeâj DeeOegefvekeâ mebieerle lekeâ osKeer pee mekeâleer nw, pees Fvekeâer meebmke=âeflekeâ Skeb keâ}elcekeâ cenòee
keâes efmeæ keâjleer nw~

cegKÙe Meyo :

"gcejer, oeoje, ieeÙeve, Mewef}ÙeeB, GheMeem$eerÙe mebieerle, lee}~

YeejleerÙe mebieerle kesâke} Skeâ keâ}e veneR nw, Ùen
nceejer meYÙelee keâe ken mepeerke omleekespe nw, efpemeces "gcejer
Deewj oeoje pewmes Devecees} DeOÙeeÙe mepeerke nQ~ YeejleerÙe
mebieerle keâer efkeefkeOelee Deewj ienjeF& ceW GheMeem$eerÙe mebieerle
keâer efkeMes<e Yetefcekeâe nw~ Ùen efkeOeeSB ve kesâke} Meem$eerÙe
mebieerle keâer keâ"esj hejbhejeDeeW keâe mej} Deewj keâesce}
mke#he Øemlegle keâjleer nQ, yeefukeâ peveceeveme keâer YeekeveeDeeW
keâes Yeer mkej osleer nQ~ FvneR }eskeâefØeÙe GheMeem$eerÙe Mewef}ÙeeW

ceW "gcejer Deewj oeoje keâe efkeMes<e mLeeve nw~ Ùes Mewef}ÙeeB
Deheveer ceOegjlee, Yeeke-ØekeerCelee Deewj menpelee kesâ keâejCe
mebieerle ØesefceÙeeW kesâ yeerÛe DelÙeble }eskeâefØeÙe nQ~

"gcejer Deewj oeoje keâe GÆke 18keeR Deewj 19keeR
Meleeyoer ceW ngDee, peye YeejleerÙe mebieerle meceepe Deewj
mebmke=âefle kesâ efkeefYeVe DeeÙeeceeW mes iegpej jne Lee~ Ùen ken
meceÙe Lee peye mebieerle kesâke} jepe ojyeejeW lekeâ meerefcele
veneR jne, yeefukeâ }eskeâpeerkeve kesâ Øesce, efkejn Deewj
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ße=bieej keâes Yeer DeefYekÙeefòeâ osves }iee~ Keemekeâj DekeOe
#es$e, Deewj efkeMes<e #he mes }KeveT Deewj yeveejme,
"gcejer Deewj oeoje kesâ ØecegKe kesâbõ yeves~

8"gcejer9 Meyo Deheveer Glheefòe ceW ner keâesce}lee
Deewj ceeOegÙe& keâe mebkesâle oslee nw~ Ùen Meyo 8Legcekeâ9 mes
efvekeâ}e ceevee peelee nw, efpemekeâe DeLe& nw }Ùe ceW
Petcevee~ "gcejer cegKÙele: ße=bieej jme mes DeesleØeesle nesleer nw
Deewj FmeceW Øesce Deewj efkejn kesâ Yeeke ØecegKe nesles nQ~ Fmes
8YeekeØeOeeve mebieerle9 Yeer keâne peelee nw~

keneR otmejer Deesj, oeoje "cejer keâe ner Skeâ mej}
Deewj menpe #he nw~ Fmekeâe veece Fmekesâ lee} 8oeoje9
(Ún cee$eeDeeW keâe lee}) mes ef}Ùee ieÙee nw~ oeoje
Mew}er ceW keâekÙe Deewj mebieerle kesâ yeerÛe mebleg}ve osKeves
keâes efce}lee nw~ peneB "gcejer ceW YeekeeW keâe efkemleej neslee
nw, keneR oeoje DeefOekeâ mebef#ehle Deewj mej} neslee nw~
Ùener keâejCe nw efkeâ Ùen ßeeslee kesâ ùoÙe keâes legjvle mheMe&
keâjlee nw~

"gcejer ke oeoje keâer Glheefòe :

mkeieer&Ùe keâvnwÙee}e} ceefCekeâ}e} cegbMeer ves Yeer
Deheves 8kegâ}heefle kesâ he$e9 ceW yeleeÙee nw efkeâ keeefpeo
De}er Meen ÌHeâejmeer Deewj Go&t Yee<ee kesâ Gòece %eelee Deewj
MeeÙej Les~ kes Deheves meceÙe ceW veeakeâ, mebieerle, ve=lÙe
Deewj "gcejer kesâ meyemes yeÌ[s mebj#ekeâ Les~ kes DeeOegefvekeâ
Go&t jbiecebÛe kesâ pevekeâ Yeer Les~ }KeveT kesâ lelkeâe}erve
Øeefmeæ MeeÙej 8Deceevele9 ves Gvekesâ DeeosMeevegmeeÙe& jcojmeYee
veecekeâ mebieerle #hekeâ ef}Kee, pees Deeies Ûe}keâj hejkeleer&
Go&t veeakeâeW keâe DeeoMe& yeve ieÙee~ Deheves cen} ceW
mebieef"le efm$eÙeeW keâer mebmLee 8hejerKeevee9 kesâ menÙeesie mes
keeefpeo De}er Meen FvõmeYee leLee mebieerle-ve=lÙe-ØeOeeve
8jnme9 keâe DeeÙeespeve keâj GveceW :eâceMe: jepee Fvoj
(Fvõ) Deewj ßeerke=â<Ce keâer ØecegKe Yetefcekeâe DeefYeveerle
efkeâÙee keâjles Les~ 8jnme9 Meyo mebmke=âle 8jeme9 keâe ner
DeheYeÇMe nw~

Deheves Fve iegCeeW kesâ keâejCe keeefpeo De}er Meen
keâer Øeefmeefæ Skeâ kegâMe} keâefke, veeayekeâej, mebieerle%e

leLee "gcejer keeiÙesÙekeâej kesâ #he ceW jner nw~ Gvekesâ
meceÙe }KeveT ceW "gcejer Ketye heât}er-heâ}er~ Fmeeref}S
meeceevÙeleÙee }esieeW keâer OeejCee yeve ieF& efkeâ keeefpeo
De}er Meen ner "gcejer kesâ Deeefke<keâlee& Les~ Skeâ Meleeyoer
hetke& kes }KeveT kesâ ßes& Deewj De«e-ieCÙe mebieerlepeeW ceW
mes Les~ "gcejer keâe mebyebOe }KeveT mes nw Deewj keneB Ùen
Skeâ megkegâceej keâ}e kesâ #he ceW efkekeâefmele ngF&~ Fmekesâ
hetke& mebieerle kesâ Fefleneme ceW "gcejer keâe Deefmlelke efkeâmeer
Deefkekeâefmele ieerleYeso kesâ #he ceW Lee~

oeoje keâer Glheefòe Gòej Yeejle ceW, efkeMes<ele: DekeOe
Deewj yeveejme kesâ meebmke=âeflekeâ kesâbõeW ceW ngF&, peneB Fmes
DeOe&-Meem$eerÙe mebieerle Mew}er kesâ #he ceW efkekeâefmele efkeâÙee
ieÙee~ Fmekeâer Meg®Deele 19keeR Meleeyoer kesâ GòejeOe& ceW
ceeveer peeleer nw~ oeoje keâe ØeÛeej cegKÙele: ojyeejeW Deewj
}eskeâ mebieerlekeâejeW kesâ ceeOÙece mes ngDee~

"gcejer, oeoje keâer ieeÙeve hejbheje :

hetjye ke hebpeeye Debie :

"gcejer oes Debie mes ieeF& peeleer nw, hen}e hetjye
Debie otmeje hebpeeyeer Debie oesveeW DebieeW keâer Deheveer efkeMes<elee
nw~ hetjye Debie keâer "gcejer Deheveer meeoieer ke ceOegjlee kesâ
ef}Ùes Øeefmeæ nw~ FmeceW cegjefkeâÙeeW keâe ØeÙeesie mej} ke
meerOes {bie mes neslee nw~

1. hetjye Debie :

yees}yeveeke keâer "gcejer keâe Øemeej efkeMes<e #he mes
Gòej Yeejle kesâ hetkeer& Gòej ØeosMe ke efyenej keâer
Deesj DeefOekeâ nesves kesâ keâejCe Fmes ØeeÙe: 8hetjKe
Debie keâer "gcejer9 Ùee 8hetjyeer "gcejer9 keâne peelee nw~
Gòej Yeejle kesâ hetkeer& ØeosMeeW mes mebyeæ nesves kesâ
keâejCe hetjye Debie keâer yees} yeveeke "gceefjÙeeW hej
Ûewleer, keâpejer, hetjkeer, Ieeaes Deeefo }eskeâieerleeW keâer
OegveeW keâe Yeer yengle ØeYeeke nw~ hetjye Debie keâer
yees}yeveeke "gcejer ieeves keâe {bie meeOeejCeleÙee
hetkee&sòeâ #he ceW nesles ngS Yeer Gmekeâer ieeÙekeâer ceW
yees}eW ke mkejeW kesâ 8yeÌ{le9 DeLee&led efkemleej keâe
Skeâ efkeMes<e :eâce neslee nw, efpemekesâ Devegmeej hen}s
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8yebefoMe9 keâer Øeke=âefle kesâ Devegmeej yees}yeveeke keâjles
ngS "gcejer ceW kÙekeùle nesves kee}s cegKÙe jeie keâer
8yeÌ{le9 keâer peeleer nw~ efheâj DevÙe meceØeeke=âeflekeâ
jeieeW keâer ÚeÙee efoKeeles ngS cegKÙe jeie keâe eflejesYeeke
ke DeeefkeYee&ke efkeâÙee peelee nw~

2. hebpeeye Debie :

hebpeeye Debie "gcejer keâer ieeveMew}er kesâ DeeOeej mlebYe
ceeves peeves kee}s megefkeKÙeele ieeÙekeâ mkeieer&Ùe Gmleeo
yeÌ[s ieg}ece De}er KeeB mkeÙeb 8hebpeeye Debie9 kesâ
Deefmlelke keâes 8hetjye Debie9 mes mkeleb$e ke efYeVe ceeveves
keâes lewÙeej veneR Les~ mebieerle veeakeâ Dekeâeoceer, veF&
efou}er ceW ashe keâer ieF& Skeâ YeWakeelee& ceW GvneWves
mkele: mkeerkeâej efkeâÙee Lee efkeâ kemleleg: "gcejer keâe
Skeâ ner 8Debie9 nw Deewj ken nw 8hetjye9~ Gvekesâ
Devegmeej hebpeeye ceW keâYeer Yeer mebieerle keâer efkeefMe<a
Mew}er kesâ #he ceW "gcejer efkekeâefmele veneR ngF&,
Deefheleg keneB kesâ }esieeW keâer Gmekeâe heefjÛeÙe efheÚ}er
(GVeermekeeR) Meleeyoer kesâ Debeflece Yeeie ceW efce}e
Deewj leYeer mes keneB hej hejbhejeiele #he ceW hetjye keâer
ner Mew}er ceW "gcejer ieeF& peeleer jner~ Deeies Ûe}
keâj mkeieer&Ùe yeÌ[s ieg}ece De}er KeeB Deewj mkeieer&Ùe
yejkeâle De}er KeeB ØeYe=efle ieeÙekeâeW ves Gme "gcejer
ieeve ceW hebpeeye kesâ }eskeâOegveeW ke kewefÛe$ÙehetCe& mkej-
meefVekesMeeW keâe meceekesMe keâjles ngS GmeceW Deheveer
keâuhevee ke keâ}elcekeâ ØeefleYee mes Skeâ veÙee Ûecelkeâej
hewMe efkeâÙee~

oeoje keâer ØecegKe ieeÙeve Mewef}ÙeeB :

oeoje keâer Mewef}ÙeeB ØecegKe }KeveT, yeveejme,
Deeieje, Deewj ikeeef}Ùej mes efkekeâefmele ngFË~ }KeveT
Mew}er ceW YeekeØeOeevelee Deewj ße=bieej jme keâer ØeOeevelee
nesleer nw, efpemeceW yees}-yeveeke keâe cenlke nw~ yeveejme
Mew}er ceW leeveeW Deewj }Ùekeâejer keâe DeefOekeâ ØeÙeesie neslee
nw, efpememes ieeÙeve DeefOekeâ mepeerke Deewj veeakeâerÙe yevelee
nw~ Deeieje Mew}er õgle }Ùe Deewj KeÙee} Mew}er mes
Øesefjle nw, efpemeceW mkejeW keâer ienjeF& Deewj ieefleMeer}lee
osKeves keâes efce}leer nw~ ikeeef}Ùej Mew}er }Ùe Deewj mkej

kesâ mebleg}ve hej kesâbefõle nw, efpemeceW "njeke Deewj iebYeerjlee
keâe efkeMes<e cenlke nw~ Fve Mewef}ÙeeW ves oeoje keâes
efkeefkeOelee Deewj efkeefMe<alee Øeoeve keâer~

"gcejer ke oeoje ceW Oegve-jeie, lee}, jÛeveeSB ke
Gvekeâe Yee<eeÙeer Deblej :

"gcejer jeie ceW kÙekeùle mkejeW Deewj Gmekesâ jeie#he
keâe ØelÙe#e oMe&ve meke&ØeLece, peÙehegj vejsMe mekeeF& Øeleeheefmebn
kesâ ßeerjeOeeieesefkevo mebieerlemeej veecekeâ «ebLe mes efce$elee
nw~ ße=bieej keâer DeefYekÙeefòeâ ceW meneÙekeâ nes mekeâves kee}s
jeie "gcejer kesâ ef}S DeefOekeâ GheÙegòeâ nesles nQ~ Fmeef}S
"gcejer ieeve ceW ØeeÙe: n}kesâ Deewj Ûehe} Øeke=âefle kesâ jeieeW
keâe DeefOekeâ kÙekenej neslee nw~ FveceW "gcejer keâes ße=bieeefjkeâ
Øeke=âefle kesâ Devegkeât} Keakeâe, cegkeâer&, ceeR[ ßeeefo ef:eâÙeeDeeW
keâe ØeÛegj GheÙeesie efkeâÙee pee mekeâlee nw~ MeyoØeOeeve
ieerle-Yeso nesves kesâ keâejCe "gcejer ceW yees}eW keâe yengle
cenlke nw~ yees}eW ceW efveefnle YeekeeW keâer DeefcekÙeefòeâ kesâ
ef}S "gcejer ieeÙekeâ keâes ØeeÙe: DevÙe jeieeW kesâ mkejmeboYeeX
keâe GheÙeesie Yeer keâjvee heÌ[lee nw~ DeleSke "gcejer ieeve
kesâ ef}S Ssmes jeie DeefOekeâ GheÙegòeâ nesles nQ, efpevekeâe
mke#he Flevee megiece nes efkeâ GmeceW DevÙe jeieeW keâe
efceßeCe Yeer mej}lee-hetke&keâ efkeâÙee pee mekesâ~

Deevebo, Gcebie Deewj ße=bieejhetCe& }eskeâieerleeW keâer
OegveeW ceW Meem$eerÙe Âef<a mes ØeeÙe: Ûehe} Deewj n}kesâ
jeieeW keâe ØeÙeesie DeefOekeâ efce}lee nw~ LeesÌ[s mes ner
mkejmÙeeÙeeW ceW meerefcele jnves kesâ keâejCe }eskeâOegveeW ceW
ØeeÙe: n}kesâ Ùee #egõ mecePes peeves kee}s Ssmes jeieeW keâer
#hejsKee DeefOekeâ efoKeeF& heÌ[leer nw, efpevekesâ mkejefkemleej
keâer heefjefOe keâce nesleer nw~ Fve jeieeW keâer mkej-meercee Yeer
ØeeÙe: keâce ner nesleer nw~ FveceW mes kegâÚ jeieeW keâer meercee
lees kesâke} Skeâ mes }skeâj [sÌ{ mehlekeâ lekeâ nes nesleer nw,
pewmes efmebOe, ieeje, efyenejer FlÙeeefo~

YeejleerÙe lee}eW ceW keânjkee Deewj oeoje :eâceMe:
Ûelegjße Deewj leerm$e lee}eW kesâ mej}lece Skeb ßes&,
ØeefleefveefOe nQ~ "gcejer Deewj "gcejer-Mew}er kesâ DevÙe ieerleeW
ceW kÙekeùle nesves kee}s lee}eW ceW ef$elee}, efmeleejKeeveer,
hebpeeyeer, pele (<ees[Meceeef$ekeâ ÛeeBÛej), oerheÛeboer, Pehelee},
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#hekeâ, Skeâlee} Deeefo ØecegKe nQ~

"gcejer ieeve ceW ØeÙeesie efkeâS peeves kee}s ef$elee},
efmeleejKeeveer, hebpeeyeer, pele Ùee ÛeeBÛej FlÙeeefo meYeer
leeveW mees}n cee$eeDeeW ke Ûeej Keb[eW kee}s ÛelegjßepeeleerÙe
osMeer lee} nQ, pees efkeâ cet}le: ef$elee} mes mebyeæ Deewj
Gmekesâ Yeso ceeves peeles nQ~ hegjeves mebieerle%eeW kesâ Devegmeej
ØeejbefYekeâ "gcejer-ieeve ceW kÙekeùle nesves kee}e ØeOeeve
lee} ef$elee} ner Lee~

oeoje Mew}er ceW oeoje lee} meyemes ØecegKe nw~ Ùen
lee} mej} Deewj ieefleceeve nesleer nw, efpememes ieeÙeve ceW
ÛebÛe}lee Deewj }Ùeyeælee nesleer nw~ oeoje ceW }Ùe kesâ
Øekeen keâes yeveeS jKeves kesâ ef}S nukesâ lee}eW keâe ØeÙeesie
efkeâÙee peelee nw, pees ße=bieejer YeekeeW kesâ meeLe ces} Keeles nQ~

Fve Mewef}ÙeeW ceW lee} keâe ÛeÙeve ieerle kesâ Yeeke Deewj
}Ùe kesâ DeeOeej hej efkeâÙee peelee nw, efpememes mebieerle keâer
DeefYekÙeefòeâ ceW ienjeF& Deewj ØeYeekeMeer}lee yeÌ{leer nw~

Deepe "gcejer kee oeoje keâer jÛeveeDeeW keâer Yee<ee
keâe pees kÙeehekeâ mke#he nceejs meeceves nw, GmeceW meeOeejCele:
yeÇpeYe<ee kesâ meeLe-meeLe KeÌ[er, DekeOeer Deewj keâneR-keâneR
efkeâbefÛele Go&t keâe ØeYeeke Yeer heefj}ef#ele neslee nw~ ÙeneB
"gcejer keâer heo jÛevee kesâ kegâÚ GoenjCe Øemlegle nQ,
efpeveceW efnboer keâer Fve yeesef}ÙeeW kesâ oMe&ve nesles nQ~

yeÇpeYee<ee ceW efkejefÛele Skeâ "gcejer Fme Øekeâej nw :

mLeeÙeer : yeekeâer Úefke efoKe}eÙe meeBkejes, cesjes ceve
"ieew jer~

Debleje : YeewnW keâceeve, yeeve he}keâve, yesIele Øeeve
efnÙees jer~~

keeefpeo De}er Meen 8DeKlej9 ke=âle efvecveef}efKele
"gcejer keâer Yee<ee Yeer ØeOeeve: 8yeÇpeYee<ee9 nw~

"gcejer ke oeoje kesâ ØeÛeej Øemeej ceW meneÙekeâ
keâ}ekeâej :

"gcejer Deewj oeoje kesâ ØeÛeej-Øemeej ceW keâF&
Gu}sKeveerÙe keâ}ekeâejeW keâe Ùeesieoeve jne nw~ }KeveT
Iejeves kesâ efyejpet cenejepe ves "gcejer Deewj oeoje keâes
ve=lÙe Deewj ieeÙeve kesâ meeLe mebÙeesefpele keâj Fmes veF&
efoMee oer~ Gvekesâ ØeÙeemeeW ves Fve Mewef}ÙeeW keâes kewefÕekeâ
cebÛe hej Øeefmeæ efkeâÙee~ Gmleeo yeÌ[s efceÙeeB KeeB Deewj
Gmleeo Denceo peeve efLejkeâkee ves oeoje keâes Meem$eerÙe
mebieerle kesâ GÛÛe ceevekeâeW kesâ meeLe Øemlegle efkeâÙee~ Fmekesâ
Deefleefjòeâ, hebÊ efMeke kegâceej Mecee&, meesYee Ùeeoke Deewj
kegâcegefoveer ceeLegj pewmeer ØecegKe ieeefÙekeâeDeeW ves Fve Mewef}ÙeeW
keâes Deewj DeefOekeâ heefj<ke=âle efkeâÙee Deewj je<a^erÙe ke
Deblejje<aêrÙe mlej hej Fvekeâe Øemeej efkeâÙee~ Fve keâ}ekeâejeW
kesâ Ùeesieoeve ves "gcejer Deewj oeoje keâes Meem$eerÙe mebieerle
keâer cegKÙeOeeje ceW cenlkehetCe& mLeeve efo}keeÙee~

"gcejer Skeb oeoje keâer Glheefòe, efkekeâeme Deewj kele&ceeve
Mewef}ÙeeW kesâ efkemle=le efkekesÛeve mes %eele neslee nw efkeâ "gcejer
ke oeoje osMeermebieerle keâer Skeâ Ssmeer Gòej-YeejleerÙe iesÙe
efkeOeeÙeW nw, efpemes cet}le: vele&efkeâÙeeB YeekeeefYeveÙe meefnle
ve=lÙe kesâ meeLe ieeleer LeeR~ keâe}eblej ceW Gmeer "gcejer keâe
efkekeâeme Skeâ efkeefMe<a ieeveefkeOee kesâ #he ceW ngDee Deewj
Deepe Gmekeâer Deveskeâ Mewef}ÙeeB ØeÛeef}le nQ Deble: Deepe
kesâ Ùegie ceW "gcejer ke oeoje keâer efmLeefle keâes osKeles ngS
Ùen efve:mebosn keâne pee mekeâlee nw efkeâ Ùen Skeâ ßes&
keâ}elcekeâ iesÙe efkeOeeÙeW nw Deewj YeejleerÙe mebieerle ceW
Fvekeâe mLeeve DevÙelece nw~

meboYe& «ebLe metÛeer :

1. "gcejer keâer Glheefòe, efkekeâeme Deewj Mewef}Ùee, Me$egIve Megkeä}

2. }}ve efheÙee keâer "gceefjÙeeB, YeejleWog yeepehesÙeer

3. "gcejer keâer hejbheje Deewj efkekeâeme, efieefjpee oskeer

4. "gcejer ieeÙeve, }#ceerveejeÙeCe ieie& (leg}meerjece oskeebieve)

5. "gcejer Deewj Gmekeâe meebmke=âeflekeâ ØeYeeke, Sme.Sve. ßeerkeemleke
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Abstract :

Bhakti means devotion, which is an emotional attachment, that a devotee has for

a particular God. The path of bhakti leads to the path of knowledge and the route of

ritual and good deeds, according to the Bhagavat Gita. Carnatic music compositions

are purely connected with Bhakti. Many Carnatic music compositions are associated

with different types of devotion. Bhakti approach is separated mainly into nine kinds.

These nine kinds of approach to the almighty are known as Navavidhabhakti. Many of

the Carnatic music composers are credited for composing in all the forms of Bhakti,

especially in Navavidhabhakti. Music has been used to approach God through different

paths of devotion. From the ancient period, man started worshipping through natural

elements like Sun, Moon, Planets and many other. The scholar emphasizes the

importance of Sun worship through namaskaara bhava [Vandanam-Salutation], which

is connected to Vandanam bhakti through the composition 8Suryamurte9, composed

by Muthu Swami Dikshitar. The scholar points out the Vandanam approach of bhakti

linked with the Sun worship.

Keywords :

Sun, Worship, Muthu Swami Dikshitar, Vandanam, Namaskaram, Bhakti,

Surya, God

Introduction :

Nature Worship :

Sun, moon, land, water and fire are

considered as 8Panchabhootham9 and the

adoration of these celestial bodies is known

as nature worship. Worship of natural spirits

which are thought to be responsible for

natural events may also be a part of it. From

ancient period, man started worshipping

nature with pantheism, in which the God
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and nature or the Universe are considered

as one.

Our ancestors worshipped stars and

planets, as well as rivers, mountains, lakes,

stones, plants and animals from early times.

These were all infused with a celestial energy.

Every atom, cell and other manifestation

of matter has [Prana/Shakti] energy or

power, which is a manifestation of the

Divine truth. Respect for God9s entire creation

is an essential approach for all beings. This

connection is fading at present, as we

become more materialistic.

There are six vedic religious sects that

are important in the larger context of Indian

spirituality. Each of these six sects indica-

tes the devotion and spirituality in Indian

culture. The following are the six devotions

which leads to different God Concept

Worship of Surya :

Shanmathas : One of the six principal

branches of religion [shan-mathas] is

Sauram and the bhaktas of this group

worship the Sun God. Surya is called Surya

Narayana, who represents the healing

power of the Supreme God. Solar energy

enables the survival of life on earth. All

animals and human beings need plants for

food and oxygen to breathe and the plants

will grow only with the help of proper Sun-

light. The transportation of water are all

happening because of the Sunlight.

Sunworship in India : Sun worship

may have begun in India during the

Neolithic era.

 India owns 7 important Sun temples

and they are :

� Konark Sun Temple, Konark-Odisha

� Modhera Sun Temple, Modhera-

Gujarat

� Martand Sun Temple-Mattan, Kashmir

� Katarmal Sun Temple-Katarmal,

Uttarakhand

� Suryanar Kovil, Thirumangalakudi,

Tamil Nadu

� Balaji Sun Temple, Madhya Pradesh

� Ranakpur Sun Temple, Rajasthan

Until now, the researcher has menti-

oned the value and power of Sun God and

has pointed out certain selected places in

India, where the Sun God is worshipped.

The systematic and channelized pattern of

worshipping God through different paths

by the ancestors is a significant point to

be highlighted always. This way of channe-

lized system of worshipping and approa-

Six types of religions- Six Samayangal

Name Concept of God

1 Sauram Surya deva

2 Saivam Lord Siva [Perumal God]

3 Saaktham Goddess [Parashakthi]

4 Vainavam [Vaishnavam] Lord Vishnu

5 Kaanapathyam Lord Ganesha

6 Kaumaram Lord Muruga
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ching the Supreme God is termed basically

as Navavidhabhakthi

Navavidhabhakti-Nine kinds of

approaches to God :

People pray and worship the Lord in

many ways. According to each person, the

type of devotion differs. The different kinds

of approaches towards the Supreme God

are explained as Navavidhabhakti in

Srimad Bhagavatam. The nine types of

bhakti, if regularly performed, will undoub-

tedly bring the devotees closer to the Lord.

The nine types of devotion are as follows:

� Sravanam, which involves hearing the

Lord9s names and glories

� Keertanam, which involves reciting His

glories

� Smaranam, which involves remem-

bering the Lord

� Paadasevanam, which entails serving

the Lord9s feet

� Archanam, which is worshipping the

Lord with different offerings

� Vandanam, which is paying namas-

karam [salutation] to the Lord

� Dasyam, Serving the Lord as His

servant

� Sakhyam, friendly approach towards

the God

� Atmanivedanam, complete surrender

and devotion to the Lord.

Among the above 9 kinds of devotion,

the scholar has selected to analyse

Vandanam bhakti, which is brilliantly

connected with the Carnatic music

composition 8Suryamurte9, composed by

Muthu Swami Dikshitar because, God Sun

[Suryadeva] is one of the most revered

Gods in mythology and religion. He has

long been respected by people across the

world. Muthu Swami Dikshitar portrayed

this excellent idea of Surya Vandanam

through his Navagraha Kriti 8Suryamurte9,

which is composed in the raga Sourashtra

and set in Chathurasra Dhruva tala. Sun

and Salutation are bonded together in this

composition to attain salvation through

Vandanam Bhakti. Navavidha Bhakti is a

perfect fit with the worship of the Navagrahas

or the nine celestial bodies, with its focus

on a variety of devotional expressions.

Uniqueness of Navagrahas :

Navagrahas are the nine planets in our

Solar System along with two fictional

demons-Rahu and Ketu. The Navagrahas

or the nine celestial bodies in astrology,

play a significant role in astrological prac-

tices and beliefs, as they are believed to

influence human behavior, personality

traits, and life events.

The Sun is the greatest strength of all

the Navagrahas[nine planets]. The Sun

stands as a symbol for a variety of perso-

nalities like ambition, leadership, and

strength. Sun is always with the represen-

tative character among all the planets.

The significance of Surya Namaskaram

[Surya Vandanam] :

To express thanks to Suryadeva, who

is the life-giving force of nature, mankind

salutes and shows worship and respect

through Surya Namaskaram. Surya

Namaskaram, which is the ancient yoga

technique includes saluting the Sun in its

entireness. Surya Namaskaram, which is

referred to as the 8Surya Vandanam9 [Sun

Salutation], is an evidence of the tradition

of offering prayers to the Sun. It is a way

to honour the Sun.
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Vandanam is a kind of adoration and

prayer. Prostrations to God include touching

the earth with all eight of the body9s limbs

(Sashtanga pranaamam or Sashtanga

Namaskaram), expressing faith and reve-

rence before a manifestation of God. Van-

dana is praying to the Lord by stretching

out before him. Devotees do Vandanam

approach to the God, while worshipping

in temples. The devotee senses God9s

presence while they do Namaskaram.

Vandanam is the sixth type of devotion

and according to Vandanam bhakti, the

devotee should make a complete devo-

tional bow before the God.

Essence of Vandanam bhakti in the

composition Suryamurte :

The popular composition <Suryamurte=

is the first one among the Navagraha kritis

of Muthu Swami Dikshitar, composed in

the ragam Saurashram and set to Dhruva

talam and the devotion portrayed in this

composition is that of Vandanam bhakti.

Muthu Swami Dikshitar is a multi-

talented legend who was a musician, com-

poser, poet, sidhar, Veena player, Sanskrit

scholar, Philosopher, Astrologist, Vedic

exponent, Manthric and Thanthric expert,

geographical knowledge expert through

travel, skillful creator [asampoorna melas]

and so on. The Scholar is pointing out the

skillful portrayal of Vandanam bhakti

through 8Suryamurte9 composition through

selected lines taken from the composition.

Ragam : Sowrastram (17th Melakartha

Suryakantham janyam) :

Arohanam - s r g m p m d n s

Avarohanam - s n d n d p m g r s Talam-

Dhruvam [Chathurasram]

[Notes-Suddha Rishabham,Antara

Gandharam, Shuddha Madhyamam,

Chathusruti Dhaivatam, Kakali

Nishadam] [Kaishiki Nishadam is used

as a foreign note in this raga]

Pallavi :

8Suryamurthe namosthuthe Sundara

Chayadhipate9 [First line notation given

below]

|| p,mdp pm gm | mg r ,, ,, | r s s ,, ,, s,, n

s | sn d d ,, dn dp ,, ||

Su rya mu r te na mo stu te

Surya is the graha situated in the

center of all planets and the swara 8Pa9

[Panchamam] is pointing the center of the

Saptha swaras. The word 8Suryamurte9 is

beautifully started with the swara pancha-

mam [center swaram], symbolically repre-

sents at the center of gravity of other eight

grahas. Some of the points which connect

the kriti with the Vandanam bhakti are

pointed below

� The word 89Namostute99 is applied in

the first line of the Pallavi because Sun

is portrayed as the one who likes salu-

tations [Namaskaara priyan]. 8Namaste9

or 8Namostute9, the greeting, means

8I acknowledge and salute.9 This usage

is extremely connected with Vandanam

approach of Bhakti.

� 8Suryamurte 8-the word 8te9 ends with

the adhaara shadjam as in the notation

of the kriti and the term 8namostu9 is

composed in the mandrasthayi octave.

Doing a 8namaskaaram9 [Vandanam]

makes one bow down to earth. Hence

all the mandrasthayi notes [notes of

the lower octave] indicate the above

point.
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� Doing Namaskaram to Suryadeva is

a significant practice and thus the

Vandanam approach of bhakti is well

portrayed in 8Suryamurte9 composition

by the composer by doing namaskaram

in the Pallavi itself

� Dikshitar says99Oh Lord Surya! Salu-

tations to you!99 which shows up the

composer9s vandanam approach to

the Supreme Lord.

Anupallavi :

Anupallavi : 8Karya kaaranaatmaka

jagatprakasha simha asyadhipathe9

� The reference to Surya as 8Karya Kaara-

naatmaka9, which means 8He who is

connective of all actions. The poet

salutes God Sun,who is the cause and

controller of all physical processes on

earth.

� The term 8jagathprakasha9 reflects

the meaning that Suryadeva is the

backbone of creations and survival.

� 8Jagathprakasha9 also denotes that

8He9 is the power to shower the light

to this Universe

Madhyamakala Sahithyam :

8Arya vinuta thejahsphurthe Aarogyaadi

phalada keerte9

Charanam :

8Saarasamitra mitra bhano sahasrakirana

karna soono

Kroora paapa hara krisaano guruguha

moditha svabhaano

Surijaneditha su-dinamane somaadi

graha sikhaamane

dheerarchita karma saakshine divya-

tara sapthaswarathine9

Karma is mentioned as <karma saak-

shine=. Through these words, the composer

explains that God Sun is the witness to all

deeds, as the Sun is constantly there always

as the center part of the Universe. Imagi-

ning the Sun as a tangible witness to the

people9s actions would help them to choose

the right course or path in life more success-

fully.

Madhyamakala Sahithyam :

8Saurashtaarna mantraatmane

sauvarna svarupaatmane

Bharateesha hari haraatmane bhukthi

mukthi vitaranaatmane9

In the anupallavi, charanam and

madhyamakalam, after praising the sun in

his various names, the first line is repeated

again ,which shows up the salutations or

the namaskaaram to the God. Through

anupallavi, charanam and the madhyama-

kala sahityas, the composer pays tribute

to Lord Surya by explaining the qualities of

Lord Surya. The composer pays homage

to Suryadeva through Vandanam bhakti by

naming His many qualities in this composi-

tion.

Conclusion :

Thus, <Suryamurte Namostute= is a

strong illustration of Vandanam Bhakti9s

transformational potential, inspiring people

to develop an attitude of respect and thank-

fulness in their spiritual journeys. By

adopting this approach, followers of the

Sun God not only pay respect to Him but

also allow themselves to be guided by the

light and right direction, that such deep

devotion brings out. <Namostute= is a

salutation that evokes a profound sense

of humility and invites devotees or people

to show their respect and submission

towards the God by acknowledging the

Sun as the source of vitality and wisdom.

This composition serves as a reminder that
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genuine devotion involves both an inside

humility and an external point of respect.

This composition is a unique saluta-

tion to the Sun God that perfectly captures

the spirit of Vandanam Bhakti, which is a

deep regard and respect for the divine.

Bowing down to Suryadeva [Sun-leader of

the nine planets], the celestial representa-

tion of light and energy, in this composi-

tion represents not just reverence but also

recognition of the divine presence that up-

holds life and promotes spiritual develop-

ment.

Even though bowing down and doing

Namaskaram is the prominent way used

in Vandanam bhakti, namaskaaram can be

clearly practiced even by mind to all the

living things and God. The devotees

following this kind of bhakti can make use

of this practice by behaving respectfully

to all and to the almighty. At the present

time, following the older traditions is not

practical but can be followed by showing

devotion by mind.

 Our society will lose cultural strength

if the traditions and culture is not imparted

to the younger generation. Through this

composition, the composer extensively

portraits his depth of respect and honour

to his Supreme God[Sun] by his saluta-

tions. This kind of attitude must be transfe-

rred into all generations, as the youngsters

will lead the society by the respecting

nature, leaving the traditions safe in their

hands.
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Abstract :

Ramanathapuram Srinivasa Iyengar (1860-1919) was one of the earliest disciples

of Patnam Subramanya Iyer, who was a disciple of Manambuchavadi Venkatasubbaier,

a scion and disciple of Saint Tyagaraja. Ramanathapuram Srinivasa Iyengar was

fondly called Poochi Srinivasa Iyengar as his voice resembles that of a <Poochi=

(insect) since he effortlessly sang fast brigas with his rich and resonant voice. Srinivsa

Iyengar was a versatile composer who has composed different musical forms which

include Tana Varnas, Padavarna, Kritis, Thillanas, Javalis Kavadi chindu and a

Ragamalika. Many of his compositions feature decorative angas like Sangatis,

Chittaswara, Madhyamakala Sahitya, Swarakshara, Solkettu Swara etc. The Paper

titled <Tana Varnas of Ramanathapuram Srinivasa Iyengar=, aims to highlight the

following points.

� A brief study of the musical form Varnam.

� Tana Varnas composed by Ramanathapuram Srinivasa Iyengar.

� Literary and musical excellence figuring in the Tana varnas composed by

Ramanathapuram Srinivasa Iyengar.

Key words :

Varnas, Ramanathapuram Srinivasa Iyengar. Music, Raga, Avarta.

Introduction :

Ramanathapuram Srinivasa Iyengar

was a prominent post-Trinity composer

who has composed different musical forms.

He was a busy concert musician, an Uthama

Vaggeyakara and a great Guru, who trained

many disciples including the legendary

musician Ariyakkudi Ramanuja Iyengar,

who is referred to as a trendsetter in the

present-day Katcheri Padhathi. Ramana-

thapuram Srinivasa Iyengar used to sing

in the pitch of 4 ½ and usually begins his

concerts with Viribhoni Varna followed

by Kritis in Antara Gandhara like Panthu-

varali, Harikambhoji, Poorvikalyani etc.

Srinivasa Iyengar was an expert in Singing

Manodharma Sangita, especially Tanam.
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He used to sing the compositions of Trinity,

Patnam Subramanya Iyer, Badrachalam

Ramadas, Gopalakrishna Bharathi, Rama-

swami Sivan, Tevarams, Padams, Javalis

and Thillanas in his concerts. He has com-

posed about 100 compositions. Ramanatha-

puram Srinivasa Iyengar has composed

many compositions in rare Ragas such as

Narayani, Megharanjini, Suraranjini, Saras-

wathimanohari, Narayanagoula, Devamano-

hari etc. and rare Talas like Lakshmisa,

Ragavardhini etc. He has composed a kriti

<Paripalayamam= in the Raga Harikam-

bhoji in praise of Sita Devi.

A brief study on Varnas :

Varnas belong to the technical group

of compositions, which are taught to

students after the preliminary exercises

like Sarali Varisas, Janta Varisas etc. and

the compositions of a more advanced

nature such as Gitams, Swarajathis, Jathi

Swaras etc. Varnas can be considered both

as Abhyasa Gana and Sabha Gana, which

means it can be used for practice and

performed in concerts. The musical form

Varna is very important because it gives

knowledge about Swara, Sruthi, Raga,

Tala, Ranjaka Prayogas, Visesha Sancharas

etc., the raga admits of. The Akara, Ikara

and Ukara passages present in the sahitya

part of the Varna helps the student to get

clarity while singing brigas. Moreover,

Varnas are also practiced and performed

in different degrees of speed which helps

a musician to acquire a great mastery over

Laya. Varnas give the Swaroopa of the

Raga in a nutshell. Varnas have two

sections Poorvanga and Utharanga. The

Poorvanga consists of Pallavi, Anupallavi

and Chittaswara. The Utharanga consists

of Charana and Charana Swaras. The

Charana Swaras will progressively increase

in length and complexity. The first Charana

Swara will have one Avarta and is charac-

terised with a profusion of Dirgha Swaras.

Each Charana Swara will be of same length

as the previous Swara or longer than the

previous Swara. Varnas are mostly in Adi

and Ata Tala and there are a few Varnas

in Khanta Jathi Triputa, Chaturasra Ata

etc. Govindasamayya (1680-1710) who

lived before Pachimirium Adiyappa has

composed a Varna in Mohana Raga, in

praise of the King Venkataperumal of

Karvetinagaram. Govindasamayya can be

considered as the earliest composer of

Varnas. Later many prominent composers

such as Pachimiriyam Adiyappa, Manam-

buchavadi Venkatasubbaier, Patnam Sub-

ramanya Iyer, Ramanathapuram Srinivasa

Iyengar, Tiruvattiyur Tyagayyar, Vina

Kuppayyar etc. have composed many Varnas

which are available to us today. Varnas are

classified into different types namely, Tana

Varnas, Pada Varnas, Daru Varnas etc.

Tana Varnas are performed as the first

item in Carnatic Music concerts and are

usually sung or performed at a medium

tempo. In Tana Varnas, the Pallavi, Anu-

pallavi and Charana have Sahitya, and the

remaining sections contain only Swaras.

Since Tana Varnas comprises mostly the

Swara Passages, more importance is given

to the Rakthi prayogas and Gamakas. The

uniqueness of this composition is the

preponderance of Tana jathis in this form.

In Tana Varnas, the Swara phrases are

prominently featured throughout the

composition which aids a Carnatic Music

student in developing a strong understan-

ding of Kalpana swaras. The theme of

Tana Varna will be of an erotic nature and

there are also some Varnas that have devo-

tional themes. Pada Varnas are also referred
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to as Chouka Varnas. As the name indicates,

they are performed mainly in dance concerts

at a slow tempo. In Pada Varnas, the entire

composition will have sahitya and more

importance is given to the bhava element.

Some of the prominent Pada Varna

Composers are Ramaswamy Dikshitar,

Vadivelu, Pallavi Seshayyar, Swati Tirunal

etc. Daru Varnas share a similar structure

with Tana Varnas and in addition to Swara

and Sahitya, they also include Jathis.

Analysis of Tana Varnas composed by

Ramanathapuram Srinivasa Iyengar :

Ramanathapuram Srinivasa Iyengar

has composed 7 Tana Varnas and a Pada

Varna. The seven Tana Varnas and the Pada

Varna composed by Srinivasa Iyengar are

listed below.

In the above listed Varnas, the Tana Varna

<Vanajaksha=, is composed in the Prati

Madhyama Raga Varali and the remaining

six Varnas are in Sudha Madhyama Ragas.

One Varna is composed in the Raga Anan-

dabhairavi, a Bhashanga Raga. Three

Varnas are set to Tala Adi, three Varnas are

set to Ata Tala and the Varna <Ninne Entho=

in Devamanohari Raga is in the Tala

Khanta Triputa. The Pallavi, Anupallavi

and Chittaswara of all the Varnas have 2

Avartas. The Mudra of Ramanathapuram

Srinivasa Iyengar is <Srinivasa= which is

present in the Anupallavi of all the Varnas,

except in the Mohana Raga Varna <Ninnu-

kori=. In the Mohana Varna, the Charana

Sahitya contains the Mudra of the compo-

ser, <Sannutanga Srinivasa=. The Charana

of all the Tana Varnas consists of 1 Avarta.

The Devamanohari Varna <Ninne Entho=

has 3 Charana Swaras and the remaining

6 Tana Varnas have 4 Charana Swaras each.

The first 2 Charana Swaras of all the Varnas

have 1 Avarta. The second Charana Swara

of Deva Manohari Varna has 2 Avartas and

the second Charana Swara of remaining

Varnas have 1 Avarta. The third Charana

Swara of Mohana, Varali, Kanada and

Narayani Varna have 1 Avarta, Hindola and

Anandabhairavi Raga Varnas have 2 Avartas

and Devamanohari Varna has 4 Avartas

each. The fourth Charana Swara of Mohana,

Varali, Narayani and Kanada Varnas have

2 avartas, Hindola and Anandabhairavi

Sl. No Varna Raga Tala

1 Sami Ninne Hindolam Adi

2 Rara Sami Anandabhairavi Adi

3 Ninne Entho Devamanohari Khanta Triputa

4 Ninnukori Mohanam Adi

5 Vanajaksha Varali Ata

6 Sami Ninne Narayani Ata

7 Neranammiti kanada Ata

8 Danikorikenu Vasantha Jhampa
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Varnas have 4 Avartas. The last charana

swara of Varali Varna <Vanajaksha= con-

tains a beautiful solkettu swara. Solkettu

swara is a decorative anga in which the

jathi is incorporated along with the Swara

or Sahitya of the composition. The solkettu

swara passage in the Varna <Vanajaksha=

is given below.

<THAM TARITHA NRSRND

KITATAKA JHAM NDP DMD,

RUTHAKA RITATANA DHEEM GRG

THANA DDSN THAKADHIMI ||

NSR TAKA DHEENU SRNR THAJAM

DPD JHAM PDP DRDSR JHANUTHA

S,, NDMDG SGR THATHIKINATHOM ||

The Tana Varnas of Ramanathapuram

Srinivasa Iyengar have sancharas in all the

three octaves. The varnas contain many

Visesha sancharas and Rakthi prayogas

which add beauty to the composition. All

the Varnas of Ramanathapuram Srinivasa

Iyengar are in Telugu language. The Varnas

of Srinivasa Iyengar are also rich in Janta-

Dhattu Swara Prayogas. The Sahitya of

Pallavi, Anupallavi and Charana of all the

Varnas contain soulful meanings. The

meaning of Ninnukori Varnam is given

below:

Pallavi :

<Ninnukori yunnara Nikhila loka Nayaka

Meaning :

Oh! Leader of the entire Universe, I

am existing because of the longing I have

towards you.

Anupallavi :

Nannupalimpa Samayamide Nameeda

Krupa Joodara

Meaning :

This is the occasion to take charge of

me, please show mercy upon me.

Charanam :

Sannutanga Srinivasa

Meaning :

Oh! Srinivasa, I pray your existence

in the visible form.

Another decorative anga that is present

in Carnatic music compositions is Swarak-

shara. The Swarakshara beauty can be

seen in all the Tana Varnas of Ramanatha-

puram Srinivasa Iyengar, Swarakshara is

a Sabdalankara that is perceived only

through Vocal Music. It is a beauty in which

the solfa syllable and its corresponding

sahitya syllable are identical or like soun-

ding. Example: The Pallavi of Hindola

Varnam :

S N S M

SA&.MI

Here the Swara is <Sa=, and the Sahitya

is also <Sa= which is a very good example

of Sudha swarakshara. Srinivasa Iyengar9s

Varnas contain different varieties of Yathis

and Prasas, which shows his mastery over

Sahitya, Swara and Laya.

Conclusion :

In the context of Carnatic Music, Varna

refers to a musical form which is used for

both Vocal and Instrumental Music. Many

post-trinity composers like Patnam Subra-

manya Iyer, Ramanathapuram Srinivasa

Iyengar, Tiruvattiyur Tyagayyar and others

have composed many Varnas which are

learned and performed by students as well

as by Carnatic musicians. The first Varnam

which is often learned by a Carnatic music

student is <Ninnukori= in the Raga Mohana

composed by Ramanathapuram Srinivasa

Iyengar. The Varnas of Ramanathapuram

Srinivasa Iyengar represent the perfect
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blend of rhythm, melody and improvi-

sation, acting as a bridge between the

technical and emotional aspects of music.

His Varnas also hold aesthetic value, being

performed in concerts to demonstrate the

artist9s virtuosity.
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efnbogmleeve ceW OeÇgheo Mew}er ceW ieeÙee peeves kee}e Oeceej Deewj
ojYebiee Iejevee keâer Oeceej ieeÙekeâer : Skeâ efkekesÛeve

mebieerle ceefu}keâ [e@Ê cecelee jeveer "ekegâj
MeesOe-Úe$e MeesOe-efveo&sefMekeâe
}ef}le veejeÙeCe efceefLe}e efkeÕeefkeÅee}Ùe, SceÊ S}Ê SmeÊ SceÊ keâe@}spe, ojYebiee

ojYebiee

MeesOe-meej :

Meem$eerÙe mebieerle ceW Oeceej ieeÙeve keâes Skeâ Glke=â<a ieeÙeve Mew}er ceeveer ieF& nw~ Ùen OeÇgheo Mew}er ceW ieeS peeves
kee}e ieerle keâe ken Øekeâej nw pees 14 cee$ee kesâ Oeceej lee} ceW ielÙee peelee nw~ Oeceej ieeÙeve kesâ Debleie&le nes}er
efke<eÙekeâ efke<eÙe kemleg keâe keCe&ve ner efveOee&efjle nesles nQ efpemeceW Deyeerj-ieg}e}, keâbÛeve efheÛekeâejer leLee nes}er keâe
ng[obie Deeefo keâe keCe&ve neslee nw~ Oeceej ieerle efkeMes<e #he mes Gòej ØeosMe kesâ ke=boekeve Øeeble ceW mebieerle iegefCeÙeeW kesâ
Éeje cebefojeW ceW ielÙee peelee Lee~ Oeceej keâe heo yeÇpeYee<ee ceW jefÛele nesles nQ~ Fve heoeW kesâ cee$e oes ner Yeeie nesles
nQ~ Oeceej keâer ieeÙekeâer OeÇgheo keâer Dehes#ee kegâÚ keâef"ve nesleer nw keäÙeeWefkeâ FmeceW OeÇgheo keâer lejn ieerle keâer Oegve ve
yeo}keâj efkeefYeVe Øekeâej kesâ jeie keeÛekeâ OegveeW Éeje kÙeòeâ efkeâÙee peelee nw~ Oeceej kesâ meke&ßes& ieeÙekeâes ceW jecehegj
Iejeves kesâ kepeerj Keeb leLee Denceo De}er Keeb leLee peÙehegj Iejeves kesâ yenjce Keeb, nwoj yekeäMe kesâ veece ef}S pee
mekeâles nQ~ Fvekesâ Deefleefjòeâ leevemesve, meoejbie, Deoejbie, cevejbie, vetjjbie Deeefo keâ}ekeâejeW kesâ ieerleeW ceW jeOee ke=â<Ce
keâer #he ceeOegjer leLee nes}er pewmes mebkesieelcekeâ YeekeveeDeeW keâer yegveekea nw, ken Deveghece Deewj DeefÉleerÙe nw~ Øemlegle
efveyebOe ceW Yeejle ceW ØeÛeef}le kegâÚ Oeceej keâer yebefoMeeW keâes Gæ=le efkeâÙee ieÙee nw~ meeLe ner, Oeceej ieeÙekeâer kesâ mebyebOe
ceW ØeKÙeele ieeÙekeâ he©eßeer jecekegâceej ceefu}keâ kesâ efkeÛeej keâes Yeer Gæ=le efkeâÙee ieÙee nw~

metÛekeâ Meyo :

Oeceej, OeÇgheo, ieeÙeve-Mew}er, ojYebiee Iejevee~

 Meem$eerÙe mebieerle ceW Oeceej ieeÙeve keâes Skeâ Glke=â<a
ieeÙeve Mew}er ceeveer ieF& nw celebie leLee DevÙe mebieerleeÛeeÙee&w
ves Fmes 8efYeVee ieerefle9 mes peesÌ[keâj osKee nw~ Ùen OeÇgheo
Mew}er ceW ieeS peeves kee}e ieerle keâe ken Øekeâej nw pees
14 cee$ee kesâ Oeceej lee} ceW ieeÙee peelee nw~ Oeceej
ieeÙeve kesâ Debleie&le nes}er efke<eÙekeâ efke<eÙe kemleg keâe
keCe&ve ner efveOee&efjle nesles nQ efpeveceW Deyeerj-ieg}e},

keâbÛeve efheÛekeâejer leLee jbie mes ÛegveefjÙeeW leLee jbie mes
Yeeries yeove nes}er keâe ngÌ[obie Deeefo keâe efÛe$eCe efveefnle
neslee nw~ efkeMes<ele: ßeer ke=â<Ce keâer jeme}er}e leLee yeÇpe
keâer nes}er kesâ ÂMÙeeW keâe ceveesnejer efkekejCe Fve yebefoMeeW
kesâ DeeOeej nesles nQ~

Fme ieeÙeve Mew}er kesâ ØeejbefYekeâ Seesle keâer Keespe
keâjles nQ leye ØeeÛeerve mebieerle Meem$e «evLeeW ceW
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8efkeØekeâerCe9 ØeyebOe kesâ Debleie&le ÛeÛe&jer ØeyebOe keâer
ÛeÛee& efce}leer nw~ ÛeÛe&jer ØeyebOe 16 cee$ee Ùegòeâ
lee} ceW leLee yemeble Glmeke ceW efnb[es}, yemeble
Deeefo jeieeW ceW ieeves keâer ØeLee jner nw~ Glmeke
ØeOeeve ieerle nesves kesâ keâejCe Fmes meceepe kesâ }esieeW
kesâ mece#e meecetefnkeâ #he mes ieeÙee peelee Lee~ Ùen
Yeer mkeeYeeefkekeâ nw efkeâ Gme keâe}Keb[ keâer Deece
}esieeW keâer ØeÛeef}le Yee<ee Øeeke=âle Leer~ Fme ÛeÛe&jer
ØeyebOe keâes }ewefkeâkeâ peerkeve ceW 8ÛeÛe&jer ieeve9 keânves
keâer hejbheje Leer~ ÛeÛe&jer Deewj ÛeeÛe&jer oesveeW ceW
meceevelee Leer keäÙeeWefkeâ oesveeW ceW ner heo nes}er mes ner
mebyebefOele neslee Lee~ Fme Øekeâej Meem_e%eeW kesâ
celeevegmeej Ùener ÛeÛe&jer ieerle 8Oeceej9 kesâ Glme kesâ
#he ceW meke&ceevÙe nw~ keâe}eblej ceW 14 cee$eeDeeW
kesâ lee} Oecee} Ùee Oeceej ceW efveyebOe 8Oeceej ieerle9

ieeves keâer hejbheje ØeejbYe ngF&~

ØeejbefYekeâ efmLeefle ceW Deepe keâer lejn Fme ieeÙeve
Mew}er ceW efkeefYeVe }ÙekeâeefjÙeeW keâe ØeÙeesie veneR ngDee
keâjlee Lee~ Oeceej ieerle efkeMes<e #he mes Gòej ØeosMe kesâ
ke=boekeve Øeeble ceW mebieerle iegefCeÙeeW kesâ Éeje cebefojeW ceW ieeÙee
peelee Lee~ Oeceej kesâ heo ØeejbYe mes ner ßeer ke=â<Ce keâer
}er}e efke<eÙekeâ leLee jeOee ke=â<Ce keâer nes}er efke<eÙekeâ
efke<eÙe kemleg hej DeeOeeefjle ngDee keâjlee Lee~ Meem$eerÙe
mebieerle kesâ Debleie&le Fmes 8Yeefòeâ ieeÙeve9 kesâ #he ceW peevee
peelee nw~ Oeceej kesâ heo efkeMes<ele: yeÇpeYee<ee ceW jefÛele
nesles nQ~ Fve heoeW kesâ cee$e oes ner Yeeie nesles nQ~ hen}e
mLeeF& Deewj otmeje Debleje~ Oeceej ieeÙeve keâer mekee&slke=â<a
efkeefMe<alee Ùen nw efkeâ Ùen efkeâmeer DevÙe lee}eW ceW veneR
yeefukeâ cee$e Oeceej lee} ceW ner ieeÙee peelee nw~ Oeceej
ieeÙeve Mew}er 8OeÇgheo9 Deewj 8KÙee}9 kesâ yeerÛe kee}er
efmLeefle keâe efveo&sMekeâ nw~ Fvekeâer jÛevee KÙee} kesâ
meceeve oes legkeâeW kee}er nesleer nw hejbleg ieeÙeve Mew}er OeÇgheo
kesâ meceeve nesleer nw~ OeÇgheo ieeÙeve kesâ meceeve ner Oeceej
ceW Yeer meke&ØeLece veesce-leesce kesâ Dee}ehe leLee yees}- yeea
keâe ØeÙeesie neslee nw Fmeef}S Oeceej keâes OeÇgheo Debie ceW
ner jKee peelee nw efkeâbleg Oeceej ieerle OeÇgheo keâer lejn
iebYeerj veneR neslee nw~ Oeceej ceW nesjer Deewj jeme kesâ

ßebieeefjkeâ heoeW kesâ keâejCe OeÇgheo pewmeer iebYeerjlee efkeefkeOelee
leLee Deveskeâ#helee veneR nesleer yeefukeâ ceOegjlee,lej}lee
leLee }eef}lÙehetCe& jnleer nw~1

Oeceej ceW heoeW keâe meeQoÙe& Deewj }ÙekeâeefjÙeeW keâer
efkeefkeOelee Gu}sKeveerÙe #he mes meeQoÙe&- Ùegòeâ nesleer nw~
}Ùekeâejer keâe Ùen keâeÙe& 8Ghepe Debie9 keân}elee nw~
FmeceW 8Ghepe9 Deeefo keâe ØeÙeesie ner ieeÙekeâ yeKetyeer mes
keâjles nQ efpemekesâ Debleie&le lee}-hejveeW kesâ DeeOeej hej
ieerle keCeeX pewmes- 8nesjer Kes}le vebo}e} jer osKees9
FlÙeeefo keCeeX keâes }skeâj yees} -yeeba leLee }Ùe- yeeba
keâe Debie efoKeeÙee peelee nw~ Oeceej ieeÙeve keâer mebieefle
ce=obie DeLekee heKeekepe kesâ Keg}s yeepe Éeje keâer peeleer
nw~ OeÇgheo keâer Dehes#ee Oeceej keâer ieeÙe keâer kegâÚ keâef"ve
nw keäÙeeWefkeâ FmeceW OeÇgheo keâer lejn ieerle keâer Oegve ve
yeo}keâj efkeefYeVe Øekeâej kesâ jeiekeeÛekeâ OegveeW Éeje kÙeòeâ
efkeâÙee peelee nw~2

Oeceej kesâ meke&ßes& ieeÙekeâeW ceW jecehegj Iejeves kesâ
Gmleeo kepeerj Keeb leLee Denceo De}er Keeb leLee peÙehegj
Iejeves kesâ yenjece Keeb nwoj yeKMe kesâ veece ef}S pee mekeâles
nQ KÙee} ieeÙekeâer kesâ Deeieje Iejeves ceW Yeer Oeceej ieeÙeve
DeebefMekeâ #he mes megjef#ele nw~ Fme #es$e ceW efke}eÙele ngmewve
Keeb leLee heâwÙeepe Keeb keâes keâeheâer Øeefmeefæ efce}er Leer~ Fvekesâ
Deefleefjòeâ leevemesve, meoejbie , Deoejbie, cevejbie, vetjjbie
leLee Øesceoeme Deeefo keâ}ekeâejeW kesâ ieerleeW ceW jeOee-ke=â<Ce
keâer #he ceeOegjer leLee nes}er pewmes mebkesieelcekeâ YeekeveeDeeW
keâer yegveekea nw ken Deveghece Deewj DeefÉleerÙe nw~ Fme Øekeâej
Oeceej keâes mkej, }Ùe, lee} ceW iegbefheâle Skeâ keâ}elcekeâ
ke=efòe Deheves Deehe ceW Skeâ Devet"er ieeÙeve efkeOee nw~ Yeejle
ceW ØeÛeef}le jeieeOeeefjle Oeceej keâer yebefoMeeW keâes yeeveieer kesâ
#he ceW Ùeneb osKee pee mekeâlee nw~3

jeie-hetefjÙee keâuÙeeCe :

mLeeF&- jbie efpeve [ejes efiejOeejer

Yeeries ceesjer leve keâer meejer

Debleje-neLes jbie Yej efheÛekeâejer
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ceie efyeÛe Leejes kegâbkej-keâvneF&

lekeâ-lekeâ ceejle meye ye=pe veejer

jeie- hejpe :

mLeeF& : }e}- ieg}e} efpeve [ejeW,

yejpeesjer ve keâjes jIegvebove Úesjer peer
neLe nceejes~

Debleje : PekeâPeesjer ve cetjle peele yeFÙeeb,

Úta peeS keâÛed yeejes jece meKes Oeejs
heFÙeeb hejle,

cesjes IetbIea hea ve GOeejes

jeie hetefjÙee :

mLeeF& : Ûe}er veej yeve-"ve nesjer Kes}ve ef}S
efheÛekeâejer~

Debleje : cegefole YeF& pewmeer Mejo- Ûeeboveer,

hegjve keâ}e ke=KeYeeefceveer~~

DeeÛeeÙe& ye=nmheefle keâer hegmlekeâeW ceW Gæ=le kegâÚ
Oeceej keâer yeeveieer Fme Øekeâej nw- De}erceoe&ve Keeb keâe
Oeceej meceÇea Dekeâyej kesâ ojyeej ceW Fme Øekeâej keâe Lee-

jeie : F&ceve, Oeceej :

mLeeF& : nesjer Kes}sF& yevesieer #meQ Deye ve yeveWieer

Debleje : cesjes keânsles leg ceeefvevekes}er peye keejsie
ceW meveWieer~

keâwF& kesj DeeF& ieF& let veneR ceevele TbÛeer keâjer
"ew{er YeeQnW levesieer~

meeefn pe}e}efove heâiegDee oerpew Deeheg les Deehe
cevesieer~~4

Fme Øekeâej ceesncceo Meen kesâ ojyeej keâe Skeâ
Oeceej keâer yeeveieer osKeer pee mekeâleer nw :

jeie : leesÌ[er, Oeceej :

mLeeF& : Deyekesâ nesjer ceW hÙeejer ef}Kes meebceebve leQ
keâerve leQ keâer vew~

Debleje : [heâ {e} veeW}emeer meie& ef}S meewefleefve
kesâ iegceeve megYeajeie ceeefj }ervew~

ce=obie leeshe ieWo iees}e ieg}e} }eÙeW leeefkeâ
Deekeepe megveer ie#j ieÌ{ Úesefve }erveW~

ceesncceo Meen keâes megneie yeÌ{ew keekeâw efnletDeefve
kesâ ceg<e Iegbo heâsefj oerveQ~~5

ojYebiee Iejevee kesâ ØeKÙeele ieeÙekeâ [e@keäaj hebef[le
Øesce kegâceej ceef}keâ ves Deheveer hegmlekeâ ceW9ojYebiee Iejevee
Skeb yebefoMeW9 ceW Oeceej keâer ÛeÛee& keâjles ngS Deheves
efkeÛeej keâes Fme Øekeâej mhe<a efkeâÙee nw~6

8Oeceej ceW Ghepe keâe DelÙeefOekeâ keâece neslee nw~
Ghepe keâe DeLe& nw vekeerve GÆekevee, pees mkej Deewj Meyo
kesâ mebÙeesie mes keâer peeleer nw~ pewmes- yees}-yeeba Deeefo~
Oeceej oes Øekeâej kesâ nesles nQ :

� ØekeâeMe : efpevekeâe mece Skeâ mhe<a mLeeve hej
neslee nw~

� ieghle : efpevekeâe mece ieghle neslee nw Deewj DeejbYe ceW
ØeLece hebefòeâ keâes leerve yeej ieeves kesâ yeeo Debeflece
yeej ceW mecePe ceW Deelee Lee~ 8ØekeâeMe9 {bie kesâ
Oeceej ner ØeeÙe: ieeS peeles jns nQ~ kele&ceeve Oeceej
lee} ceW 5-2-3-4 kesâ Keb[eW leLee nesjer, jeme kesâ
ßebieeefjkeâ heo nesves kesâ keâejCe FveceW OeÇgheo pewmeer
iebYeerjlee veneR nesleer }sefkeâve }eskeâ- hejbheje ceW
nes}er hej ve=lÙe Deewj heKeekepe kesâ meeLe peye Oeceej
ieeÙee peelee nw lees keeleekejCe ceW DeveesKee ceeOegÙe&
Yej peelee nw~ ceesncceo Meen 8jbieer}s9 kesâ ojyeejer
keâ}ekeâej vescele Keeb 8meoejbie9 ves Yeer Deveskeâ
OeceejeW keâer jÛevee keâer Leer, Fvekeâer jÛeveeDeeW ceW
ceesncceo Meen veeÙekeâ nw~ 8vekejbie9 ves Yeer heejbheefjkeâ
Mew}er ceW Oeceejes keâe me=peve efkeâÙee nw~ Oeceej keâe
GösMÙe iebYeerjlee mes nakeâj jbieerve keeleekejCe GlheVe
keâjvee nw~ FmeceW meYeer jmeeW keâer keâefkeleeSb veneR
nesleer nw kesâke} Oeceej ße=bieej jmeeW keâe keCe&ve neslee
nw~ pewmes- keâwmes Kes}le heâeie nes legce {er" }biej
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nce mebie~ yeebn hekeâefj cesjes leve PekeâPeesjle, yeesjle
Deyeerj ieg}e}ve~~ Fmekeâer Mew}er }Ùe-ØeOeeve nw~
}Ùekeâejer keâe Debie Ghepe keân}elee nw~ Fmekesâ
efkehejerle OeÇgheo keâer efkeMes<elee 8yeÌ{le Debie9 ceW nw~
Fmekesâ Debleie&le mkejeW keâe efkemleej efkeefkeOe De}eheeW
kesâ ceeOÙece mes efkeâÙee peelee nw~ oesveeW Mew}er efce}leer-
peg}leer nesves kesâ keâejCe Gvekeâer hejbheje ncesMee Skeâ
Iejeves ceW ner Ûe}leer jner~ Fme Meleeyoer kesâ meke&ßes&
Oeceej ieeÙekeâes ceW jecehegj Iejeves kesâ Gmleeo kepeerj
Keeb Skeb Denceo De}er Keeve leLee peÙehegj Iejeves
kesâ yenjece Keeb Skeb nwoj yeKMe kesâ veece ef}S pee
mekeâles nQ~ KÙee} ieeÙekeâer kesâ Deeieje Iejeves ceW
Yeer Oeceej ieeÙeve kegâÚ DebMeeW ceW megjef#ele nw~ mkeÙeb
efke}eÙele ngmewve Keeb leLee heâwÙeepe Keeb Fmekesâ peeves-
ceeves keâ}ekeâej ceeves peeles nQ~

Oeceej ieeÙekeâ kesâ #he ceW ojYebiee Iejeves kesâ OeÇgheo
efMejesceefCe he©eßeer hebef[le jece Ûelegj ceefu}keâ keâe veece
Gu}sKeveerÙe nw Skeb hebef[le efkeogj ceefu}keâ Yeer Oeceej kesâ
efkeÉeve Les~ Oeceej ceW De}ie-De}ie cee$eeDeeW mes efleneF&ÙeeW
keâe ØeÙeesie Fvekeâer ieeÙekeâer ceW DelÙeble ner megceOegj Skeb
Deekeâef<e&le keâjves kee}e Lee~ Fmeer :eâce ceW he©eßeer hebef[le
efmeÙeejece eflekeejer keâe veece yengle ner Deeoj kesâ meeLe
ef}Ùee peelee jne nw efpevneWves Oeceej keâe Skeâ De}ie ner
#he oMe&ve keâjkeeÙee efpememes Deekeâ<e&keâ efleneF&ÙeeW keâe
ØeÙeesie Skeb De}ie-De}ie cee$eeDeeW mes megMeesefYele efleneF&
keâe meceerkeâjCe Fvekeâer ieeÙeve Mew}er ceW osKeves keâes efce}leer
Leer~9

ojYebiee Iejeves kesâ ÙeMemkeer ieeÙekeâ he©eßeer jece
Ûelegj ceefu}keâ Éeje ieeS ieS Oeceej keâer yebefoMeW Fme
Øekeâej nw:-

jeie-hejpe, Oeceej 7:

mLeeF& : Sjer [heâ efkeve ce=obie yeepele Oeceej,

mees ceevees veke Oegve jKe kesâ Oeceekeâe~

Debleje : ieg}e} }e} YeS yeoje efheÛekeâejer
keâer keâecekeâlee~

jeie : cee}keâesMe, Oeceej 8 :

mLeeF& : DeeÙees keâneb les nes ieeshee}, iee} }ieeS
ieg}e}~

Devleje : DeOejve heerkeâ Debpeve he}keâve ceW,peekekeâ
}eÙees Yee}~~1~~

}a-}a yeeie Ûe}les ceie [es}le, meesnle efceCe
iegCe cee}~

jeceke=â<Ce ØeYeg meebÛe keânes legce, keâewve megneefieve
YeF& ye=peyee}~~2~~

jeie- }ef}le, Oeceej 9 :

mLeeF& : ßeer ieeshee} vebo}e}, neW legce ojme
keâes yesne}~

Deblej : veÙeve lejme jnle legcnjs, ojme keâes
ye=pe keâer yee}~~

jeie- iegpe&jer leesÌ[er, Oeceej 10 :

mLeeF& : efpeve Úgkees ceesj DeÛejkee, Delener {er"
}bieÌ[kee~

Debleje : Ùen [j efvekeâmeve heeTb jer Delener {er"
}bieÌ[kee~~

ojYebiee Iejevee ceW kegâÚ Ssmes Yeer Oeceej nw efpemekesâ
ÛeejeW Yeeie- mLeeF&, Debleje, mebÛeejer leLee DeeYeesie keâes
ieeÙeve kesâ meceÙe ØeoefMe&le efkeâÙee peelee nw~ yeeveieer kesâ
#he ceW Fmes efvecvekele osKee pee mekeâlee nw~

jeie- osmeer, Oeceej 11 :

mLeeF& : Ss GOees legce peeDees ieeshee} ceeve }eÙees
DeeÙees nw heâeiegve ceeme~

Debleje : Deyekeâer heâeie meskeleer kegâypee Iej Kes}tb
efheÙee kesâ heeme~

mebÛeejer : ceQ Deye}e ieeskegâ} keâer yemewÙee jntbieer
ieg}e} Goeme~

DeeYeesie :jeceke=â<Ce ØeYeg keâye}s DeF&neW }eefie
ojme keâer Deeme~
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Fmeer Øekeâej 8meoejbie9 keâer Skeâ yebefoMe kesâ ÛeejeW
Yeeie keâes ojYebiee Iejevee keâer ieeÙekeâer ceW ØeoefMe&le efkeâÙee
peelee nw~ yebefoMe Fme Øekeâej nw :

jeie- yemeble, Oeceej 12 :

mLeeF& : Deye lees keâesefkeâ} Oetce ceÛeeF& efheÙe
efkeosMe ceesner

heeF& Dekesâ}er efyejefnve peeefve meleeF&

Debleje : Skeâ leewnefle ceQ kewefjefve Gefvekeâer keâjle
ÛekeeGefve

DeeF& yeesef} yees}er peye yeeve mes ceejle
leve ceve yesOeleer peeF&~

mebÛeejer : kegâbefkeâ kegâbefkeâ [j heeF& jer efpeDe ceW

DeleneR Tkeâ yeÌ{eF&

efÛeleew yemeble peye DeeÙees heâeiegve Deye
keâneb keâjes ceesjes YeeF&~

DeeYeesie :Ùes meceÙes megefOe }erpew 8meoejbie9 megKeoeF&
ogKeoeF&~

Fmeer Øekeâej ojYebiee Iejevee kesâ kegâÚ ØecegKe Oeceej
keâer yebefoMeeW keâer mkejef}efhe Yeer osKeer pee mekeâleer nw :

jeie- ojyeejer keâevnÌ[e, Oeceej 13 :

mLeeF& : }e} }e[}er Kes}ve efvekeâmes nesjer kesâ
efoveve ceW~

Debleje : mebie meKee meKeer jbie Yejes nQ Kes}
jÛeesjer nes}er~

mLeeF& :

Debleje :

2. jeie- Ùeceve, Oeceej 14

mLeeF& : Sjer [heâ meepeve }eies Ûebie ce=obie PeebPe Pevekeâej~

Debleje : Skeâ ieekele Skeâ ce=obie yepeekele Skeâ veeÛele nQ ow ow lee}~
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3. jeie : cee}keâeQme, Oeceej 15 :

mLeeF& : DeeÙes keâne les nes ieeshee} iee} }ieeS ieg}e}~

Debleje : DeOejve Debpeve efhekeâ he}keâve hej peekekeâ }eÙees nQ Yee}~

mLeeF& :

mLeeF& :

Debleje :

Debleje :
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4. jeie- peÙepeÙekevleer, Oeceej 16 :

mLeeF& : Kes}le nesjer ye=pe keâer ieesjer vevo vevove ke=<eYeeve efkeâMeesjer~

Debleje : Ûeeskee Ûebove Deblej Dejie pee efÚÌ[keâles MÙeece yees}le nes nesjer~

mebÛeejer : Deyeerj ieg}e} mees }e} YeÙes yeeoj efheÛekeâejer jbie yejmele nesjer~

DeeÙeesie : Ûecekeâer jner Ûehe}e meer veeiej efvejKele 8metj9 MÙeece le=Ce leesjer~

mLeeF& :

Debleje :

mebÛeejer :

DeeYeesie :
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Fme Øekeâej Yeejle keâer Oeceej ieeÙeve hejbheje ceW
ojYebiee Iejeves keâer Oeceej ieeÙeve keâer hejbheje efkeMes<e #he
mes KÙeeefle}yOe nw~

GheÙe&gòeâ keefCe&le leLÙeeW mes leLee Gæ=le yebefoMees kesâ
ceeOÙece mes leLee Fve yebefoMeeW keâer mkejef}efhe kesâ ceeOÙece
mes Fvekeâer efkeefMe<aleeDeeW keâes mhe<a #he mes osKeer pee
mekeâleer nw Fve yebefoMeeW ceW kegâÚ Oeceej lees Yeejle ceW
ØeÛeef}le Oeceej kesâ #he ceW nw lees kegâÚ yebefoMeW Fme Iejeves
keâer Deheveer Yeer pees nw cee$e ojYebiee Iejeves kesâ keâ}ekeâejeW
kesâ Éeje ieeS peeles nQ~

meboYe& metÛeer :

1. efmebn,mebpeÙe kegâceej ([e@Ê), Oeceej keâer hejbheje efveyebOekeâej,
Deveno }eskeâ, ke<e&-1 Debkeâ-2, kÙebpevee Deea& Sb[
keâuÛej meesmeeÙeaer, F}eneyeeo, he=Ê-18

2. kener, he=Ê-19

3. kener, he=Ê-19

4. ye=nmheefle, DeeÛeeÙe& keâw}eMeÛebõ oske, OeÇ gkeheo Deewj
Gmekeâe efkekeâeme, heefjefMe<a 8De9, efyenej-je<aŶee<ee heefj<eo
heavee-1976, he=Ê-335

5. kener, he=Ê-355

6. ceefu}keâ, Øesce kegâceej ([e@Ê), ojYebiee Iejevee Skeb
yebefoMeW, keâMÙehe heefy}kesâMeve ieeefpeÙeeyeeo 2016,
he=Ê-60-61

7. Pee, ÛeC[sÕej, OeÇgheo efMejesceefCe jeceÛelegj ceefu}keâ,
mebieerle MeesOe mebmLeeve OeÇgheo kesâbõ, ojYebiee- 1997,
he=Ê-95

8. kener, he=Ê-95

9. kener, he=Ê-97

10.  kener, he=Ê-98

11. ceefu}keâ, Øesce kegâceej ([e@Ê), ojYebiee Iejevee Skeb
yebefoMeW, keâMÙehe heefy}kesâMeve, ieeefpeÙeeyeeo 2016,
he=Ê-122

12.  kener, he=Ê-127

13.  kener, he=Ê-134

14.  kener, he=Ê-137

15.  kener, he=Ê-140

16.  kener, he=0Ê-142-144
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leyeuee Jeeove keâe DepejeÌ[e Iejevee
[e@Ê efveMeevle kegâceej efmebn

leyeuee mebielekeâej
mebieerle efJeYeeie

oÙeevevo ieume& heerÊ peerÊ keâe@uespe, keâevehegj

meejebMe :

leye}s ceW Iejeves keâer Glheefle meke&ØeLece efou}er Iejevee mes ceevee peelee nw leLee Fme Iejeves kesâ ØeLece leye}e
keeokeâ Gmleeo efmeæej KeeB ngÙes~ efmeæej KeeB keâer kebMe-hejcheje leLee efMe<Ùe-hejcheje ves leye}e kesâ efou}er Iejeves
keâer veeRke [e}er~ efheâj Oeerjs-Oeerjs leye}e keeokeâ osMe kesâ otmejs YeeieeW ceW heâw}s~ keneB keâer meeceeefpekeâ heefjefmLeefleÙeeW leLee
mLeeveerÙe mebieerle ves Gvekeâer Mew}er hej :eâceMe: ØeYeeke [e}e Deewj Oeerjs-Oeerjs efkeefYeVe IejeveeW keâe pevce ngDee pees Deheveer
efvepeer efkeMes<eleeDeeW kesâ keâejCe Dehevee De}ie Deefmlelke jKeves }ies~ Fve meYeer IejeveeW keâer Deheveer Skeâ efkeefMe<a
keeove Mew}er, Fefleneme, yees}-yebefoMeW, efkekeâeme Skeb meewvoÙe& nw~ ØelÙeskeâ Iejeves keâes Gmekeâer keeove Mew}er kesâ Éeje
ner henÛeevee peelee nw~ leye}s kesâ efkeefYeVe IejeveeW keâer ceevÙelee keâe Skeâcee$e DeeOeej Gvekeâer efYeVe keeove Mew}er nesleer
nw~ leye}s ceW FvneR keeove Mewef}ÙeeW keâes oes De}ie-De}ie yeepe, heefMÛece Skeb hetjye yeepe ceW efkeYeòeâ keâj efoÙee ieÙee~
leye}s kesâ hetjye yeepe ceW }KeveT keâe yeepe ØecegKe ceevee peelee nw~ peye Fme Iejeves keâe ØeeogYee&ke ngDee lees leye}s
ceW yengle yeÌ[e heefjkele&ve Deefmlelke ceW DeeÙee~ efpemekesâ heâ}mke®he }KeveT mes oes Deewj veÙes IejeveeW keâe pevce ngDee
peneB heefMÛece yeepe ceW efou}er Deewj DepejeÌ[e Iejeves ngS nQ~

yeerpe Meyo :

leye}e, Iejeves, hejcheje, keeÅe, mebieerle~

mebieerle meceÙe Deewj meceepe mes pegÌ[er ngF& keâ}e nw,
Fmeef}S FmeceW heefjkele&ve vee nes Ùen lees mebYeke ner veneR
nw~ mebieerle ceW Yeer heefjkele&ve nesles jnles nQ Deewj peye Yeer
heefjkele&ve nesles nQ lees ØeeÙe: Gmekeâer Dee}esÛevee Yeer keâer
peeleer nw }sefkeâve kegâÚ meceÙe yeeo kes heefjkele&ve mLeeefhele
nes peeles nQ~ ÙeÅeefhe leye}s kesâ 6 De}ie-De}ie Iejeves
nQ pees De}ie-De}ie meceÙe hej efkekeâefmele ngS nQ~
IejeveeW kesâ efkekeâeme keâe Ùen efme}efme}e keânves keâes lees
19keeR Meleeyoer ceW ®keâ ieÙee~ 19keeR Meleeyoer kesâ yeeo
efkeâmeer veS Iejeves keâer mLeehevee veneR ngF&, }sefkeâve heefjkele&ve

keâe efme}efme}e Ûe}lee jne Deewj De}ie-De}ie IejeveeW
kesâ De}ie-De}ie leye}e keeokeâeW ves Deheves leye}e keeove
ceW Deheveer me=peveelcekeâlee keâe yeesOe keâjeles jnles nQ~
yeermekeeR Meleeyoer kesâ hetkee&Oe& mes }skeâj GòejeOe& lekeâ hetjye
yeepe kesâ IejeveeW ceW Deveskeâ Ssmes ceneve leye}e keeokeâ
ngS nQ efpevneWves Deheveer keeove efkeMes<elee, ÙeesiÙelee,
#ecelee, vekeerve efkeÛeejeW leLee lekeâveerkeâeW kesâ efceßeCe mes ve
kesâke} Deheves Iejeves keâer henÛeeve Skeb ceeve mecceeve
yeÌ{eÙeer Deefheleg mebhetCe& leye}e peiele keâes mebkeefOe&le Skeb
efkekeâefmele efkeâÙee~ ÙeÅeefhe ceOÙekeâe} kesâ ØeLece ÛejCe
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lekeâ Dekeveæ keeÅe keâe ØeÙeesie mebieerle kesâ Ghejbpeve nsleg
ner neslee Lee~ ceOÙekeâe} mes DeeOegefvekeâ keâe} kesâ yeerÛe
Dekeveæ keeÅeeW keâe efkekeâeme efkeefYeVe ieeÙeve, keeove leLee
ve=lÙe keâer Mewef}ÙeeW kesâ efkekeâeme kesâ meeLe-meeLe yeÌ[er lespeer
mes ngDee~ hetCe& #he mes DeeOegefvekeâ keâe} ceW lees Fvekeâe
efkekeâeme mkelev$e #he ceW ngDee leLee mebiele kesâ meeLe-meeLe
Fve keeÅeeW ceW mkelev$e keeove Yeer yengleeÙele mes nesves
}iee~ Gòej YeejleerÙe Meem$eerÙe mebieerle ceW Dekeveæ keeÅeeW
ceW meyemes DeefOekeâ ØeÛeef}le keeÅe 8leye}e9 keâe ØeÙeesie
nesves }iee nw~

Iejevee Meyo keâer kÙeglheefòe 8Iej9 Meyo mes ngF& nw~1
YeejleerÙe mebieerle peiele ceW Iejeves mes leelheÙe& efkeefMe<a
ieg®-hejcheje Ùee kebMe hejcheje keâe heefjÛeeÙekeâ nw~ Fmekeâe
YeejleerÙe mebieerle keâer ØelÙeskeâ efkeOee ieeÙeve, keeove Skeb
ve=lÙe leerveeW ceW cenòkehetCe& mLeeve nw~ peye keâesF& keâ}e
efkekeâefmele Skeb heefj<ke=âle neskeâj megkÙekeefmLele, megmebmke=âle
Deewj mece=æ nes peeleer nw leLee Gme keâ}e efkeOee keâer
peveceeveme ceW efkeMes<e ceevÙelee Skeb Øeefle&e nes peeleer nw
leye Gmekeâer Skeâ hejcheje Ûe} heÌ[leer nw~ YeejleerÙe
mebieerle ceW ieeÙeve, keeove leLee ve=lÙe efkeOeeDeeW keâer hejchejeSB
De}ie-De}ie meceÙe hej efkeefkeOe #heeW ceW Øemhegâefale
nesleer jner nQ Deewj kele&ceeve ceW Ùener hejchejeSB mebieerle kesâ
efkeefYeVe IejeveeW kesâ #he ceW efkekeâefmele ngF& nQ~

ceOÙekeâe}erve Ùegie ceW efkeefYeVe mLeeveeW hej mebieerle
mecegoeÙe kesâ }esie Deheves peerefkekeâesheepe&ve nsleg efkeefYeVe
jepeeßeÙeeW ceW peekeâj jnves }ies Deewj Ùes efkeefYeVe keâ}ekeâejeW
keâer keâ}e heefjkeâuhevee, }eskeâ ®efÛe Deewj keneb kesâ mLeeveerÙe
ØeYeeke kesâ keâejCe Gvekeâer keâ}e ØemlegeflekeâjCe keâer Mew}er
keneB kesâ mLeeveerÙe veece mes Øeefmeæ nes ieF&~

yeepe, keeove ØeCee}er Skeb keeove Mew}er keâes yeepe
keânles nQ~ nQ-(1) heefMÛece yeepe, (2) hetjye yeepe nQ~2

yeepe cegKÙe #he mes oes Øekeâej kesâ heefMÛece yeepe kesâ
Devleie&le efou}er leLee DepejeÌ[e Iejeves keâer keeove Mew}er
Deeleer nw Deewj Fmes yebo yeepe keânles nQ~ Fme yeepe ceW oes
Debiegef}ÙeeW keâe ØeÙeesie neslee nw leLee FmeceW Ûeebaer DeLee&led

efkeâveej keâe ØeÙeesie DeefOekeâ nesves kesâ keâejCe Fmes efkeâveej
keâe yeepe Yeer keânles nQ~

hetjye yeepe kesâ Devleie&le }KeveT, heâj&gKeeyeeo
Deewj yeveejme Iejeves keâer keeove Mew}er Deeleer nw~ Ùen
yeepe heKeekepe keâer keeove Mew}er mes DelÙeefOekeâ ØeYeeefkele
nw~ Fme yeepe ceW Okeefve ietBpeÙegòeâ Skeb peesjoej nesleer nw~
Fme keeove Mew}er ceW Debiegef}ÙeeW kesâ meeLe-meeLe hetjs hebpes
keâe ØeÙeesie efkeâÙee peelee nw~ Ùen osMe kesâ hetkeer& Yeeie ceW
nesves kesâ keâejCe hetjye yeepe keân}elee nw~ hebpeeye Iejeves
keâe efkekeâeme mkelev$e #he mes nesves kesâ keâejCe Gmekeâer
keeove Mew}er Fve meYeer mes De}ie nw Deewj Fme yeepe hej
ce=obie keâe mekee&efOekeâ ØeYeeke nw~ Fme keeove Mew}er ceW
ce=obie kesâ yees}eW keâes yebo keâjkesâ yepeeles nQ~

Fme Øekeâej kele&ceeve ceW kegâ} Ú: Iejeves Øeefmeæ nQ3

pees Fme Øekeâej nw :

1. efou}er Iejevee 4. heâj&gKeeyeeo Iejevee

2. DepejeÌ[e Iejevee 5. yeveejme Iejevee

3. }KeveT Iejevee 6. hebpeeye Iejevee

ÙeÅeefhe efkeâ leye}s keâer keeove Mew}er keâes oes YeeieeW
ceW efkeYeòeâ efkeâÙee ieÙee nw hetjye yeepe leLee heefMÛece
yeepe~ FvneR oesveeW yeepeeW kesâ Debleie&le leye}s kesâ IejeveeW
keâer heefjkeâuhevee keâer ieF&~ kesâke} hebpeeye Iejeves keâes
ÚesÌ[keâj keäÙeeWefkeâ kegâÚ efkeÉeveeW Éeje hebpeeye keâes mkeleb$e
Iejeves keâe opee& Øeehle nw~

efkeog<eer Deeyeeve F& efcem$eer peer kesâ Devegmeej hebpeeye
Iejeves keâer keeove Mew}er Fve meYeer IejeveeW mes he=Lekeâ nw efpeme
hej ce=obie keâer Mew}er keâe mekee&efOekeâ ØeYeeke efoKelee nw~4

hetjye keâer keeove Mew}er Keg}er nesleer nw leLee heefMÛece
keâer keeove Mew}er yebo DeLee&le efkeâveej ØeOeeve nesleer nw~
DepejeÌ[e Iejevee heefMÛece yeepe kesâ Debleie&le Deelee nw~
efkeog<eer Deeyeeve F& efcem$eer peer kesâ Devegmeej DepejeÌ[e
Iejeves keâe meceÙe Devegceevele: 1780 kesâ heMÛeele keâe
jne nesiee~
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DepejeÌ[e Iejeves kesâ yegpegie& efou}er Iejeves kesâ ner
Meeefieo& Les~ Dele: Fme Iejeves keâes efou}er keâer Skeâ
MeeKee Yeer keâne peelee Lee~ keâe}eblej ceW Ùener DepejeÌ[e
Iejevee efou}er mes Skeâ Úesas mes Yeeie kesâ #he ceW he=Lekeâ
ngDee leLee Deheveer efkeefMe<a keeove Mew}er keâes efkekeâefmele
keâj Skeâ mkeleb$e Iejeves kesâ #he ceW mLeeefhele ngDee~ [e@Ê
Ùeesie ceeÙee Megkeä}e peer kesâ Devegmeej, efou}er Iejeves kesâ
leye}e keeokeâ efmeleeye KeeB kesâ Øeefmeæ efMe<Ùe keâu}t KeeB
Deewj ceer# KeeB pees efkeâ hejmhej YeeF& Yeer Les GvneWves
DepejeÌ[e Iejeves keâer veerke [e}er Ùen oesveeW YeeF& cesj"
efpe}s kesâ DepejeÌ[e veecekeâ ieebke kesâ efvekeemeer Les~5

efkeog<eer Deeyeeve F& efcem$eer peer kesâ Devegmeej, 88DepejeÌ[e
Iejeves kesâ cet} Øekele&keâeW ves efou}er Iejeves kesâ GmleeoeW mes
efMe#ee Øeehle keâer Leer~996

hebef[le megOeerj ceeF&Cekeâj peer kesâ Devegmeej, 88Depeje[e
Iejeves keâe efou}er Iejeves mes DelÙeble efvekeâa keâe mebyebOe nw
Flevee ner veneR yeefukeâ efou}er Iejeves keâer Mew}er ceW mes ner
DepejeÌ[e Iejeves keâe efvecee&Ce ngDee nw~997

DepejeÌ[e Iejeves kesâ Deeefo heg®<e efou}er kesâ efvekeâa
Gòej ØeosMe kesâ cesj" efpe}s ceW DepejeÌ[e veecekeâ Skeâ
ieebke nw~ Gmeer ieebke kesâ oes YeeF& keâu}t KeeB ke ceer® KeeB
leye}e keeove keâer efMe#ee kesâ ef}S }e}eefÙele efou}er
Dee hengbÛes leLee lelkeâe}erve Gmleeo efmeleeye KeeB meensye
pees efou}er Iejeves kesâ Øekele&keâ Gmleeo efmeæej KeeB [eÌ{er
kesâ heew$e leLee Gmleeo yegieje Keeve meenye kesâ heg$e Les,
Gvemes leye}s keâer efkeefOekele lee}erce «enCe keâjves kesâ
heMÛeele Deheves ieebke DepejeÌ[e }ewa ieS~ leoghejeble
GvneWves Deheves Gmleeo Éeje Øeehle hejbhejeiele lee}erce ceW
mkeefkeÛeejeW keâe meceekesMe keâjles ngS vekeerve jÛeveeDeeW ke
keeove Mew}er keâes mLeeefhele keâj DepejeÌ[e Iejeves keâer veeRke
[e}er~ Gvekesâ yeeo Gvekeâer kebMe ke efMe<Ùe hejbheje ves
Deheveer keeove Mew}er ceW efvele veS DeeÙeece mLeeefhele keâjles
ngS Fmes mkeleb$e Iejeves kesâ #he ceW ceevÙelee efo}eF&~

Øeesheâsmej megOeerj kegâceej mekeämesvee peer kesâ celeevegmeej,
Deeceleewj mes Ùener ceevee peelee nw efkeâ DepejeÌ[e Iejevee

efou}er mes ner efvekeâ}e nw Deewj Gmeer keâer osve nw~ Fmekeâe
keâejCe Ùen nw efkeâ DepejeÌ[e Iejeves kesâ Øekele&keâ YeeFÙeeW
Gmleeo keâu}t KeeB Deewj Gmleeo ceer® KeeB ves leye}s keâer
efMe#ee efou}er Iejeves kesâ GmleeoeW mes ner }er Deewj Gmekeâer
DeÛÚer mecePe leLee keâewMe} neefme} keâjkesâ keeheme Deheves
pevce mLeeve ceW yeme ieS~ keneb GvneWves efou}er Iejeves mes
Øeehle efkeÅee %eeve kesâ ceeOÙece mes Deveskeâ ceewef}keâ yees}
mebÙeespeve jÛes~ Fmemes Gvekeâes Skeâ veS Iejeves kesâ pevekeâ
kesâ #he ceW henÛeevee peeves }iee Deewj Gvekeâer Deheveer
jÛeveeDeeW keâer Yeer Yejhetj ØeMebmee nesves }ieer~8

DepejeÌ[e Iejeves kesâ keâueekeâej :

DepejeÌ[e Iejeves kesâ Øekele&keâ Gmleeo keâu}t KeeB ke
Gmleeo ceer® KeeB keâer kebMe hejbheje ceW Deveskeâ efkeKÙeele
leLee efkeÉeve keâ}ekeâej ngS~ FveceW mes DepejeÌ[e Iejeves
kesâ Øekele&keâ GmleeoeW kesâ kebMepe Gmleeo ceesncceoer yeKMe
ngS Fvekesâ heMÛeele Gvekesâ heg$e Ûeebo KeeB ke Ûeebo KeeB kesâ
heg$e keâe}s KeeB ngS~ Gmleeo keâe}s Keeve mes DepejeÌ[e
Iejeves keâer keeove hejbheje efkemle=le #he mes De«emej nesleer
Øeleerle nesleer nw~ Fvekesâ heg$e kegâlegye yeKMe leLee legu}ve
KeeB ke efMe<Ùe Ieermee KeeB ves DepejeÌ[e kesâ leye}s keâes
Deheveer kebMe ke efMe<Ùe hejbheje kesâ ceeOÙece mes Skeâ veÙee
DeeÙeece efoÙee~

Gmleeo keâe}s KeeB kesâ oes heg$e ngS kegâlegye yeKMe leLee
legu}ve KeeB~ kegâlegye yeKMe kesâ heg$e nmmet KeeB leLee legu}ve
KeeB kesâ heg$e keâ}kee KeeB~ Gmleeo keâ}kee KeeB kesâ heMÛeeled
Gvekeâer kebMe hejbheje De«esef<ele veneR nes heeF& efkeâbleg nmmet KeeB
keâer kebMe hejbheje ves DepejeÌ[e Iejeves keâer Yeefke<Ùe Ùee$ee keâes
efkejece veneR }ieves efoÙee~ Fvekesâ oes heg$e yebyet KeeB ke Meccet
KeeB Deewj Yeebpes vevns KeeB kegâÌ[er kee}s ves DepejeÌ[s keâer kebMe
hejbheje keâes heâ}erYetle keâjves ceW Demeerce Ùeesieoeve efoÙee~ yebyet
KeeB Gmleeo nmmet KeeB kesâ pes& heg$e leLee efkeÉeve leye}e
keeokeâ Les~ Fvekesâ heg$e Depeerpegöerve leLee Depeerpegöerve KeeB
kesâ leerve heg$e jcepeeve KeeB, DeeefMekeâ ngmewve (peÙehegj) leLee
MeceMeeo ngmewve ngS~
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Gmleeo Meccet KeeB :

DepejeÌ[e Iejevee kesâ efkeKÙeele leye}e keeokeâ Gmleeo
Meccet KeeB keâe pevce cesj" kesâ heejbheefjkeâ mebieerle%eeW kesâ
Skeâ heefjkeej ceW meve 1876 ceW ngDee Lee~9 Meccet KeeB
Gmleeo nmmet KeeB kesâ Úesas heg$e leLee Gmleeo keâe}s KeeB
kesâ heew$e Les~ Gmleeo Meccet KeeB keâer meebieereflekeâ efMe#ee
efhelee Gmleeo nmmet KeeB kesâ meeefveOÙe ceW ner mebheVe ngF&~
Gmleeo MecYet KeeB ves Deheves Ùegie ceW leye}e keeove Éeje
heÙee&hle KÙeeefle Deefpe&le keâer Deheves Ûecelkeâeefjkeâ Skeb
ceeOegÙe& hetCe& yeepe kesâ keâejCe Gme meceÙe Ùen Fleves
}eskeâefØeÙe nes ieS Les efkeâ }esie FvnW DepejeÌ[e yeepe keâe
cegbMeer veece mes hegkeâejles Les~10 Deehekesâ efMe<ÙeeW ceW Deyog}
keâjerce KeeB (Yeleerpee) leLee nyeeryegöerve KeeB (heg$e) meke&ßes&
leye}e keeokeâ ngS~ 60 ke<e& keâer DeeÙeg ceW DeLee&led meve
1935 ceW Deehe Fme Yeeweflekeâ mebmeej keâes ÚesÌ[keâj
hej}eskeâ keemeer nes ieS~

Gmleeo nyeeryegöerve Keeve :

nyeeryegöerve Keeve meenye Deheves meceÙe kesâ ßes&lece
leye}e keeokeâeW ceW mes Skeâ Les Deheves efhelee Gmleeo Meccet
Keeve mes leye}s keâer ØeejbefYekeâ efMe#ee }sves kesâ heMÛeele
Deeheves efou}er Iejeves kesâ Ke}erheâe Gmleeo velLet KeeB
meenye leLee heâj&gKeeyeeo Iejeves kesâ ceneve efMe#ekeâ Gmleeo
cegveerj Keeve meenye mes Yeer efkeÅeepe&ve efkeâÙee~ Gmleeo
nyeeryegöerve Keeve keâe pevce cesj" (Gòej ØeosMe) Menj ceW
1899 ceW ngDee Lee~11 efou}er Deewj DepejeÌ[e keâer
keeove Mew}er ceW efvehegCe Gmleeo keâes DeefKe} YeejleerÙe
mecces}ve }KeveT ceW 8mebiele meceÇea9 keâer GheeefOe mes
mecceeefvele efkeâÙee ieÙee~ Gòej ØeosMe mebieerle veeakeâ
Dekeâeoceer }KeveT ves Yeer meve 1970 ceW Deehe keâes
hegjmke=âle efkeâÙee~ 1966 ceW he#eeIeele kesâ efMekeâej nes
ieS~ }byeer yeerceejer mes petPeles ngS peg}eF& 1972 keâes
Deehekeâe osneble nes ieÙee~ Deehekesâ Skeâ cee$e heg$e Gmleeo
cebpet KeeB nQ pees kele&ceeve ceW DepejeÌ[e Iejeves keâer keeove
hejbheje keâes Deeies yeÌ{e jns nQ~ Deehe ves osMe Yej ceW
DeveskeâeW efMe<ÙeeW keâes lewÙeej efkeâÙee pees ceneve keâ}ekeâejeW
keâer ßesCeer ceW efieves peeles nQ~

vevns KeeB kegâÌ[er :

vevns KeeB kegâÌ[er kee}s Deheves meceÙe kesâ efkeÉeve
keâ}ekeâej nmmet KeeB meenye kesâ Yeebpes leLee Gmleeo
nyeeryegöerve Keeve meenye kesâ hegâheâsjs YeeF& Les~ Deehekeâer
efMe<Ùe hejbheje kesâ Debleie&le Deveskeâ GÛÛe keâesefa kesâ keâ}ekeâejeW
keâe veece mece#e Deelee nw~ Deehekesâ efMe<Ùe efveÙeepet KeeB,
nmecele De}er KeeB, nceos KeeB FlÙeeefo Deveskeâ KÙeeefle}yOe
keâ}ekeâej ngS~

DevÙe efMe<Ùe hejbhejeSb hetke& efkeefole nw efkeâ Gmleeo
keâe}s KeeB kesâ MeeefieoeX ceW Gvekesâ oes heg$eeW Gmleeo kegâlegye
yeKMe leLee Gmleeo legu}ve KeeB kesâ De}ekee Ieermee KeeB
veecekeâ Skeâ Deewj keâ}ekeâej ngS pees keâe}s Keeve meenye
kesâ kebMepe vee neskeâj Gvekesâ Meeefieo& Les~ keâe}eblej ceW
FvneR Gmleeo Ieermee KeeB ves Deheveer he=Lekeâ efMe<Ùe hejbheje
keâes De«esef<ele efkeâÙee~ leLee Fvekeâer hejbheje ves Yeer Deveskeâ
megefkeÛeejkeâ keâ}ekeâejeW keâer Skeâ hebefòeâ yeveeF&~ Fvekesâ
Meeefieoe&s ceW Gmleeo efpeccet KeeB oto}er kee}s Les pees efkeâ
Fvekesâ heg$e Les~ leLee Gmleeo efpeccet KeeB kesâ Meeefieoe&s ceW
peceerj Denceo, Gmleeo efvepeecegöerve Keeve leLee heg$e
Gmleeo MeefheâÙee KeeB ngS~ Gmleeo MeefheâÙee Keeve kesâ
oceeo Gmleeo efvepeecegöerve Keeve leLee efvepeecegöerve Keeve
meenye kesâ heg$e keâcee}göerve Keeve leLee oerhekeâ ves®}keâj
GÛÛe keâesefa kesâ leye}e keeokeâ ngS~

Øeeshesâmej megOeerj kegâceej mekeämesvee :

Deehekeâe pevce meve 1924 ceW De}erieÌ{ Gòej
ØeosMe ceW ngDee~12 mekeämesvee peer DepejeÌ[e Iejeves kesâ
Ke}erheâe Gmleeo nyeeryegöerve KeeB meensye kesâ keefj& efMe<ÙeeW
ceW mekee&sheefj Les~ Deeheves Deheves Gmleeo mes «eefnle lee}erce
keâes meceefhe&le #he mes Deelcemeele efkeâÙee leLee Deheves keâce&
#es$e iegpejele kesâ ke[esoje ceW DepejeÌ[e Iejeves keâer hejbhejeiele
lee}erce kesâ Debleie&le efMe<ÙeeW keâer DelÙeble ØeefleYeeMee}er
Keshe lewÙeej keâer~ DepejeÌ[e Iejeves kesâ ØeÛeej Øemeej ceW
Deehekeâer Yetefcekeâe DelÙeble cenlkehetCe& nw~
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Gmleeo Dekeâjce KeeB :

Gmleeo vevns KeeB keâer kebMe hejbheje kele&ceeve meceÙe
ceW DepejeÌ[e Iejevee kesâ ØeefleefveefOe keâ}ekeâej kesâ #he ceW
Gmleeo Dekeâjce Keeve efkeâmeer heefjÛeÙe kesâ ceesnleepe veneR
nw~ DepejeÌ[e Iejevee keâer keeove hejbheje ceW Deehe keâer
kebMe hejbheje Yeer Skeâ cenlkehetCe& mLeeve jKeleer nw~ Deehekeâer
kebMe hejbheje kesâ yegpegieeX ves DepejeÌ[e Iejeves kesâ leye}s keâes
Skeâ veÙee DeeÙeece Øeoeve efkeâÙee nw~ Deehekesâ Devegmeej
Deehekeâer keeove hejbheje Gmleeo vevns Keeve meenye mes
ØeejbYe neskeâj kele&ceeve ceW meelekeW Ùee Dee"keW heerÌ{er lekeâ
keâe meebieereflekeâ meheâj leÙe keâj Ûegkeâer nw~ Deehekeâer kebMe
hejbheje keâes Menpejs kesâ ceeOÙece mes mecePevee meg}Ye
nesiee~9913

Gmleeo Dekeâjce Keeve kesâ Devegmeej, DepejeÌ[e
Iejevee lekeâjeryeve 200-250 mee} hegjevee Iejevee nw
Deewj FmeceW keâeheâer yesnlejerve leye}e keeokeâ ngS nQ, yeÌ[s
DeÛÚs-DeÛÚs yegpegie& ngS nQ efpevneWves Fme ceW yengle keâece
efkeâÙee nw Deewj cesjs hejoeoe ceesncceo Meheâer KeeB meenye
efpevemes ceQves lee}erce }er nw Gvekesâ Gmleeo efÚöe KeeB
meenye Deewj Gvekesâ yegpegie&~ cesjs keeef}o Gmleeo nMecele
De}er Keeve meenye~ lekeâjeryeve 7 heerefÌ{ÙeeW mes Ùen keâece
Ûe}lee Dee jne nw~ lees Gvekeâe keâe@efva^yÙetMeve yengle nw
FmeceW Deewj DepejeÌ[e Iejeves ceW Deewj Yeer yegpegie& ngS nQ

cesjs Keeveoeve kesâ De}ekee Gve meYeer keâe FmeceW keâbâeryÙetMeve
nw Gve meye ves Fme keâes Deeies yeÌ{eÙee nw~

mevoYe& «evLe metÛeer :

1. [e@Ê efmeæ efkepeÙe, leye}e hejcheje Skeb veÙeer efoMeeÙeW,
he=Ê-2

2. ØeesÊ heas} pecegvee Øemeeo, lee} keeÅe heefjÛeÙe, he=Ê-142

3. [e@Ê efcem$eer Deeyeeve F&Ê, heKeekepe Deewj leye}e kesâ Iejeves
Skeb hejchejeÙeW, he=Ê-125

4. kener, he=Ê-125

5. [e@Ê Megkeä}e ÙeesieceeÙee, leye}s keâe Gûce efkekeâeme Deewj
keeove Mewef}Ùeeb, he=Ê-157

6. [e@Ê efcem$eer Deeyeeve F&Ê, heKeekepe Deewj leye}e kesâ Iejeves
Skeb hejchejeÙeW, he=Ê-140

7. hebef[le, ceeF&Cekeâj megOeerj, leye}e keeove ceW efveefnle meewvoÙe&,
he=Ê-209

8. ØeesÊ mekeämesvee megOeerj kegâceej, leye}s keâer keâ}e, he=Ê-90

9. ØeesÊ ßeerkeemleke efiejerMeÛevõ, lee}keâesMe, he=Ê-225

10. hebÊ keefMe& melÙeveejeÙeCe, leye}s hej efou}er Deewj hetjye,
he=Ê-62

11. ØeesÊ ßeerkeemleke efiejerMeÛevõ, lee}keâesMe, he=Ê-252

12. kener, he=Ê-247

13. Gmleeo Dekeâjce KeeB peer Éeje, jepÙemeYee aerÊkeerÊ hej
8MeefKmeÙele9 keâeÙe&:eâce ceW mee#eelkeâej kesâ DebMe
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iele :

hesMekeâej Deewj keâeÙeos kesâ meceeve iele Yeer leye}e
keeove keâer efkeMes<e meece«eer nw~ iele cegKÙe #he mes hetjye
kesâ IejeveeW ceW Deewj efkeMes<e #he mes ]heâ®&Keeyeeo Iejeves
keâer cegKÙe keeove meece«eer nw~ iele ceg}eÙece yees}eW keâer
Ssmeer jÛevee nw pees keâeÙeoe, agkeâÌ[e Deewj hejve mes efYeVe
nesleer nw Deewj DeefOekeâlej efleneF& jefnle nesleer nw~ Deveskeâ

Iejevesoej ieleW pees oes YeeieeW ceW efkeYeeefpele keâer pee mekeâleer
nQ efpemekeâe otmeje Yeeie yeerÛe ceW ØeejcYe neslee nw Deewj ken
lee, leer, les pewmes Kee}er kesâ yees}eW mes DeejcYe neslee nw~
ieleeW keâe ØeÙeesie mees}es keeove ceW DeefOekeâ efkeâÙee peelee
nw~ kegâÚ leeyeef}keâ iele kesâ ØeoMe&ve keâjves ceW efkeefYeVe
}Ùe pewmes ogiegve, Ûeewiegve keâjkesâ Yeer Fmekeâer Øemlegefle osles

iele Deewj Gmekesâ efkeefkeOe Øekeâej
[e@Ê MegYece kecee&

Deefmemasva Øeesheâsmej, mebieerle efkeYeeie
Ú$eheefle Meent peer cenejepe efkeÕeefkeÅee}Ùe,

keâevehegj

meejebMe :

leye}e keeove ceW 8iele9 ]]heâ®&Keeyeeo Iejeves keâer cegKÙe keeove meece«eer nw~ iele Ssmeer jÛevee nw pees hesMekeâej,
keâeÙeoe, js}e Deewj hejve mes efYeVe nesleer nw Deewj DeefOekeâlej efleneF& jefnle nesleer nw~ ieleeW keâe ØeÙeesie cegKÙele: mkelev$e
keeove ceW efkeâÙee peelee nw~ iele Deewj Gmekesâ efkeefkeOe Øekeâej hetjye kesâ IejeveeW ceW efkeMes<e #he mes yepeeÙes peeles nQ~ iele
ceW peesjoej Deewj ceg}eÙece yees}eW keâe efceßeCe neslee nw~ iele kesâ Deveskeâ Øekeâej nw pewmes-cebPesoej iele, Ûekeäkeâjoej iele,
efleneF&oej iele, oes cegner iele, ef$eOeejer iele, ope&soej iele Deeefo~

cegKÙe Meyo :

iele, Ûekeäkeâjoej, cebPesoej, ope&soej, efleneF&oej, ef$eOeejer Deeefo~

nw~

GoenjCe leervelee} ceW :

OeeÓÓÓ lekeâaOeeÓÓ ÓÓefOebVee efkeâalekeâleefkeâa

OeeÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ leeÓÓÓefkeâaefOej

efOejefOejefkeâalekeâ leeÓeflejefkeâalekeâ leeÓÓÓefkeâaefOej efOejefOejefkeâalekeâ

leeÓeflejefkeâalekeâ leeÓÓÓefkeâaefOej efOejefOejefkeâalekeâ leeÓeflejefkeâalekeâ

GoenjCe leervelee} ceW :

OeeÓ:eâOeeÓve OeeÓOeeÓ:eâOee ÓveOeeÓefOevee efOeÌ[veie
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eflejefkeâalekeâeflej efkeâalekeâleervee efkeâalekeâeflejefkeâa lekeâleeeflejefkeâa

efOevekeâefa lekeâefOeve keâefleakeâ Iesveeleervee

OeeefkeâalekeâefOej efOejefOejefkeâalekeâ efOejefOejefkeâalekeâ Oeeeflejefkeâalekeâ

leeÓ:eâleeÓve leeÓleeÓ:eâlee ÓveleeÓeflevee efkeâÌ[veie

eflejefkeâalekeâeflej efkeâalekeâleervee efkeâalekeâeflejefkeâa lekeâleeeflejefkeâa

efOevekeâefa lekeâefOeve keâefleakeâ Iesveeleervee

OeeefkeâalekeâefOej efOejefOejefkeâalekeâ efOejefOejefkeâalekeâ Oeeeflejefkeâalekeâ

Gat in Teentaal :

Dha Tit Dha Dha Tit Dha Tit Dha Ge Ding

Kra Dhit Dha Dha Tit Dha Tit Dha Ge Dig

Dha Tit Tit Tit Dha Tit Dha Ge Dig

Tit Kra Dha Dha Tit Dha Tit Dha Ge Ding

Ta Tit Ta Ta Tit Ta Tit Ta Ke Ting

Kra Tit Ta Ta Tit Ta Tit Ta Ke Ting

Dha Tit Tit Tit Dha Tit Dha Ge Ding

Tit Kra Dha Dha Tit

Dha Tit Dha Ge Ding

iele Deewj Gmekesâ efkeefYeVe Øekeâej Fme Øekeâej nw :

1. cebPesoej iele 5. DeveeIeele iele
2. ÛeewOeeje iele 6. oescegner iele
3. Ûekeäkeâjoej iele 7. ieWo GÚe} iele
4. ef$eOeejer iele

cebPesoej iele :

iele kesâ DeveskeâeW Øekeâej ceW mes cebPesoej iele Yeer Skeâ
nw~ leye}s kesâ ØekeâeC[ efkeÉeve ßeer Dejefkevo cet}ieeBkekeâj
peer ves Deheveer ceje"er hegmlekeâ 8leye}e9 ceW 8cebPesoej9 keâes
cebPeOeej keâne nw Deewj Gmekeâe efkekejCe kegâÚ Fme lejn
efkeâÙee nw~ 88peye Gheâveleer ngÙeer veoer keâes pe} Oeeje
jemles ceW heÌ[s helLej Deewj jesÌ[eW keâer akeâjena mes efÚVe-
efYeVe nes peeleer nw Deewj efheâj pe} veerÛes keâer Deesj yenlee
nw~ Fme Øekeâej kesâ pe} Øekeen keâer ÛebÛe} ieefle keâer

Okeefve keâes efoKe}eles ngÙes, efpeme iele keâer jÛevee keâer peeleer nw, Gmes cebPesoej iele keânles nw~

GoenjCe leervelee} ceW :

Oeieòe efkeâaOeeies efleaefOeÌ[e Óvekeâle Oee$ekeâeefOeefkeâa kesâ$ekeâefOeefkeâa ieöer Óvekeâle

keâÌ[efOeVeeve OeeOesòeeve kesâ$ekeâefOeefkeâa efleaefIeÌ[eÓve-eflem$e peeefle

OeÌ[Óve efkeâalekeâefOeefOeÌ[ veieefOeveefOeÌ[veie OesòeeefOeÌ[veie-Ûelem$e peeefle

Manjhedhar Gat in Teentaal :

Ta Kit Dha Trak Dhit Dhin Dha Dha Trak Dhit

Dhin Dhin Dha Ka Dha Trak Dhir Dhir Kit Tak Tir Tir Kit Tak
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Ta Kit Ta Trak Tit Din Tak Ta Trak Tit

Tin Din Ta Ka Ta Trak Dhir Dhir Kit Tak Tir Tir Kit Tak

ÛeewOeeje iele :

iele kesâ ØekeâejeW ceW ÛeewOeeje iele cegKÙele: ]heâ®&Keeyeeo Iejeves ceW ØeÛeef}le nw~ Fme iele ceW yees}eW keâes Ûeej-Ûeej
yeej yepeeÙee peelee nw~

GoenjCe leervelee} ceW :

efieveOeeÓ efieveOeeÓ efieveOeeÓ efieveOeeÓ

efOeveefieve efOeveefieve efOeveefieve efOeveefieve

OeeÓefieve OeeÓefieve OeeÓefieve OeeÓefieve

efOevelekeâ efOevelekeâ efOevelekeâ efOevelekeâ

lekeâOeve lekeâefOeve lekeâefOeve lekeâefOeve

lekeâlekeâ lekeâlekeâ efleveefleve efleveefleve

eflejefkeâalekeâ eflejefkeâalekeâ eflejefkeâalekeâ eflejefkeâalekeâ

OeeÓkeâle OeeÓkeâle OeeÓkeâle OeeÓkeâle

Ûekeäkeâjoej iele :

leye}s keâer keeove meece«eer keâer kegâÚ ieleW efleneF&oej ceW efce}leer nw~ Ùeefo iele efleneF&oej nw lees Gmekeâe Deefvlece
Oee leerve yeej yepeekeâj Deiej mece hej Deeles nw lees Gmes Ûekeäkeâjoej iele keânles nw~ Fme jÛevee ceW Ûekeäkeâjoej Deewj
iele oesveeW keâer efkeMes<eleeÙeW nesleer nw~

GoenjCe DeeÌ[eÛeejlee} ceW :

keä[efOebVee efkeâakeâleslÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa

OeeÓÓÓ ÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

efOejefOejefkeâalekeâ efOejefOejkeâleÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa

OeeÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

ÓÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

keä[efOebVee efkeâakeâleslÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa

OeeÓÓÓ ÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

efOejefOejefkeâalekeâ efOejefOejkeâleÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa

OeeÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

ÓÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

keä[efOebVee efkeâakeâleslÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa

OeeÓÓÓ ÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

efOejefOejefkeâalekeâ efOejefOejkeâleÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa
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OeeÓÓÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

ÓÓÓÓefOejefOej efkeâalekeâleefkeâa

ef$eOeejer iele :

ieleeW kesâ Øekeâej ceW ef$eOeejer iele Yeer Skeâ DeÆgle jÛevee nw~ FmeceW yees}eW keâes leerve-leerve yeej yepeeÙee peelee nw
efpememes Ùen jÛevee Deefle keâCe&efØeÙe nesleer nw~

GoenjCe leervelee} ceW :

efOeveefOe veefOeve Oeeefieve Oeeefieve

Oeeefieve leefkeâa leefkeâa leefkeâa

efOeveie veefOeve efieveefOe veefieve

lekeâefOe velekeâ efOevele keâefOeve

leiele ieleie efleveefle veefleve

leefieve leefieve leefieve Oee$ekeâ

Oeeiesvee Oee$ekeâ Oeeiesvee Oee$ekeâ

Oeeiesvee Iesvekeâ Iesvekeâ Iesvekeâ

Tridhari Gat in Teen Taal :

Nag Nag Nag Nag Nag Nag Dhir Dhir Dhir Dhir Dhir Dhir

Nag Nag Nag Nag Nag Nag Dhir Dhir Dhir Dhir Dhir Dhir

Ta Kit Dhan Dha Tu Na Ta Kit Dhan Dha Tu Na

Ta Kit Dhan Ta Kit Dhan Ta Kit Dhan Dha Tu Na

Ta Kit Dhan Dha Tu Na Ta Kit Dhan Dha Tu Na

Ta Kit Dhan Dha Tu Na Ta Kit Dhan Dha Tu Na

Ta Kit Dhan Ta Kit Dhan Ta Kit Dhan Dha Tu Na

Ta Kit Dhan Dha SS Ta Kit Dhan Dha ÓÓ Ta Kit Dhan

DeveeIeele iele :

DeveeIeele iele megveves ceW Skeâ Ûecelkeâeefjkeâ jÛevee }ieleer nw peye cegKÙe mece Deeves mes hetke& iele Dehevee vekeâ}er
mece efoKeeleer nw lees Gmes DeveeIeele iele keânles nw~ Ùen jÛevee ]heâ®&Keeyeeo, hebpeeye Deewj yeveejme Iejeves ceW DeefOekeâ
yepeeÙeer peeleer nw~

GoenjCe leervelee} ceW :

$ekeâOeslÓ ÓÓÓÓefOejefOej efkeâalekeâleefkeâa OeeÓÓÓ

efOebÓVeeÓefkeâalekeâ leeÓeflejefkeâalekeâ leeÓeflejefkeâalekeâ leÓkeä[eBÓ
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leeÓÓÓefOejefOej
efkeâalekeâleeÓeflej efkeâalekeâefOejefOej
efkeâaleefkeâaÓ

keä[eBÓÓÓ leÓkeä[eBÓ
ÓÓleÓ keä[eBÓÓÓ

oes cegner iele :

ieleeW kesâ Øekeâej ceW oes cegner iele iele Yeer DelÙeefOekeâ
megvoj jÛevee nesleer nw~ FmeceW yees}eW keâes oes-oes yeej

yepeeÙee peelee nw~

GoenjCe Skeâlee} ceW :

OeeÓefieveeÓÌ[ OeeÓefieveeÓÌ[
Oeeiesveekeâle Oeeiesveekeâle
lekeâefOevelekeâ lekeâefOevelekeâ
lesaskeâleeÓve lesaskeâleeÓve

kesâkesâefOeveefOeve lesaslesas

veieveie keâleekeâlee

leeÓefkeâveeÓÌ[ leeÓefkeâveeÓÌ[

leekesâveekeâle leekesâveekeâle

lekeâeflevelekeâ lekeâeflevelekeâ

lesaskeâleeÓve lesaskeâleeÓve

kesâkesâefleveefleve lesaslesas

veieveie keâleekeâlee

Do Muhi Gat in Teen Tal :

Dha Ghere Na S Taki Ta Taki Na Na Gi Na Ta Ki Ta Tir Kit Tak

Dha Gat Ta Kit Dha Trak Dha Tit Tak Dha Lan Dhir Kit Tak

Dhir Kit Tak Tak Dha Lan Dha Trak Dha Ti Ta Dha Gat Ta Kit Ta

Tir Kit Tak Na Gi Na Ta Ki Ta  Ta Ki Ta Ta Ki Ta Dha S Gher Nag

GoenjCe leervelee} ceW :

leefkeâaOeeÓ leefkeâaOeeÓ efOeveefieve efOeveefieve

lekeâefOeve lekeâefOeve Oeeeflejefkeâalekeâ eflejefkeâalekeâ

efkeâalekeâeflebÓ eflebÓefkeâalekeâ eflebÓeflebÓ efOejefOejefkeâalekeâ

eflejefkeâaefOejefOej efkeâalekeâeflejefkeâa efOejefOejefkeâalekeâ efOejefOejefkeâalekeâ

leefkeâaleeÓ leefkeâaleeÓ efleveefkeâve efleveefkeâve

lekeâefleve lekeâefleve leeeflejefkeâalekeâ leeeflejefkeâalekeâ

efkeâalekeâeflebÓ eflebÓefkeâalekeâ eflebÓeflebÓ efLejefLejefkeâalekeâ

eflejefkeâaefLejefLej efkeâalekeâeflejefkeâa efLejefLejefkeâalekeâ efLejefLejefkeâalekeâ

Geend Uchhal Gat in Teentaal :

Dha S Kit Tak Tak Dhin SSS SS Tak Tak Dhin SS
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Tak Tak Tak Tir Kit Tak

Tir Kit Tak Tak Dhis SS

Tak Tak Tin S SS Tak Tak

Tin S Tir Kit Tir Kit Tak

Dhir Dhir Tak Tak Dhir SSS

Tak Dhis SSS Tak Dhin SSS

Dha S Kit Tak Tak Dhin SSS

SS Tak Tak Dhin SS

Tak Tak Tak Tir Kit Tak

Tir Kit Tak Tak Dhin SS

Tak Tak Tin S SS Tak Tak

Tin S Tir Kit Tir Kit Tak

Dhir Dhir Tak Tak Dhin SSS

Tak Dhin SSS Tak Dhin SSS

efve<keâ<e& :

efve<keâ<e&le: nce keân mekeâles nQ efkeâ iele cegKÙele:
hetjye kesâ IejeveeW ceW yepeeÙeer peeleer nw~ mkeleb$e leye}e
keeove ceW iele Deewj Gmekesâ efkeefkeOe Øekeâej Skeâ Dence
mLeeve jKeles nw~ iele Deewj Gmekesâ efkeefYeVe Øekeâej keâes
meeOeves ceW keâ}ekeâej keâes ke<eeX keâer meeOevee ÛeeefnÙes Deewj
ÙeesiÙe ieg# keâe ceeie&oMe&ve ÛeeefnÙes~

mevoYe& «evLe metÛeer :
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leye}e keeove ceW efveefnle }Ùe-ØeÙeesie Skeb }ÙekeâeefjÙeeW
kesâ efveÙece

[e@Ê %eevesMe Ûebõ heeC[sÙe Deevevo kegâceej efceßee
meneÙekeâ DeeÛeeÙe&, ieeÙeve efkeYeeie MeesOeeLeer&, ieeÙeve efkeYeeie
mebieerle Skeb cebÛe keâ}e mebkeâeÙe mebieerle Skeb cebÛe keâ}e mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer keâeMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer

MeesOe meej :

Fme he=Lkeer hej pevceW ceveg<Ùe ves mkej mes hen}s 88}Ùe99 keâer DevegYetefle keâer nw~ Ùen heewjeefCekeâ keâLeeDeeW, hegjeCeeW
Deewj ØeeÛeerve «ebLeeW Deewj efkeÉeveeW Éeje Øeehle leLÙe nw~ ceveg<Ùe Deheves neke-Yeeke, og:Ke-megKe, ØemeVelee, YeÙe, :eâesOe
FlÙeeefo }Ùe-Ùegòeâ ef:eâÙeeDeeW Éeje ner oMee&lee Lee~ Deepe Yeer vekepeele efMeMegDeeW keâes nce lee}er yepeekeâj Ùee kegâÚ
}Ùeelcekeâ ef:eâÙee keâj yen}e }sles nw~ ceveg<Ùe ÛeejeW Deesj mes }Ùe mes efIeje ngDee nw~ he=Lkeer, metÙe&, «en, Ghe«en,
Ûebõcee, efmeleejs ÙeneB lekeâ ceeveke peerkeve keâe meyemes cenlkehetCe& DebMe 88Õeeme99 Skeb 88OeÌ[keâve99 meYeer }Ùe hej
DeeOeeefjle nw~

efpeme Øekeâej ceeveke Mejerj keâe ØeeCe 88}Ùe99 hej efveYe&j nw~ Gmeer Øekeâej mebieerle keâe 88ØeeCe99 Yeer 88}Ùe99 ner
nw~ leye}e-keeove ceW pÙeeoelej }ÙekeâeefjÙeeW keâe ØeÙeesie efkeâÙee peelee nw~ 88leye}e99 lee}-keeÅeeW ceW mekee&sheefj nesves kesâ
keâejCe FmeceW efkeefYeVe lee}elcekeâ Skeb }Ùeelcekeâ ef:eâÙeeSB nesleer nw~ "en, ogiegve, efleiegve, Ûeewiegve, heÛeiegve, Ú:iegve,
meliegve mes }skeâj DeeÌ[ (3/2), efyeDeeÌ[ (7/4) Deewj kegâDeeÌ[ (5/4) kesâ De}ekee Deewj Yeer keâF& efkeä}<a
}ÙekeâeefjÙeeB nQ efpevekeâes Øemlegle MeesOe-he$e ceW mecePeeves keâe ØeÙeeme efkeâÙee ieÙee nw~

Ùen keâLeve Yeer hetCe&le: ØeceeefCele nw efkeâ lee}eW mes }Ùe keâer veneR Deefheleg }Ùeelcekeâ keâe}-ieefle keâes efkeefYeVe lee}eW
kesâ mke#he ceW ieÌ{e ieÙee nw, Dele: Gvekeâer jÛevee keâer ieF& nw~ efkeefYeVe Øekeâej kesâ }ÙeeW kesâ ØeÙeesie, Úebefokeâ ef:eâÙee
Skeb Deveskeâ ef:eâÙeelcekeâ ØeÙeesie keâjves kesâ heMÛeele nce Deepe meceheeefo, efke<eÙe-heefo Deewj efceße-heefo lee}eW keâes peeve
heeles nQ Deewj mebieerle ceW GheÙeesie keâj heeles nw~

metÛekeâ Meyo :

}Ùe, }Ùekeâejer, DeeÌ[, kegâDeeÌ[, efyeDeeÌ[, lee}, Úbo, yees}, "skeâe~

MeesOe ØeefkeefOe :

efkeOe efke<eÙe mecyeefvOele hegmlekeâeW, he$e, heef$ekeâeDeeW
keâe DeOÙeÙeve keâj Fme MeesOe he$e keâe }sKeve keâeÙe&
efkeâÙee ieÙee nw~ Øemleglekeâlee& keâe hetke& DeOÙeÙeve, ieg®-

efMe<Ùe hejchejeiele %eeve, efMe#ee Skeb mee#eelkeâej Éeje
Øeehle meeceef«eÙeeW keâe efkeM}s<eCe keâj Ùen }sKe Øemlegle
efkeâÙee ieÙee nw~ Fmekesâ efke<eÙe-meece«eer keâes vee ner keâneR
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hetke& ØekeâeefMele efkeâÙee ieÙee nQ Deewj veneR ØekeâeMeve nsleg
Øesef<ele efkeâÙee ieÙee nQ~ Ùen }sKekeâ keâer kÙeefòeâiele metPe-
yetPe, mecePe ke efkekeskeâ Éeje abefkeâle efkeâÙee ieÙee nw~

MeesOe GösMÙe :

Fme MeesOe-he$e keâe cegKÙe GösMÙe mebieerle ceW ØeÙegòeâ
}ÙeeW kesâ efkeefYeVe ØeÙeesieeW, }ÙekeâeefjÙeeW kesâ efveÙece Skeb
lee}-}Ùe-Úbo kesâ heejmheefjkeâ ces} keâes mecePeevee nw~

MeesOe efke<eÙe :

kewefokeâ keâe} mes Deye lekeâ }Ùe oMee&ves keâer ØeLece
ef:eâÙee nLesef}ÙeeW Éeje keâer peeleer nw~ meeceieeve ceW }Ùe
keâes oMee&ves kesâ ef}S 88nmle-ef:eâÙee99 nesleer Leer, efpemes
8ùmke-mkej9 keânles Les~ Deepe Yeer ieeÙekeâ-keeokeâ Deewj
vele&keâ ØeeLeefcekeâ }Ùe keâer veeRke jKeles meceÙe neBLe mes
lee} oskeâj Ùee FMeejs mes mebielekeâej keâer Deesj }Ùe keâes
oMee&les nQ, efpememes }Ùe keâes mecePeves, "skesâ kesâ jKeeke ceW
megefkeOee nesleer nw~ efpeme lejn mkej keâer keâesF& ØeceeefCekeâlee
Øeehle veneR keâer pee mekeâleer Gmeer lejn }Ùe keâer Yeer hetCe&le:
ØeeceeefCekeâlee veneR yele}eF& pee mekeâleer~ Ùen me=ef<a ner
mkej Deewj }Ùe keâer ØeceeefCekeâlee Øeoeve keâjleer nw~

Ùeefo nce ieeÙekeâ Deewj keeokeâ keâer yeele keâjW lees
efpeme }Ùe kesâ meecebpemÙe ceW oesveeW yebOes nesles nw ken
Gvekeâer Deheveer kÙeefòeâiele ieefle nesleer nw~ Ùen DeekeMÙekeâ
veneR keâer efpeme }Ùe ceW Gmekeâer Meg®Deele ngF& Leer Gmeer
}Ùe ceW Deble nes~ Gmekesâ Deeme-heeme ner nesleer nesieer
hejvleg ngyent kener veneR nesleer~ Deewj Ùeoe-keâoe Ssmee
ngDee Yeer lees Øemleglekeâlee& keâes Fmekeâe Snmeeme veneR
neslee~ Ùen Skeâ heejcheefjkeâ Mew}er nw pees ncesMee mes
Ûe}er Dee jner nw~ Deewj peye ken }Ùe keâeÙece nes peeleer
nw leye Gmekeâes DeeOeej ceeve keâj efkeefYeVe }ÙekeâeefjÙeeB
keâer peeleer nw~

Fmekesâ Debleie&le oes ßesefCeÙeeB Deeleer nQ :

1) }Ùeoej

2) }Ùekeâej

1) }Ùeoej : Ùen Skeâ F&Õej Øeoòe efmLeefle nw pees
pevce kesâ meeLe F&Õej Éeje Øeehle Ghenej neslee nw
pewmes mkej~ Ùen DeYÙeeme Éeje Yeer Øeehle nes mekeâlee
nw hej FmeceW kees yeele veneR nesleer pees F&Õej Øeoòe
ØeefleYee Ghenej mke#he Øeehle nesleer nw~ leye}e-
keeokeâeW ceW hebÊ keâC"s cenejepe peer, hebÊ efkeâMeve
cenejepe peer, hebÊ megjsMe le}kejkeâj Gmleeo peeÌefkeâj
ngmewve, hebÊ jbieveeLe efceße peer pewmes DevÙe keâF&
leye}e-meeOekeâeW ves Fmekeâer yengle no lekeâ meeOevee
keâer nw Deewj meheâ} jnW nQ~ Ùen DeekeMÙekeâ veneR
efkeâ keâesF& kegâMe} }Ùekeâej nes lees ken }Ùeoej Yeer
nes, keâesF& kegâMe} efjÙeeÌpeer nes lees ken }Ùeoej Yeer
nes, Ùen Skeâ efkeMes<e DekemLee nw~ efpemekesâ ef}S
kegâojleer osve, ceveve Deewj meeOevee keâer DeekeMÙekeâlee
nesleer nw~ }Ùeoej keâe DeLe& nw- efpeme }Ùe ceW
mebieerle ØeejcYe ngDee Gmeer }Ùe ceW Gmekeâes meceeheve
keâjvee Ùee }Ùe keâes Skeâ meceeve Gmeer peien ngyent
keâeÙece jKevee~ pees DekemLee efkeâmeer Yeer IeÌ[er ceW
}ies meskesâb[ keâer megF& keâer nesleer nw "erkeâ kener
DekemLee Skeâ efveefMÛele Deewj meyemes "esme }Ùeoej
keâer nesleer nw~ Fmekeâe DeYÙeeme ([cepelekeokeGce)
Ùee IeÌ[er keâes osKekeâj Gmekesâ meeLe-meeLe kegâÚ
yees}les ngS Ûe}les jnves mes efkeâÙee pee mekeâlee nw~

2) }Ùekeâej : Ùen ken DekemLee nw peneB ieefCeleerÙe
met$eeW kesâ DeeOeej hej ieCevee keâer peeleer nw Deewj
efheâj mebieerle kesâ ØeÙeesieelcekeâ he#e keâes meeOeves kesâ
yeeo Fme ef:eâÙee keâes efkeâÙee pee mekeâlee nw~ Ùen Yeer
F&Õej keâer Demeerce ke=âhee kesâ yeeo ner mecYeke nw~
efpeve efkeÉeveeW Deewj mebieerle meeOekeâeW keâer hetke& ceW
ÛeÛee& keâer ieF& nw kes Fme DekemLee kesâ Yeer hetCe&le:
efmeæ kÙeefòeâlke nQ~ efpevneWves efkeä}<a }ÙekeâeefjÙeeW
keâes efmeæ efkeâÙee nw~ Fme ef:eâÙee ceW Skeâ }Ùe keâes
DeeOeej ceeve keâj Deveskeâeveskeâ }ÙeeW }ÙekeâeefjÙeeW
keâes ieekeâj yepeekeâj, yees}keâj Ùee veeÛe keâj oMee&les
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nQ~ pewmes oes cee$ee ceW leerve cee$ee yees}vee efpemeceW
oes (2) DeeOeej nw Deewj leerve keâer ef:eâÙee keâer pee
jner nw, Fmes (3/2) ef}Ke keâj oMee&Sbies~ Ssmes
ner Deiej leerve cee$ee ceW Ûeej cee$ee oMee&vee nes lees
(4/3) ef}KeWies, efpemeceW leerve cee$ee keâes lee}er
oskeâj yeleeSbies Deewj 4 cee$ee yees} keâj~

leerve cegKÙe }ÙeeW kesâ Øekeâej ceeves ieS nQ :

1) efke}efcyele

2) ceOÙe

3) õgle

FmeceW efke}efcyele keâes meyemes Oeerceer, efheâj ceOÙe keâes
}ieYeie Gmemes oesiegveer Deewj õgle keâes lespe ieefle kesâ #he
ceW meYeer peeveles nQ~ Fmekesâ De}ekee }ÙekeâeefjÙeeW kesâ #he
ceW leerve 1) DeeÌ[, 2) kegâDeeÌ[, 3) efyeDeeÌ[ Ùen leerve
}ÙekeâeefjÙeeW keâe keCe&ve nj mebieerle keâer Øeefleef&le hegmlekeâeW
Skeb efkeÉeveeW Éeje %eele nw~

1. DeeÌ[ (3/2) : DeeÌ[ Ùee DeeÌ[er }Ùe keâe
DeLe& nw [sÌ{iegvee, Ùee 2 ceW leerve cee$ee yees}vee Ùee
yepeevee~ Ùeefo nce keânjkee lee} (8) ceW Skeâlee}
(12) keâes oMee&SB lees DeeÌ[ }Ùe yeveleer nw~ pewmes:

keânjkee lee} ceW Skeâlee} ef}Keves keâer Øeef:eâÙee
(12/8) :

keânjkee ceW Skeâlee}  :

efOebÓefOe ÓOeeies eflejefkeâalet ÓveeÓ
X

keâÓlee ÓOeeies eflejefkeâaOeer ÓveeÓ

0

Fmeer lejn Skeâlee} keâes Fmeer Mew}er ceW oes yeej
ef}Keves hej leervelee} (Skeâ Deekele&ve) ceW Dee peeSiee~

Fmekeâer ef:eâÙee nceW leerße peeefle kesâ Ûee} keâe DevegYeke
keâjeleer nw~

2) kegâDeeÌ[ : kegâDeeÌ[ keâe DeLe& nw 4 cee$eW ceW 5
cee$ee yees}vee Ùee yepeevee~ Fmes mekeeiegve keâer }Ùe
Yeer yees}les nw~ Fmes 1 Ùee 881.2599 cee$ee Yeer
meeOeejCe Yee<ee ceW keân mekeâles nQ, Ùeeefve 1 cee$ee
ceW mekee cee$ee yees}vee~ ieefCele kesâ Devegmeej Fmes
mecePe }svee pe#jer nw efkeâ -

1.25 2 2.5 2 5

1 2 2 2 4

� �

� �

� �

GoenjCe : Deiej nce Gmeer keânjkee-lee} ceW
Pehelee} keâes yees}s Ùee oMee&SB lees ken kegâÚ Fme
lejn yeve peelee nw~

10 5

8 4
� �

Peheleeue

keânjJee

Dele: Fmekeâer Ûee} kegâÚ KeC[ peeefle kesâ Ûee} mes
DeesleØeesle nw~

3. efyeDeeÌ[ : efyeDeeÌ[ keâe DeLe& nw 4 cee$eW ceW 7
cee$ee yees}vee Ùee yepeevee~ kegâÚ hegmlekeâeW ceW Fmekeâe
9/4 keâe Yeer mke#he osKeves keâes efce}lee nw~ Fmes
heewves oes iegve Yeer keânles nQ~ meeOeejCele: 1 cee$es ceW

heewves oes cee$ee keâer ieCevee keâjvee~ Fmes 
3

1
4
Ùee

1.75 cee$ee Yeer yees}les nw~

ieefCele kesâ Devegmeej :

1.75 2 3.5 2 7

1 2 2 2 4

� �

� �

� �

GoenjCe : Ùeefo nce Oeceej lee} Ùee DeeÌ[e
Ûeejlee} keâes keânjkee ceW efoKe}eSB lees ken kegâÚ
Fme Øekeâej yeve peelee nw-

14 7

8 2
� �

Oeceej

keânjJee

Fme }Ùekeâejer keâes keâjves mes nceW efceße peeefle keâe
DevegYeke neslee nw Deewj kegâÚ celeevegmeej mebkeâerCe&
peeefle keâe Yeer~
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keânjkee lee} ceW Pehelee} ef}Keves keâer Øeef:eâÙee
(5/4) :

keânjkee ceW Pehelee} :

1    2    3   4
OeerÓÓÓvee ÓÓÓOeerÓ ÓÓOeerÓÓ ÓveeÓÓÓ
X

5    6    7   8

leerÓÓÓvee ÓÓÓÓOeerÓ ÓÓOeerÓÓ ÓveeÓÓÓ
0

keânjkee lee} ceW Oeceej ef}Keves keâer Øeef:eâÙee
(7/4) :

1   2      3   4
keâÓÓÓefOeÓÓ  ÓaÓÓÓefOeÓ  ÓÓaÓÓÓOee  ÓÓÓÓÓÓÓ

X

5   6 7   8
ieÓÓÓoerÓÓ  ÓveÓÓÓefoÓ  ÓÓveÓÓÓlee  ÓÓÓÓÓÓÓ

0

}ÙekeâeefjÙeeW keâes ef}Keves keâer ef:eâÙee :

88keâ/Ke99 Fme lejn kesâ efkeYeepeve ceW Ke kee}er
cee$ee ceW yees} kesâ De}ekee Deke«en keâes peesÌ[e peelee nw~
pewmes 3/2 ceW Deiej lee} kesâ yees} 88Oee efOeb efOeb Oee99
nw lees GmeceW Skeâ Deke«en (Ó) peesÌ[ keâj Gmes 2
yeveeSBies, 88OeeÓ99 Deiej 3/4 nes lees 88Oee99 ceW 3
Deke«en peesÌ[keâj 4 yeveeSBieW~ pewmes - OeeÓÓÓ efOebÓÓÓ
efOebÓÓÓ OeeÓÓÓ FlÙeeefo~ DeLee&led efpeleveer mebKÙee efkeYeepeve
ceW veerÛes oer ieF& nw GmeceW Skeâ yees} keâer cee$ee Ieae keâj
Deke«en yeÌ{e efoÙee peelee nw~

Deye Fme ieCevee keâes hetje ef}Kekeâj pees keâ/Ke ceW
88keâ99 keâer mebKÙee nesieer Gleveer cee$ee Iesjles ngS keeheme
DeeSBies~ pewmes- 3/2 leervelee} ceW - OeeÓefOeb ÓefOebÓ OeeÓ
FlÙeeefo~

GoenjCe : leervelee} 3/2 ef}Keves keâer Øeef:eâÙee

Fme ef:eâÙee keâes oes lejn mes ef}Keles nQ Ùen mechetCe&
lee} keâes mechetCe& }Ùekeâejer ceW hetje-hetje ef}Keves keâer
ef:eâÙee nw~ efpemeceW Devegheele ceW pees Thej mebKÙee kesâ
Devegmeej lee} ceW Deke«en yeÌ{ekeâj Gleveer ner yeej hetje-
hetje ef}Ke oWies~ pewmes- GheÙe&gòeâ GoenjCe ceW leervelee}
keâer Deke«en kesâ meeLe (3/2) ceW 3 yeej hetje-hetje ef}Ke

efoÙee ieÙee Deewj efheâj Debeflece Úesj mes Iesjles ngS hen}er
cee$ee ceW mechetCe& efkeâÙee ieÙee~ Ùen leYeer mecYeke Deewj
mener nesiee peye Ùen Deke«en kesâ meeLe hetCe&le: leerve yeej
ceW Iesjs ceW Dee peeS~ Fmeer GoenjCe keâes Skeâ yeej Skeâ
Deekele&ve ceW ef}Keves keâer Øeef:eâÙee efvecve nw-

leervelee} 3/2 (Skeâ Deekele&ve) :

Oee efOeb efOeb Oee Oee ÓOeeÓ OeeRÓefOeb ÓOee Ó

X 2

OeeÓefOeb ÓefOeb Ó OeeÓOee ÓeflebÓ eflebÓlee ÓleeÓ efOebÓefOeb ÓOeeÓ
0 3
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FmeceW Yeer Ùener Øeef:eâÙee nesleer nw hejvleg Fmes Skeâ
Deekele&ve Deke«en meefnle ef}Ke keâj Debeflece Úesj mes
Iesjles nQ Deewj Mes<e ceW Deke«en peesÌ[ osles nQ~ pewmes - Oee
efOeb efOeb Oee Oee kesâ yeeo (ÓOeeÓ) ceW hen}e Deke«en peesÌ[
keâj Gmes leerve cee$ee yeveeÙee ieÙee nw~ Deewj ieCevee keâjves
kesâ Ghejevle pees cee$ee Mes<e yeÛelee nw Gmes hetke& ceW peesÌ[
osles nQ~ pewmes- GheÙe&gòeâ GoenjCe ceW ieCevee keâjves hej
11 cee$ee Deeves hej 5 cee$ee (Oee efOeb efOeb Oee Oee) Thej
mes peesÌ[ efoÙee ieÙee~ Ûetbkeâer Ùen 16 cee$es keâe lee} Ùee
leeW Fmes hetCe& keâjves kesâ ef}S 115 $e 16 efkeâÙee ieÙee~

Skeâ DevÙe GoenjCe mes mecePeW :

#hekeâlee} 3/2 (Skeâ Deekele&ve) :

leer   leer   ÓleerÓ   leerÓvee   ÓOeerÓ   veeÓOeer   ÓveeÓ
X 2    3

FmeceW leermejer cee$ee ceW (leerÓ) kesâ hen}s Skeâ
Deke«en peesÌ[ keâj Gmes leerve cee$es keâe yeveeÙee ieÙee efheâj
5 cee$ee keâer ieCevee nesves kesâ heMÛeele Mes<e oes cee$ee
(leer, leer) Thej mes peesÌ[ osves hej Skeâ Deekele&ve ceW
#hekeâ keâer DeeÌ[ (3/2) keâes mecePee pee mekeâlee nw~
5+2 = 7

Fmeer GoenjCe keâes Deiej hetCe&le: ef}Kee peeS lees kegâÚ Fme Øekeâej nesiee~

leerÓ ÓveeÓ   OeerÓvee   ÓOeerÓ veeÓleer ÓleerÓ   veeÓOeer

X    2   3

ÓveeÓ OeerÓvee   ÓleerÓ   leerÓvee  ÓOeerÓ veeÓOeer   ÓveeÓ

X    2   3

Ûetbefkeâ 3/2 keâer }Ùekeâejer ef}Keves hej FmeceW Deke«en
mecesle lee} keâes hetje 3 yeej ef}Kee ieÙee~ Deiej Ùen
5/2 neslee lees hetjer lee} Deke«e&n mecesle 5 yeej ef}Keer
peeleer~

MeesOe efve<keâ<e& :

efkeâmeer Yeer }Ùekeâejer keâes ef}Keves, mecePeves
Deewj keâjves keâer Ùener Skeâcee$e Øeef:eâÙee nesleer nw, efpemeceW
lee} keâer Ùee efkeâmeer Yeer }Ùekeâejer Ùegòeâ yebefoMeeW keâes
mecePee pee mekeâlee nw~ Øemlegle MeesOe he$e ceW keefCe&le
efke<eÙe kesâ DeOÙeÙeve nsleg efve<keâ<e&le: Ùen keâne pee mekeâlee
nw efkeâ efkeâmeer Yeer lee} keâer ieCevee, }Ùekeâejer Deewj
}Ùeoejer keâes mecePevee mebieerle keâe cenlkehetCe& efnmmee nw,
efyevee Fmekeâes mecePes mebieerle keâe hetCe& %eeve nesvee mecYeke
veneR nw~ }Ùe mebieerle keâe DeeOeej nQ Deewj }Ùekeâejer ner
mebieerle ceW }Ùe he#e keâes Deewj mebieerle keâer jbpekeâlee keâes

ncesMee vekeerve #he osves ef:eâÙee keâjlee nw~ }Ùekeâejer ken
meeiej nw efpemekeâe Skeâ Úesj lees nceW efoKeeF& heÌ[lee nw
hej Gmekeâe otmeje Úesj Deewj Gmekeâer ienjeF& keâe Deboepee
veneR }ieeÙee pee mekeâlee~ Ùen Skeâ keâYeer vee meceehle
nesves kee}er Øeef:eâÙee nw, efpemeceW Meem$eerÙe mebieerle Ùee
DevÙe efkeâmeer Yeer mebieerle ceW vekeervelee, megbojlee, jÛeveelcekeâlee
yeveer jnleer nw~

88ns }Ùe! legce lee} keâer peveveer nes me=ef<a keâer
ëe=bKe}e Deewj Fmekesâ mebleg}ve keâe DeeOeej nes~ peerkeve
Deewj ce=lÙeg kesâ Ûe:eâ ceW legcneje ner Deefmlelke efkeÅeceeve
jnlee nw~ Dele: cesje ØeCeece mkeerkeâej keâjes~

88ns lee}! legce }Ùe mes pevce }skeâj Gmekeâer j#ee
kesâ ØeOeeve keâkeÛe yeveles nes~ mebieerle%ee legcneje heej veneR
hee mekeâles~ Dele: legce Deheej nes, Devevle nes nceeje
ØeCeece mkeerkeâej keâjes~''

[e@0 MegYee ßeerkeemleke
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meboYe& «ebLe metÛeer :

1. ßeerkeemleke [e@. MegYee, Gòej YeejleerÙe lee}eW ceW Úvo,
jme Deewj meeQoÙe&lelke, keâefve<keâ heefy}Meme&, ef[maêryÙetame&,
veF& efou}er-110002, he=& mebKÙee 104-135 Deewj
ØeLece he=&~

2. efceßee hebef[le Úesas}e}, lee}-ØeyebOe, keâefve<keâ heefy}Meme&

ef[ma^eryÙetame&, veF& efou}er-110002, he=& mebKÙee
137-143

3. mesve [e@0 De#Ce kegâceej, YeejleerÙe lee}eW keâe Meem$eerÙe
efkekesÛeve, efnvoer «ebLe Dekeâeoceer, ceOÙeØeosMe, he=& mebKÙee
215-22

4. ßeerkeemleke efiejerMeÛebõ, lee} heefjÛeÙe~ Yeeie-3, #yeer
ØekeâeMeve, F}eneyeeo, he=& mebKÙee 317-323
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Abstract :

Across the globe, various cultures have evolved their forms of dances, often steeped

in tradition and symbolic meaning. Khon, Thailand9s iconic masked Ramakien dance-

drama, and Kuchipudi, a classical dance form from the southern state of Andhra

Pradesh in India, are two such art forms that celebrate heritage, devotion and artistry.

Despite their origins in vastly different cultural landscapes, both traditions share a

profound commitment to preserving heritage while showcasing a unique approach to

expression. Drama, dance, and music are all combined to create these two art genres.

By comparing these two traditions, one can discover the qualities that distinguish

both genres apart and the commonalities of classical dance as an arsenal for artistic

creativity and cultural preservation. This comparative study celebrates how these two

art forms preserve tradition while reflecting the distinct identities of their origins.

Bridging boundaries, Khon and Kuchipudi demonstrate the universal language of

dance as a means of cultural expression and artistic legacy.

Key Words :

Khon, Kuchipudi, Masked Dance-Drama, Ramakien, Cultural Heritage,

Global Dances.

Introduction :

Dance, as a universal art form, trans-

cends boundaries, carrying the essence of

cultural identity and storytelling. Among

the many ancient dance styles, Kuchipudi,

one of India9s most cherished classical

dances and Khon, Thailand9s masked

dance-drama, offer vivid examples of their

cultures.

A complex fusion of creative elements,

historical themes, and cultural pride may

be found in Thailand9s traditional masked

dance-drama, Khon. This dance style,

having its roots in Thai royal traditions,

uses masks, elaborate costumes, stylized

movement, and a rich musical background

to bring Thailand9s interpretation of the
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Ramayana9s epic tales to life. The history

of Khon dance, the artistry of its moveme-

nts and costumes and its current cultural

significance in Thailand.

Kuchipudi, one of India9s eight tradi-

tional dance styles, comes from the little

village of Kuchipudi in the Andhra

Pradesh state. Kuchipudi is a dance-drama

tradition that follows Natyamela. This

tradition is a dynamic form of artistic

expression and spiritual devotion because

it blends the beauty of movement with the

depth of narrative.

Having its roots in ancient traditions,

both art forms have been utilized to

commemorate spiritual themes, tell

legendary stories, and uphold cultural

values. Let9s discuss the origin, historical

context, musical accompaniment and

comparative analysis of these dance

forms.

Historical Background :

Khon :

Khon originated during the Ayutthaya

period (1351-1767). Dancers used to

perform in the Thai royal courts for

ceremonies and auspicious occasions.

They mainly performed the story of lord

Rama, which was an extract of the Indian

epic Ramayanam, in the Thai version

named Ramakien. It tells the story of

Ramakien- the localized Thai version of

the Ramayana epic. Its many episodes

depict the life of Rama, his journey in the

forest, his love for his wife Sita, his army

of monkeys, the fights with the military

of Thosakan (Ravana), the king of the

demons, and his final victory. Only men

used to perform this drama now females

were also performing it.

The origin of the word Khon is unknown,

but there are three possibilities. Firstly, it9s

derived from the word <kora= of Benguela

kalini which is the name of a musical

instrument made of Hindi leather. Its

appearance and shape are similar to the

drum. It was popular and used for local

traditional performances. It was assumed

that kora was one of the instruments used

in Khon performances. In the tamil

language=Khon= derives from the word

<koll= which is close to <goll= or <golumn=

in Tamil. These Tamil words relate to

dressing or decorating the body from head

to toe as in the use of Khon costumes.

<Khon= in Iran was derived from the

words <zurat khan= which means 8handed-

doll9 or 8puppet9, used in local performa-

nces. Its songs were similar to the current

Khon.

Actors were divided into four cate-

gories : Phra (lords), nang (ladies), yak

(ogres), and ling (monkeys). Though all

actors were required to wear masks in

ancient times, today9s phras and nangs

wear a stylized form of makeup influenced

by Thai mural paintings. Only performers

of the yak and ling categories still adorn

the elaborate masks. The masked dance

performances form part of social practices

such as royal cremations, cremations of

high-ranking persons or revered monks,

the celebration of sacred sites, birthdays,

and the opening of new businesses. The

practitioners also perform a ceremony to

honour Khon masters of the past, teachers

and deities. During this ceremony, new

members are initiated into the community.

Historical evidence shows that the

Thai art of stage plays must have already

been highly evolved by the 17th century.

In 1687, Louis XIV of France sent a
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diplomat Simon de la Loubère to record

all that he saw in the Siamese Kingdom.

In his famous account Du Royaume de

Siam, La Loubère carefully observed the

classic 17th century theatre of Siam, inclu-

ding an epic battle scene from a Khon

performance, and recorded what he saw

in great detail:

Simon de la Loubere, a French envoy

from the court of King Louis XIV who

came to Ayutthaya court in 1688-1689,

describes in his book that <The Siameses

have three sorts of Stage-plays. That which

they call Coneisa Figure-dance, to the sound

of the violin, and some other instruments.

The dancers are masques and armed, and

represent rather a Combat than a Dance:

And though9 everyone runs into highs

Motions and extravagant Postures, they

cease not continually to intermix some

word. Most of their Masks are hideous,

and represent either monstrous Beasts, or

kinds of Devils.=

Kuchipudi :

Kuchipudi originated from a village

named Kuchipudi (previously known as

Kuchannapudi, Kuchelapuri, etc.) Andhra

Pradesh. Kuchipudi is dance drama tradi-

tion that follows Natyamela tradition.

Kuchipudi dancers were called as Bhaga-

vatulu as they were mostly Brahmin men

of Kuchipudi village who used to perform

this art form. In this tradition, the dancers

perform stories from Puranas and Ithihasas

like Ramayana and Mahabharata in a

drama form which helps to propagate

bhakti marg to people and attain salvation.

They used to tour to various villages and

perform these dance-dramas.

Kuchipudi dancers were susceptible

to what was happening in and around the

area, be it social or political events, and

would spontaneously enact certain social

evils or political happenings into their per-

formances. One of the social evils (event)

is the story of Sammeta Guravaraj, which

occurred in 1502.

Further, these dramas emerged as

Kalapas, Yakshagana, Solo items and

Dance-drama. Siddendra Yogi, the Father

of Kuchipudi dance, played a crucial role

in Kuchipudi dance-drama tradition. He

composed Bhamakalapam, a dance-drama

which tells how to attain salvation through

Bhakti marg. His era led Kuchipudi to a

new path. These drama forms were perfor-

med only by Brahmin Men of the village

in those days. These Brahmin Men used

to get ready as women and perform the

shows.

Vedantam Lakshmi Narayana Sastry

introduced solo items to Kuchipudi and

encouraged that women should also

participate in Kuchipudi performances.

Vempati Chinna Satyam brought a great

change to the whole Kuchipudi world.

Thematic and Narrative structures :

Khon :

Khon heavily draws from the Rama-

kien (the Thai adaptation of the Indian epic

Ramayana). The stories depict battles,

love, loyalty and cosmic justice. Khon

often portrays scenes that glorify kingship

and divine order, aligning with Thailand9s

cultural emphasis on monarchy and religion.

Its many episodes depict the life of Rama,

his journey in the forest, his love for his

wife Sita, his army of monkeys, the fights

with the military of Thosakan (Ravana),

the king of the demons and his final

victory. Only men used to perform this

drama now females were also performing
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it. The story is narrated through music,

dialogues (delivered by a chorus or narra-

tor), and expressive yet stylized gestures.

Performers do not speak; instead, the plot

unfolds through dance and the support of

narrators or singers. To represent their

roles-such as demons, monkeys or super-

natural beings-characters wear masks.

These costumes and masks are essential

to the narrative process.

In the Rattanakosin (Rat nakosindra)

or Bangkok period (A.D. 1782-present)

many versions of the Ramakien were

composed. The most notable ones are

those composed by King Rama I, Rama II

and Rama VI. The Rama I Ramakien is

most important because it is the only

version that tells the complete Rama story.

The Rama II Ramakien is generally used

for stage because the dramatic and

exciting episodes were written especially

for Khon performances. The Rama VI

Ramakien has some episodes very close

to the Valmiki Ramayana, for example,

Vibhishana in this version is a brave

warrior whereas in Rama I and II versions

he is an astrologer, medicine man and a

coward. He becomes a comic figure when

he acts cowardly, being scared of his

powerful bro and their nephew.

Kuchipudi :

Many of Kuchipudi9s themes revolve

around spiritual longing and heavenly

love, making it closely related to the

Bhakti (devotional) movement. The stories

frequently highlight characteristics like

humility, dedication, and surrender while

illustrating the link between humanity and

the supernatural. Example, one of Kuchi-

pudi9s most well-known works, Bhama

Kalapam, illustrates themes of love, pride,

and redemption through the humorous yet

passionate devotion of Lord Krishna9s

bride, Satyabhama.

The narratives in Kuchipudi draw

heavily from Indian epics like the Ramayana,

Mahabharata, and Bhagavata Purana.

These themes honor virtue, heroism and

the triumph of good over evil. Kuchipudi

reflects the principles of Hinduism by

examining intellectual and ethical issues

in addition to devotional and mythological

tales. These performances explore ideas

such as the impermanence of life, Dharma

(righteousness) and Karma (activity and

its results). Kuchipudi explores joy, grief,

love, rage, bravery, fear, disgust, surprise,

and tranquility in his exquisite depiction

of the Navarasas (nine emotions). The

stories are incredibly captivating and rela-

table because of the artists9 ability to display

a wide variety of emotions due to the the-

matic diversity.The sutradhaar (narrator/

anchor) frequently weaves comments into

stories. Kuchipudi dancers employ facial

gestures and discourse, which makes it

more participatory than Khon. The audience

may interact directly with the characters.

While Kuchipudi emphasizes a combina-

tion of grace and complex rhythmic footwork,

along with subtle affective expressions,

Khon places more emphasis on grandeur

and stylization.

Performing :

Khon :

Khon and Nang Yai in the Bangkok

period perform the Ramakien exclusively.

Nang Talung performs the Ramakien and

also other stories. Khon is considered the

most artistic of the performing arts and

the most difficult to learn. There are many

kinds of Khon according to the forms of

the stage and special effects used.
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Khon Klang Plaeng is historically the

oldest kind. It is an open-air performance

staged on the lawn or any open space. It

is suitable for performing battle episodes.

There is only recitation or recitative voice

and dialogue but no singing.

Khon Rong Nok or Khon Nang Rao

is performed on a raised platform with a

long big bamboo bar for the royal male

characters to sit on while royal female

characters sit on a large bench. Like Khon

Klang Plaeng, there are only the recitation

and dialogue.

Khon Rong Nai is performed inside a

theatre. It brings in the art of Lakhon Nai

to mix with Khon. Therefore, it incorpo-

rates dancing, singing of the Lakhon with

the recitation and dialogue that are typical

of Khon. There are big benches for royal

characters to sit, human characters and

monkeys sit on one side and the demons

on the other.

Khon Chak Rok is believed to be

performed since the Ayudhya period. The

characters who can fly actually float in the

air by the use of pulleys. The actor attaches

a big strong string with a hook behind his

back and he will be pulled up in the air to

give the impression of flying. The

acrobatic skill is needed. Apart from this,

it is the same as Khon Na Jaw.

Khon Chak means the mo dern Khon

performance which is performed in a

theatre with settings (chak) and modern

stage tech niques. There are dancing,

singing, recitation and dialogue. There is

only one orchestra at one side below the

stage.

Khon Sod is the folk version of Khon.

Hun Lek as <Lek= means <small=. It

is used for performing the Ramakien and

other kinds of dramas. Hun Lek, now

called Hun Lakhon Lek

Kuchipudi :

Like Khon, Kuchipudi also has various

types of performance styles.

Firstly, they used to perform Vidhi

Bhagavatas, which they used to propagate

Dharma through the dramas they presen-

ted. Over a period of time, they were

named Vidhi Bhagavatas. They perform

epics like Ramayana, Mahabharata, and

Bhagavata in drama form to let people

know about the Dharma and Adharama.

One of the most celebrated Kuchipudi

dance dramas is Bhamakalapam, compo-

sed by Siddhendra Yogi. It narrates the tale

of Satyabhama, a consort of Lord Krishna,

portraying her pride, love, and devotion.

Similarly, Gollakalapam, a socio-philoso-

phical play, presents a witty dialogue

between a cowherd woman and a learned

man, reflecting themes of social equity.

Then comes Social evil stories like

Sammeta Guravaraju9s story.

Though traditionally performed in

groups, Kuchipudi has adapted to solo

renditions, showcasing the versatility of

the form. Solo performers often include

pieces like:

� Jatiswaram : A pure dance segment

focusing on intricate rhythmic patterns.

� Shabdam : A combination of narra-

tive and expressive dance.

� Padams and Keertanas : Devotional

songs emphasizing emotional expre-

ssion (Bhava).

Modern-day performances frequently

blend traditional elements with innovative

themes, addressing contemporary social
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issues or drawing inspiration from global

narratives. Such adaptations have broade-

ned Kuchipudi9s appeal, allowing it to

resonate with diverse audiences world-

wide.One of Kuchipudi9s most iconic

elements is the Tarangam. In this piece,

the dancer performs complex footwork on

a brass plate while balancing a pot on their

head, demonstrating precision and grace.

The Tarangam is often accompanied by

compositions from Krishna Leela Taran-

gini, written by Saint Narayana Teertha,

making it a quintessential highlight of

Kuchipudi performances.

Ahaaryabhinayam :

Khon :

In the traditional Thai masked dance-

drama Khon, Aharyabhinaya, or the use

of costumes, makeup, masks, and props,

plays a pivotal role in bringing the my-

thical narratives of the Ramakien (the Thai

version of the Ramayana) to life. Aharya-

bhinaya transforms the performance into

a visual spectacle, allowing the audience

to connect with the divine, heroic, and

demonic characters portrayed on stage.

The Role of Aharyabhinaya in Khon :

Aharyabhinaya in Khon is distinc-

tively elaborate and symbolic, reflecting

the grandeur of Thailand9s cultural and

artistic heritage. Each element is carefully

designed to align with the character9s

identity, social status and role in the

narrative.

Masks (Hua Khon) : The Quintessential

Element :

The most iconic aspect of Khon is its

masks (Hua Khon), which are unique to

each character and intricately crafted.

Materials and Craftsmanship :

� The masks are traditionally made

from lightweight papier-mâché,

hand-painted with intricate designs

and adorned with gold leaf and

gemstones.

� The design varies based on the

character, such as gods with serene

expressions, demons with fangs

and fierce eyes, and monkeys with

playful yet noble features.

Symbolism :

� Colors and patterns signify the

character9s nature and role in the

story. For instance, green masks

typically represent virtuous chara-

cters like Rama, while red masks

denote fiery or malevolent traits,

as seen in the demon king Totsakan

(Ravana).

Components of Aharyabhinaya :

1) Costume : Khon costumes are elabo-

rate and heavily influenced by Thai

royal attire, showcasing the splendor

of the mythical world.

Design and Embellishments:

� Costumes are made of silk and

richly embroidered with gold and

silver threads, sequins and gems.

� Each character9s attire reflects

their status and role:

� Gods and Heroes : Elegant

and dignified, adorned with

crowns (mongkut) and floral

patterns.

� Demons : Bold, angular

designs with darker colors,

exuding power and menace.



77
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

� Monkeys : Flexible costumes

to accommodate their acro-

batic movements, often paired

with short decorative skirts.

Accessories :

� Accessories include ornate belts,

armlets, anklets and neckpieces,

emphasizing the grandeur of the

performance.

2) Props and Weapons: Props in Khon

are integral to the storytelling, often

used to depict battles, rituals, and

other key moments.

Weapons :

� Characters like Rama wield

bows, while demons carry maces

and swords. These props are

beautifully crafted, with intricate

carvings and embellishments.

Other Props :

� Items like royal thrones, cere-

monial fans, and flowers are used

to set the scene and define the

characters9 environments.

3) Stage Decor and Visual Effects:

While the focus in Khon is primarily

on the performers, the stage is

minimally adorned with traditional

backdrops that evoke palaces, forests,

or battlefields.

Lighting and Colors :

� Traditional performances rely on

vibrant costumes and masks rather

than complex lighting. However,

modern adaptations incorporate

lighting effects to enhance the

visual appeal.

Kuchipudi :

In Indian classical dance, Aharyabhi-

naya-the expression through costumes,

makeup, and ornaments-is one of the four

fundamental aspects of expression (Abhi-

naya), alongside Angika (physical gestures),

Vachika (spoken or sung expression), and

Satvika  (emotional expression). In

Kuchipudi, Aharyabhinaya plays a pivotal

role in bringing characters to life, comple-

menting the dancer9s movements and

expressions.

Components of Aharyabhinaya :

Aharyabhinaya in Kuchipudi encom-

passes a dancer9s entire visual presentation,

including attire, ornaments, makeup, and

props. Each of these elements is carefully

chosen to reflect the character being port-

rayed, whether it be divine, royal or

mythological.

1. Costumes : The costumes in Kuchi-

pudi are vibrant and often mirror the

character9s gender and social status.

� Male Characters : Characters like

Krishna or Arjuna are represented with

dhotis, angavastrams and sometimes

armors for warriors.

� Female Characters : Goddesses and

heroines wear saree-like costumes,

pleated at the center to enhance the

visual impact of intricate footwork.

The vibrant colors and rich embroi-

dery signify their divine or royal nature.

2. Makeup : Makeup highlights facial

expressions, which are crucial in

Kuchipudi9s storytelling.

� Eye makeup : Eyes are accentuated

with kohl to make them expressive

and visible from afar.
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� Facial highlights : The use of base

colors, red or black lines, and embelli-

shments help define characters. For

instance, Krishna is often depicted

with a blue tinge on the face.

� Masks : Occasionally used in certain

dance-dramas for portraying demons

or other unique characters.

3. Ornaments : Jewelry in Kuchipudi is

elaborate, symbolizing opulence and

divinity. Common ornaments include :

� Necklaces, bangles, Armlets (vanki)

and waistbands (voddanam).

� Headpieces, such as the crown (mukuta),

worn by Krishna or other divine

characters.

� Foot ornaments, including anklets

with bells (ghungroos), to emphasize

rhythmic footwork.

4. Props : Props like the brass plate used

in the Tarangam or the flute and

peacock feather for Krishna add to the

authenticity of the portrayal. They

serve as extensions of the character,

enriching the narrative.

Significance in Kuchipudi :

Aharyabhinaya is not merely deco-

rative; it is deeply symbolic and integral

to the dance9s storytelling.

� Character Identification : The audi-

ence immediately recognizes characters

through specific costumes and orna-

ments, such as Satyabhama9s regal

attire or Krishna9s iconic crown and

flute.

� Enhanced Visual Appeal : The

dynamic movements of Kuchipudi,

combined with the pleated costumes

and shimmering jewelry, create a

captivating visual spectacle.

� Cultural Authenticity : The Aharya-

bhinaya in Kuchipudi stays true to

Indian traditions, reflecting the cultural

essence of Andhra Pradesh.

Role of music :

Khon :

Music is an integral element of Khon,

the traditional Thai masked dance-drama,

enriching its storytelling and visual splen-

dor. As Khon relies on non-verbal acting,

music provides narrative cues, emotional

depth, and rhythmic support essential for

conveying the Ramakien (Thai Ramayana).

The narration, delivered in poetic Thai

by a skilled vocalist, guides the dancers

in their expressions and gestures. The

vocalist9s tone and pace dynamically align

with the unfolding drama. Instruments like

the klong that (barrel drum) and ching

(cymbals) amplify tension during battle

sequences, while the ethereal sounds of

the khong wong yai (gong circle) and pi

nai (oboe) evoke divine serenity.

The piphat ensemble, comprising

instruments like the pi nai, ranat ek

(xylophone), and klong that, provides a

rich soundscape rooted in Thai heritage.

This music, passed down orally, preserves

Khon9s authenticity and cultural identity.

Music complements abhinaya, enab-

ling dancers to embody emotions such as

valor (Veera), love (Shringara), and devo-

tion (Bhakti). For instance, rapid drumm-

ing heightens battle scenes, soft melodies

underscore divine interventions and lyrical

tunes enhance romantic or reflective

moments. Together, Khon9s music and

movement create a profound, immersive

experience.
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Examples of Musical Integration in

Khon :

1. Battle Sequences : Rapid drumming

and high-pitched wind instruments

intensify the action, mirroring the

urgency and chaos of the scene.

2. Divine Interventions : Soft, flowing

melodies symbolize divine presence

or intervention, elevating the scene9s

spiritual aura.

3. Romantic or Reflective Moments :

Slow, lyrical music underscores ten-

derness or introspection, complemen-

ting the dancers9 subtle, expressive

movements.

Kuchipudi :

Music forms the essence of Kuchi-

pudi, harmonizing rhythm (laya), melody

(raga) and lyrics (sahitya) with movements

and expressions to craft an enchanting

narrative. It amplifies the emotional depth

and storytelling, creating an immersive

experience.

Vocal Music :

Kuchipudi compositions are devo-

tional, drawing from Hindu mythology.

Sung in Telugu, Sanskrit, and occasionally

Tamil or Hindi, they reflect the cultural

heritage of the dance. The works of lumi-

naries like Tyagaraja, Annamacharya,

Narayana Teertha (Krishna Leela Taran-

gini), and Kshetrayya, known for his

Padams on love and devotion, are integral

to the repertoire.

Instrumentation :

The Kuchipudi orchestra includes the

mridangam for rhythmic foundation,

violin and flute for melodic expression,

and the tambura for a tonal base. The

veena deepens the classical essence, while

cymbals and nattuvangam, played by the

conductor (Nattuvanar), emphasize rhy-

thmic cues.

Rhythm and Melody :

Rhythm (laya), governed by tala (time

cycles), is central to Kuchipudi9s intricate

footwork and dynamic variations. The

choice of raga enhances the mood (rasa):

Raga Kalyani conveys serenity, while

Raga Darbari Kanada evokes drama or

melancholy. This interplay of melody and

rhythm complements abhinaya, allowing

the dancer to vividly portray emotions and

stories.

Significance of Music in Kuchipudi :

1. Narrative Aid : The lyrics of the com-

positions are integral to conveying the

storyline. They guide the dancer9s

abhinaya, helping those express

emotions like love (Shringara), valor

(Veera), or devotion (Bhakti).

2. Mood Enhancement: Music creates

an emotional connection between the

audience and the performance. The

interplay of melody and rhythm

intensifies the impact of the dancer9s

expressions and movements.

3. Synchronization : The dancer synch-

ronizes every movement, including

intricate footwork and gestures, with

the rhythm and melody of the music.

This synchronization is particularly

vital in pieces like the Tarangam,

where the dancer performs on a brass

plate.

4. Improvisation: Music provides the

framework for improvisation, allow-

ing the dancer to explore spontaneous

expressions (Manodharma), especi-

ally in segments like Padams or Javali.
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5. Cultural Authenticity: The music

used in Kuchipudi reflects the cultural

essence of Andhra Pradesh, connecting

the dance form to its roots. Composi-

tions in Telugu and Sanskrit resonate

with the region9s traditions and

devotional practices.

Modern Adaptations :

While traditional Carnatic music

forms the backbone of Kuchipudi, modern

performances have begun incorporating :

� Fusion music for international audi-

ences.

� Recorded tracks to accommodate solo

dancers or global stages with limited

resources.

� New compositions addressing conte-

mporary themes while retaining clas-

sical elements.

Similarities and Differences:

Similarities :

1. Mythological Roots : Both Khon and

Kuchipudi draw from ancient epics to

convey moral and spiritual lessons.

2. Narrative Focus : Storytelling is cen-

tral, with dance serving as the primary

medium of expression.

3. Integration of Music and Move-

ment : Both traditions rely on music

to enhance the emotional depth of

their performances.

Differences :

1. Use of Masks : Khon features intri-

cate masks, while Kuchipudi relies on

facial expressions.

2. Choreography : Khon9s movements

are martial and formal, while Kuchi-

pudi9s are fluid and rhythmic.

3. Cultural Context : Khon is rooted

in royal tradition, while Kuchipudi

has its origins in temple rituals.

Conclusion :

Khon and Kuchipudi, though emerging

from distinct cultural landscapes, exem-

plify the universality of dance as a medium

of expression and cultural preservation.

Their shared emphasis on storytelling and

their unique stylistic elements make them

invaluable treasures of their respective

nations. By exploring these art forms, one

gains a deeper appreciation for the

diversity and richness of classical dance

traditions around the world.
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osMeer YeÇceefjÙeeW keâe keâLekeâ ve=lÙe kesâ mebyebOe ceW DeYÙeeme
heeÙe} jesnve ieesKe}s [e@. veboefkeâMeesj keâheesles
MeesOekeâlee& efveo&sMekeâ
ßeer ßeer Ùetefvekeefme&aer keâakeâ, Deesefjmee
keâ}e - mebmke=âefle -efveo&sMeve efkeYeeie (keâLekeâ)

celebie $e+<eer ves Deheves ye=nösMeer veecekeâ «ebLe ceW mebieerle Deewj ve=lÙe keâes oes Yeso ceW efkeYeeefpele efkeâÙee~ pees veeaye
Meem$e ceW keefCe&le nw, ken meye ceeieer& nw~ Deewj Gmekeâe ØeÙeesie kesâke} oske mlegefle kesâ ef}S ner nw~ Fmemes De}ie pees
ceveg<Ùe kesâ Éeje me=efpele nw ken meye osMeer nw~

keâLekeâ ve=lÙe keâer Skeâ cenlkehetCe& efkeMes<elee YeÇcejer nw~ ojDeme} veeayeMeem$e ceW YeÇcejer keâe keâesF& Gu}sKe veneR
nw~ }sefkeâve veeayeMeem$e kesâ yeeo kesâ ceOÙeÙegieerve Meem$e «ebLeeW ceW YeÇceefjÙeeW keâe Gu}sKe, Gvekesâ }#eCe, Gvekesâ Yeso
hej efkemle=le ÛeÛee& efce}leer nw~ Fmemes helee Ûe}lee nw efkeâ ve=lÙe ceW YeÇcejer keâe DeefÉleerÙe cenlke nw~ Ùener keâejCe nw,
efkeâ YeÇcejer keâes osMeer ve=òe leòke keâne ieÙee nw~

ceOÙekeâe}erve Meem$ekeâejeWves Deheves «ebLeeW ceW hen}s Gu}sefKele YeÇcejer YesoeW kesâ meefnle, Gvekesâ keâe} ceW ØeÙeesie efkeâS
pee jns, YeÇcejer YesoeWkesâ }#eCeeW keâe Yeer Gu}sKe efkeâÙee~Deepe keâLekeâ vele&keâ Deheves ØeoMe&ve ceW Fveces mes kegâÚ osMeer
YeÇceefjÙeeW keâe ØeÙeesie keâjles nQ, }sefkeâve kes Gvekesâ veece Deewj }#eCeeW mes heefjefÛele veneR nQ~ Fmekesâ De}ekee Yeer, keâF&
Ssmeer keâF& osMeer YeÇceefjÙeeB nQ, efpevekeâe ØeÙeesie keâLekeâ vele&keâ Deheves ØeoMe&ve ceW keâj mekeâles nQ~ keneR keâLekeâ ve=lÙe ceW
keâF& Ssmeer YeÇceefjÙeeW keâe ØeoMe&ve efkeâÙee peelee nw, }sefkeâve kes ef}efKele #he ceW veneR nesles~ FveceW mes kegâÚ YeÇceefjÙeeW
keâes kegâÚ keefj& keâLekeâ vele&keâeW Éeje heefjYeeef<ele efkeâÙee ieÙee nw~ Fme MeesOe he$e keâe GösMÙe, keâLekeâ kesâ heefjØes#Ùe
mes Ssmes keâF& YeÇceefjÙeeW keâe DeOÙeÙeve keâjvee Deewj keâLekeâ ve=lÙe keâe, Meem$e kesâ meeLe mebyebOe Deewj Yeer Ieefve& Deewj
cepeyetle yeveevee nw~

heefjÛeÙe :

Yejle cegefve Éeje jefÛele veeayeMeem$e «ebLe kesâ heMÛeele, ceOÙeÙegieerve Meem$ekeâejeW ves keâF& veS lelkeeW keâe me=peve
efkeâÙee Deewj Deheves Meem$e«ebLeeW ceW Gvekeâe efkekesÛeve efkeâÙee~ Dee"keeR Meleeyoer kesâ }ieYeie, celebie $e+ef<e ves Deheves
ye=nösMeer veecekeâ «ebLe ceW mebieerle Deewj ve=lÙe keâes oes YesoeW ceW efkeYeeefpele efkeâÙee - Skeâ ceeieer& Deewj otmeje osMeer~
(Dadhich, 2009, p.66)

ceeieer& mebieerle Deewj osMeer mebieerle kesâ }#eCe yeleeves kesâ ef}Ùes Meej=doske Deheves mebieerle jlveekeâj Fme «evLe ces
ef}Keles nw,

ceeieer& mebieerle ken mebieerle nw, pees yeÇÿee peeR kesâ Éeje jÛee ieÙee Deewj efpemes Yejleeefo $e+ef<e cegefve ÙeeW ves Yeiekeeve
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mebieerle meceÙemeej :

veeayeMeem$e kesâ yeeo meke&ØeLece, heeÕe&oske Éeje
jefÛele mebieerle meceÙemeej veecekeâ «evLe ceW YeÇceefjÙeeWkeâes
De}ie mLeeve efoÙee ieÙee nw~ FmeceW heebÛe Øekeâej kesâ
YeÇceefjÙeeW kesâ kesâke} veeceeW keâe Gu}sKe efkeâÙee ieÙee nw,
Gvekeâer kÙeehekeâ heefjYee<ee veneR keâer nw~ FmeceW keefCe&le
YeÇceefjÙeeW kesâ veece mebieerle jlveekeâj kesâ meeceeve ner nw~
Fmeef}S Ùen ceevee pee mekeâlee nw, keâer }#eCe Deewj
efkeefveÙeesie Yeer mebieerle jlveekeâj keâer lejn ner neWies~ (Singh,

2016, p.100) FmeceW keefCe&le YeÇceefjÙeeW kesâ veece Fme
Øekeâej - Ú$e YeÇceefjkeâe, ke:eâ YeÇceefjkeâe, DevleYeÇ&ceefjkeâe,
yee¢eYeÇceefjkeâe Deewj keâhee} YeÇceefjkeâe~2

mebieerle jlveekeâj :

YeÇceefjÙeeW keâe efkemle=le keCe&ve keâjves kee}e hen}e «ebLe
Meejbieoske Éeje jefÛele mebieerle jlveekeâj nw~ mebieerle jlveekeâj
ceW meelekeW ve=lÙeeOÙeeÙe ceW 36 Øekeâej kesâ Glh}gleerkeâjCeeWkeâe
Gu}sKe nw~ Fmeer Glh}gleerkeâjCeeWkesâ Debleie&le veew YeÇceefjÙeeWkeâe
efkekesÛeve Øeehle neslee nw~3 (7/775-782)

1. yee¢e YeÇcejer : Ùeefo oeÙeW hewj keâes yeeÙeW hewj hej
efvekegâefÃele keâj efoÙee peeÙes Deewj yeeÙeeR Deesj mes
Iegcee peeÙes lees yee¢e YeÇcejer nesleer nw~

2. DevleYeÇ&cejer : Ùeefo yee¢e YeÇcejer kesâ efkehejerle
efoMee ceW Iegcee peeÙes lees Gmes DevleYeÇ&cejer keânles nw~

3. Ú$e YeÇcejer : Ùeefo Skeâ ÛejCe Yetefce hej nes Deewj
Mejerj keâes ceesefale mLeevekeâ cegõe ceW, Skeâ hewj hej
mes ner IegceeÙee peeÙes lees Gmes Ú$e YeÇcejer keânles nw~

4. efleefjhe YeÇcejer : Ùeefo oesveeW hewj mkeefmlekeâ cegõe ceW
nes Deewj eflejÚe Iegcee peeÙes lees Gmes efleefjhe YeÇcejer
keânles nw~

5. De}ie YeÇcejer : kew<Ceke mLeeve ceW KeÌ[s neskeâj
peye yeeÙes hewj hej KeÌ[e ngDee vele&keâ Mejerj keâes
eflejÚe Ietcelee nw lees Gmes De}ie YeÇcejer keânles nw~

6. Ûe:eâ YeÇcejer : KeC[metÛeer keâjCe OeejCe keâj
DeOe&Ûe:eâekeâj YeÇceCe efkeâÙee peeÙe lees ken Ûe:eâ
YeÇcejer nw~

7. GefÛele YeÇcejer : meceheeo Ûeejer ceW Mejerj keâes
eflejÚe IegceeÙee peeÙe lees ken GefÛele YeÇcejer nw~

8. efMejesYeÇcejer : Ùeefo efMej Yetefce hej DekeefmLele
efkeâÙee peeÙe Deewj hewj TOke&cegKe keâjkesâ leerve Ûekeäkeâj
ef}S peeÙe, lees Gmes efMejesYeÇcejer keânles nw~

9. efoiYeÇcejer : Skeâ kesâ yeeo Skeâ ÛeejeW efoMeeDeeW ceW
Iegcee peeÙeW leLee neLe Deewj ves$e DeekeâeMe keâer Deesj
G"s ngS nes lees Gmes efoiYeÇcejer keânles nw~

ve=òe jlveeke}er :

mebieerle jlveekeâj kesâ keâe} ceW osMeer ve=lÙe heæefle hej
Yee<Ùe keâjves kee}e cenlkehetCe& «ebLe - peeÙe mesveeheefle ke=âle

Mebkeâj peer kesâ meeceves Øemlegle efkeâÙee~ osMe osMe kesâ }esieeW ves Deheves #efÛe kesâ Devegmeej ÜoÙe Ùeeves ceve kesâ ceveesjbpeve
kesâ ef}S pees ÜoÙe jbpekeâ ieeÙeve, keeove Deewj ve=lÙe efkeâÙee ken meye osMeer mebieerle nw~1

kemlegle: veeayeMeem$e ceW YeÇceefjÙeeWkeâe keâe efkemle=le Gu}sKe Ùee ÛeÛee& veneR efce}leer nw~ veeayeMeem$e ceW
DeekeâeMeÛeejer keâer efkekesÛeve ceW 8YeÇcejer' keâe Gu}sKe, Skeâ Øekeâej keâer Ûeejer keâer leewj hes efkeâÙee ieÙee nw~ }sefkeâve
veeayeMeem$e kesâ yeeo kesâ ceOÙeÙegieerve Meem$e «ebLeeWces ceW keâF& YeÇceefjÙeeW keâe Gu}sKe efce}lee nw~ Fmemes Ùen mhe<a neslee
nw, keâer ceOÙeÙegieerve keâe} ceW YeÇcejer Skeâ cenlkehetCe& osMeer ve=òe lelke Lee Deewj Fmeef}S Fmekeâe Gu}sKe DeefOekeâebMe
«ebLeeW ceW efce}lee nw~ Fme MeesOe he$e ceW nce osMeer ve=òe lelke - YeÇcejer keâer ÛeÛee& keâjWies~

cegKÙe Meyo :

ceeieer& ve=lÙe, osMeer ve=lÙe, osMeer ve=òe lelke - YeÇcejer, keâLekeâ ve=lÙe, IegceefjÙee, heâsjer~
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ve=òe jlveeke}er~ Fme «ebLe ceW 13 osMeer YeÇceefjÙeeW keâe
}#eCe Deewj efkekesÛeve Øeehle neslee nw, efkeâbleg «ebLeheele kesâ
keâejCe 11 YeÇceefjÙeeW keâe ner efkekesÛeve Øeehle neslee nw~4

(Jaya Senapati., 2013, p.326-332).

1. Deblej YeÇcejer : yeeSb hewj Yegpebie$eeefmele Ûeejer keâer
Debeflece efmLeefle ceW jKekeâj, Mejerj Éeje oeSb mes
yeeSb keâer Deesj lespe leerve Ûekeäkeâj yeveeF& peeS lees
Gmes DevleYeÇ&cejer keânles nQ~

2. yee¢e YeÇcejer : Deiej DevleYeÇ&cejer keâes otmejer
lejheâ mes efkeâÙee peeS, lees Gmes yee¢e YeÇcejer keânles
nQ~ }sefkeâve FmeceW LeesÌ[e Deblej nw~ hej keâes Fme
lejn mes cees[ peelee nw, efkeâ SÌ[er efvelebyeeW keâes Úgleer
nw Deewj Ûe:eâ yeveeÙee peelee nw~ kegâÚ efkeÉeveeW keâe
Ùen keânvee nw, efkeâ oeSb Deesj Ûekeäkeâj }svee
DevleYeÇ&cejer nw Deewj yeeSb Deesj Ûekeäkeâj }svee yee¢e
YeÇcejer nw~

3. Ú$e YeÇcejer : yeeÙeeb hewj efke<Ceg:eâevle Ûeejer keâer
lejn cegÌ[e ngDee neslee nw, Deewj vele&keâ otmejs hewj
keâes Thej G"eles Deewj veerÛes keâjles ngS yeeSb Deesj
cegÌ[lee nw, Ùen Ú$e YeÇcejer nw~

4. efleefjhe YeÇcejer : kegâbefÛele veecekeâ hewj keâes GÚe}
keâj Deewj heerÚs keâer Deesj mes heeÕe& hej }ekeâj leLee
otmejs hej keâes mkeeefmlekeâ keâjkesâ peye Mejerj keâes
IegceeÙee peeS, Deewj Ùeefo oC[he#e veecekeâ ve=lÙe
nmleeW keâes Fme Øekeâej eflejÚe efkeâÙee peeS efkeâ
mkeeefmlekeâ veecekeâ nmlekeâ veerÛes Dee peeS, leye
YeÇcejer kesâ %eelee Fmes efleefjhe YeÇcejer keânles nQ~
GÚ}keâj Ùee Iegaves keâes mkeeefmlekeâ yeveekeâj hen}s
keâer lejn Iegcee peeS, efheâj Yeer Fmes efleefjhe YeÇcejer
ner keânles nQ~

5. Deeslee YeÇcejer : efleefjhe YeÇcejer kesâ heMÛeele :eâce
kesâ Devegmeej Deeslee YeÇcejer keâe keCe&ve nesvee ÛeeefnS~
}sefkeâve «ebLeheele kesâ keâejCe Ùen Ghe}yOe veneR nw~

}sefkeâve kesce keâer mebieerle efÛevleeceefCe ceW Deeslee
YeÇcejer keâer heefjYee<ee ef}Keer nw, pees ve=òe jlveeke}er
keâer keCe&ve Mew}er mes efvekeâa nw~ peneb yeeSb hewj keâs
le}kes kesâ ye} hej yeej-yeej GÚ} keâj oef#eCe
T® keâes leefÌ[le keâjles ngS, Øeoef#eCee kesâ #he ceW
Iegcee peeS, lees Gmes ve=lÙele%eeW ves Deeslee YeÇcejer
keâne nw~5 (Tivari, 2002, p. 367)

6. De}ie YeÇcejer : Mejerj keâe Thejer DeeOee efnmmee
Pegkeâekeâj meerOee nw, pees peceerve keâes veneR Út jne
nw, oeefnves hewj keâes yeej-yeej heâw}eÙee peelee nw,
Mejerj keâes peuoer mes IegceeÙee peelee nw Deewj Skeâ
lejheâ asÌ{s nes peeS, Ùen De}ie YeÇcejer nw~

7. GefÛele YeÇcejer : efkeMeeKeemLeevekeâ ceW KeÌ[s neskeâj
hewjeW keâes Thej G"keâj #eweflepe efoMee ceW IegceeÙee
peelee nw~ neLeeW keâes ob[he#e ceW Ietceles ngS yeeSb
neLe keâes peceerve hej jKeW Deewj oeSb neLe mes
Úesaer-Úesaer lespe njkeâleW oesnjeF& peeleer nw~ Fme
njkeâle keâes keâjles ngS lespeer mes Skeâ ke=òe yeveeÙee
peelee nw, Fmes GefÛele YeÇcejer keânles nQ~

8. efkeÅegle YeÇcejer : oeefnves hewj mes yeej-yeej efkeÅegleYeÇeble
Ûeejer keâes keâjkesâ oeefnveer Deesj Ietcevee efkeÅegle YeÇcejer
keân}elee nw~

efkeÅegleYeÇcejer M}eskeâ kesâ Debeflece ÛejCe }ghle ngS
nw, leLee Fmekesâ heMÛeele Ûe:eâ YeÇcejer Deewj efMejesYeÇcejer kesâ
}#eCe Yeer }ghle ngS nQ~ Fmeef}S ÙeneB mebieerle jlveekeâj ceW
keefCe&le Ûe:eâ YeÇcejer Skeb efMejesYeÇcejer kesâ }#eCe nce
DeYÙeeme ceW }s mekeâles nQ~6 (Tivari, 2002, p.369)

9. Ûe:eâ YeÇcejer

10. efMejes YeÇcejer

11. nmle YeÇcejer : Ùeefo yeeÙeer nLes}er keâes kesâbõ efyebog
yeveekeâj, peceerve hej efakeâe efoÙee peeS Deewj Mejerj
yeeSb Deesj Ietce peeS, leLee hewj heâw}s ngS nes Deewj
Thej G"s nes, lees Gmes nmle YeÇcejer keânles nQ~
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12. kegâefÃele YeÇcejer : peye Yegpe=$eeefmele veecekeâ hewj mes
efÛe$e YeÇceefjkeâe keâer peeS, leye efkeÉeveeW ves Fmes
kegâefÃele YeÇcejer keâne nw~

13. De=YeÇcejer : meceheeefole mLeeve ceW KeÌ[s neskeâj,
keâcej keâes Skeâ lejheâ PegkeâeÙee peelee nw, efveÙeceeW
keâe hee}ve efkeâS efyevee DeekeMÙekeâlee Devegmeej
ob[he#e nmleeWkeâe GheÙeesie keâjles ngS, Mejerj kesâ
Thejer DeeOes efnmmes keâes lespeer mes iees}-iees} IegceeÙee
peelee nw, Fmes De= YeÇcejer keânles nQ~

peeÙe mesveeheefle, YeÇceefjÙeeW kesâ yeejs ceW efkemle=le efkekesÛeve
keâjles ngS Deeies keânles nQ, efkeâ yegefæceeveeW ves YeÇceefjÙeeW
keâes Ûeej Ùee heebÛe kesâ mecetn ceW keieer&ke=âle efkeâÙee nw, Deewj
Deveskeâ efkeefYeVe mebÙeespeve kesâ meeLe GvneWves YeÇceefjÙeeW kesâ
760 Øekeâej yeleeS nQ~ ken Deeies Ùen Yeer keânles nQ,
efkeâ :eâce mes Ùee efkehejerle #he mes Ùee mebÙeespeve kesâ #he
ceW keâer peeves kee}er YeÇcejer leLee FmeceW meefcceef}le keâesF&
Yeer vekeervelee leerve Øekeâej keâer YeÇcejer yeveeleer nw~

DeefYeveÙeohe&Ce :

ÛeewLeer Meleeyoer ceW, DeeÛeeÙe& veboerkesâÕej ves
DeefYeveÙeohe&Ce veecekeâ «ebLe keâer jÛevee keâer~ GvneWves
Fme «ebLe ceW ceeieer& Deewj osMeer YesoeW keâer efkemle=le
kÙeeKÙee keâer nw~ osMeer YeÇceefjÙeeW keâe efkekesÛeve
keâjles ngS, YeÇcejer kesâ meele Yeso yele}eS nw~7

(Dadhich, 2010, p. 147-149)

1. Glh}gle YeÇcejer : mece efmLeefle ceW hewjeW keâes jKekeâj,
GÚ}keâj, DeOej Ùeeves Devleje} ceW hegjs Mejerj keâes
IegceeÙee peeS, lees Gmes Glh}gle YeÇcejer keânles nw~

2. Ûe:eâ YeÇcejer : oesveeW hewjeW keâes peceeR mes yeej yeej
KeeRÛeles ngS, oesveeW neLeeW keâes ef$eheelekeâe nmle ceW
jKeles ngS, yeej yeej Iegcee peeS, lees ken Ûe:eâ
YeÇcejer keân}eleer nw~

3. ie®Ì[ YeÇcejer : Skeâ hewj keâes eflejÚe heâw}ekeâj,
otmejs hewj kesâ peevet Ùeeves Iegaves keâes peceeR hej

aerkeâekeâej, neLeeWkeâes heâw}ekeâj Ûekeäkeâj }svee, ie®Ì[
YeÇcejer keân}elee nw~

4. Skeâheeo YeÇcejer : Skeâ hewj kesâ yeeo otmejs hewjmes
Deiej lesÌpeer mes Iegcee peeS, lees Gmes Skeâheeo YeÇcejer
keânles nw~

5. kegâbefÛele YeÇcejer : peye hewjeW kesâ oesveeW IegaveeWkeâes
efmekeâesÌ[keâj Ùee kegâefÃele keâjkesâ Ûekeäkeâj }ieeÙee
peeS, lees Gmes kegâefÃele YeÇcejer keânles nw~

6. DeekeâeMe YeÇcejer : peye GÚ}keâj, oesveeW hewjeWkeâes
De}ie keâjkesâ heâw}e os Deewj DeOej Ùeeves Debleje}
ceW Iegcee peeS, lees Gmes DeekeâeMe YeÇcejer keânles nw~

7. De= YeÇcejer : oesveeW hewjeWceW efyeòes Yej keâe Deblej
jKekeâj, hegjs Mejerj keâes Iegceekeâj, ®keâvee De=
YeÇcejer keân}elee nw~

vele&ve efveCe&Ùe :

hegC[jerkeâ efkeú} Deheves vele&ve efveCe&Ùe ceW 5 Øekeâej
kesâ YeÇcejer Yeso keefCe&le keâjles nw~ mebieerle jlveekeâj ceW
keefCe&le YeÇcejer YesoeW kesâ meceeve veece Deewj }#eCe Fme
«evLe ceW Øeehle nesles nw~ kesâke} Ú$e YeÇcejer keâes ÚesÌ[keâj
meYeer YeÇceefjÙeeWkesâ }#eCe mebieerle jlveekeâj keâer lejn ner
nw~ vele&ve efveCe&Ùe ceW keefCe&le YeÇceefjÙeeB

1. yee¢e YeÇcejer 4. Ú$e YeÇcejer

2. DevleYeÇ&cejer 5. Ûe:eâ YeÇcejer8

3. efleefjhe YeÇcejer

4. Ú$e YeÇcejer : peye ef$eefke:eâce mLeeve OeejCe keâjkesâ
yeeSb Deesj mes Ûekeäkeâj }ieeÙee peeS, lees efkeÉeved
Gmes Ú$e YeÇcejer keânles nw~ (Sathyanarayana,

p. 143-145)

ve=lÙejlvekeâesMe :

cenejeCee kegâcYe Éeje jefÛele ve=lÙejlvekeâesMe ceW YeÇcejer
keâe efkekesÛeve oes efnmmeeW ceW oslee nw~ ØeLece-GvneWves 51
osMeer keâejCeeW kesâ Debleie&le 9 YeÇceefjÙeeW keâe efkekesÛeve



85
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

efkeâÙee nw~ Ùen efkekesÛeve, pÙeeW keâe lÙeeW mebieerle jlveekeâj
keâer lejn nw~ Fmekesâ Dee}ekee ve=lÙejlvekeâesMe ceW 8Deevevo
peerkeve' keâer efakeâe mes Gæ=le 12 YeÇcejer Yeso Øeehle nesles
nw~9

1. ùobievee : Skeâ neLe keâer heleekeâe cegõe OeejCe keâj,
Gmes ÜoÙe kesâ heeme jKeles ngS, otmejs neLe keâes
Øemeeefjle keâjkesâ, Gmeer efoMee ceW YeÇceCe efkeâÙee
peeS, lees Gmes ùobievee YeÇcejer keânles nw~

2. Meer<e&heu}keeÉÙe : oesveeW neLeeW keâes heleekeâe cegõe
ceW OeejCe keâjkesâ hen}s peebIe kesâ Thej, efheâj
keâhee} hej heleekeâe nmle kesâ jKekeâj, otmejs neLe
keâes Øemeeefjle keâjles ngS Skeâ kesâ yeeo oesveeW neLeeWkeâes
GOke& efoMee ceW Øemeeefjle keâjkesâ Ûekeäkeâj }svee
Meer<e&heu}keeÉÙe YeÇcejer keân}elee nw~

3. kegâefÃele : Skeâ hewj kesâ De«e Yeeie keâes kegâefÃele
keâjkesâ, otmejs hewj kesâ SÌ[er kesâ meeLe YeÇceCe efkeâÙee
peeS, lees Gmes kegâefÃele YeÇcejer keânles nw~

4. Yetefceheu}keeÉÙe : lee} kesâ meeLe hewjeW keâes kegâefÃele
efmLeefle ceW jKekeâj, Yetefce keâes mheMe& keâjles ngS pees
õgle iee fle ceW YeÇceCe efkeâÙee peelee nw, Gmes
Yetefceheu}keeÉÙe YeÇcejer keânles nw~

5. Ûe:eâkeefle&veer : oesveeW hewjeWkeâes meceefmLeefle ceW jKekeâj,
oesveeW neLeeWkeâes heâw}ekeâj Skeâ ner peien hej lespeer
mes Iegcee peeS, lees Gmes Ûe:eâkeefle&veer YeÇcejer keânles
nw~

6. }emÙe ceC[ef}keâe : jefÛele nmle keâjkesâ Deheves
mLeeve keâes ÚesÌ[keâj YeÇceCe efkeâÙee peeS Deewj
}emÙeeÙegkeâle De=eWmes DeeOeej Ùeeves Devleje} ceW
YeÇceCe keâjkesâ efheâjmes DeeÅe efmLeefle ceW Deekeâj yeejcyeej
YeÇceCe keâjvee }emÙe ceC[ef}keâe keân}elee nw~

7. efleÙe&iceb[ef}keâe : eflejÚs De= ceW, hewjeW kesâ DeeIeele
keâjles ngS, neLeeWkeâes heâw}ekeâj eflejÚe Iegcee peeS,
lees ken efleÙe&iceb[ef}keâe YeÇcejer nw~

8. efmebnemevee : Skeâ hewj keâer SÌ[er keâes peceeR hej
efakeâe keâj, lespeermes Ûe:eâ kesâ meceeve Ûekeäkeâj }skeâj,
peceeR hej yew"e peeS, lees ken efmebnemevee YeÇcejer nw~

9. heefjceC[}er : lesÌpeer mes Sef[ÙeeW hej yeej yeej
YeÇceCe keâjvee Ùee Ûekeäkeâj }ieevee heefjceC[}er
keân}elee nw~

10. vÙetypeke=âlee : oesveeW hewjeW kesâ De«eYeeie keâes kegâbefÛele
keâjkesâ, oesveeW neLeeW keâes efn}eles ngS, hewjeW keâes yeej
yeej eflejÚe keâjles ngS, pees Ûekeäkeâj ef}S peeles nw,
Gmes vÙetypeke=âlee keânles nw~

11. le}oefMe&veer : Skeâ hewj kesâ ye} hej KeÌ[s neskeâj,
otmejs hewj keâes oC[ kesâ meceeve heâw}ekeâj YeÇceCe
efkeâÙee peelee nw, lees Gmes le}oefMe&veer keânles nw~

12. ces}eheveer : Skeâ neLe keâer heleekeâe cegõe keâjkesâ
Gmes efmej mes Thej keâer Deesj jKekeâj otmejs neLe mes
DeeÛÚeefole keâjkesâ YeÇceCe efkeâÙee peÙe lees ken
ces}eheveer YeÇcejer nesleer nw~

IegceeefjÙeeB (Dadhich, 2020, p.108) :

[e@. heg® oeOeerÛe Deheves 'keâLekeâ ve=lÙe kesâ ØeeÛeerve
Debie' Fme hegmlekeâ ceW IegceeefjÙeeB keâe efkekesÛeve efkeâÙee nw~
IegceeefjÙeeB keâe DeLe& Ietcevee Ùee Ûekeäkeâj }ieevee~ meele
YesoeW kesâ }#eCe GvneWves Fme lejn yele}eS nw-10

1. Glh}keve IegceefjÙee : Ûekeäkeâj }sles ngS yeerÛe yeerÛe
ceW GÚ}vee Glh}keve IegceeefjÙee keân}elee nw~

2. Skeâheeo : Skeâ hewjmes Ûekeäkeâj }ieeves keâes Skeâheeo
IegceeefjÙee keânles nw~

3. kegâefÃele : Pegkeâkeâj Ûekeäkeâj }ieeves keâes kegâbefÛele
IegceeefjÙee keânles nw~

4. Ûe:eâ : Ûe:eâ kesâ meceeve Ietceves keâes Ûe:eâ IegceeefjÙee
keânles nw~

5. efkehejerle : Skeâ Ûekeäkeâj oeÙeeR Deesj mes Deewj
otmeje Ûekeäkeâj yeeÙeeR Deesj mes ef}Ùee peeS lees Gmes
efkehejerle IegceeefjÙee keânles nw~
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6. DeOe& : Ùeefo efkeâmeer Yeer Deesj DeeOee Ûekeäkeâj }svee
DeOe& IegceeefjÙee keân}elee nw~

7. ke:eâ : eflejÚs Ûekeäkeâj }ieeves keâes ke:eâ IegceeefjÙee
keânles nw~

heâsjer (Garg, 2018, p.55) :

[e@. }#ceer veejeÙeCe ieie&, ves Deheves hegmlekeâ keâLekeâ
efkeMeejo ceW heâsjer Meyo keâe DeLe& Deewj Gmekesâ Yeso
yele}eS nw~ Meem$eesòeâ Yee<ee ceW Fmes Ûeejer Ùee YeÇcejer
keânles nw~11 keâLekeâ DeeÛeeÙeeX ves heâsjer kesâ Ûeej Øekeâej
yele}eS nw~

De«eheâsjer

De«eieheâsjer

De«eke=òe heâsjer

De«ele} heâsjer~

FmeceW mes De«ele} heâsjer ÚesÌ[keâj DevÙe leerveeW
heâsefjÙeeW keâe ØeÙeesie cebie} keâeÙeeX ceW efkeâÙee peelee nw, kener
De«ele} heâsjer keâe ØeÙeesie veeakeâ ceW je#emeeW kesâ meYee ceW
efkeâÙee peelee nw~ hebef[le efyeboeefove cenejepe peer Éeje
jefÛele De<aheoer nw 8efvejlele {bie' ceW De«e heâsjer keâe
Gu}sKe Øeehle neslee nw~

DebiekeâekÙe (Birju Maharaj, 2025,

p. 41-45) :

hebef[le efyejpet cenejepepeer ves Deheves DebiekeâekÙe
hegmlekeâ ceW Ûekeäkeâj Fme efke<eÙe kesâ Debleie&le 5 Øekeâej
yele}eS nw~ Fmes GvneWves heâsjer ner keâne nw~12

1. heâsjer : pewmes ner Mejerj Skeâ De#e hej Ietcevee Meg#
keâjlee nw (DeefOekeâebMe keeceekele&) lees oesveeW YegpeeSb
}ieYeie yeie} keâer Deesj heâw} peeleer nw, efheâj
Iegceeke hetje nesves hej keeheme Glheefòe efmLeefle ceW Dee
peeleer nw~

2. DeOe&heâsjer : ØelÙeskeâ neLe yeejer yeejer mes yeenj keâer
Deesj heâw}lee nw Deewj heerÚs keâer Deesj KeeRÛelee nw,

keäÙeeWefkeâ Mejerj Deheveer kesâbõefyebog hej Ùee Oegjer hej
Deeies Deewj heerÚs DeeOee DeeOee Ûekeäkeâj }ieelee nw~

3. yeæheâsjer : peye Mejerj keeceekele& Ietcelee nw lees
neLe Ùee lees Glheefòe efmLeefle ceW nesles nw Ùee lees
efheb[ef}ÙeeW (Calves) hej SkeâmeeLe jKes nesles nw~

4. cegòeâheâsjer : peye Mejerj ØelÙeskeâ Ûekeäkeâj hetje keâjlee
nw, leye YegpeeSb kesâbõerÙe Glheefòe efmLeefle mes Keg}leer
nw, Deewj oesveeW Deesj efKebÛeleer nw, Deesj nLesef}Ùeeb
yeenj keâer Deesj nesleer nw~

5. hekeve heâsjer : peye Mejerj keeceekele& Ietcevee Meg#
keâj oslee nw, lees oeefnvee neLe meeceves keâer Deesj
Keg}lee nw Deewj yeeSb neLe kesâ Thej keâer Deesj
yeÌ{ves kesâ meeLe ner heerÚs keâer Deesj KeeRÛee peelee nw~
keâ}eF& TOke& nmle Ûe:eâ keâer lejn efmej kesâ Thej
Ietceleer nw, Deewj efheâj Ûekeäkeâj hetje nesves kesâ meeLe
veerÛes Deeleer nw~

Fmeer lejn, hebef[le ieesheerke=â<Ce peer De}ie-De}ie
YeÇceefjÙeeW kesâ ef}S yengle }eskeâefØeÙe Les~ Fvekesâ YeÇceefjÙeeW
keâe DeOÙeÙeve Deewj veecekeâjCe [e@. ceeOegjer Deeheas FvneWves
Gvekesâ MeesOe efveyebOe ceW efkeâÙee nw~ pees Fme Øekeâej nw -

 megoMe&ve YeÇcejer, DekekeâeMe YeÇcejer, efleÙe&keâ YeÇcejer,
jLeebie YeÇcejer, efke}esce YeÇcejer, DeefiveefMeKee YeÇcejer,
keeleceb[} YeÇcejer, DeOe& heâsjer13

keâLekeâ ceW ØeÙeesie nesveer kee}er YeÇceefjÙeeB :

�  Fme «ebLeeW kesâ DeOÙeÙeve kesâ yeeo nceW Ùes helee
Ûe}lee nw, keâer keâLekeâ ceW Deepe Yeer yengle mes osMeer
YeÇceefjÙeeWkeâe ØeÙeesie neslee nw~

� pes& DeYÙeemekeâ [e@. Meeskevee veejeÙeCe peer Deheves
8keâLekeâ }eskeâ ceefvoj, hejcheje Deewj Fefleneme'
Fme hegmlekeâ ceW Ùen keânleW nw, keâer mebieerle jlveekeâj
ceW keefCe&le yee¢e YeÇcejer,DevleYeÇ&cejer, Ûe:eâ YeÇcejer
keâe ØeoMe&ve Deepe Yeer keâLekeâ ve=lÙe ceW neslee nw~14

(Narayan, Kalaha, 2023, p. 117)
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� [e@. cevoe:eâevle yeesme, Deheves Movement and

Mimesis Fme hegmlekeâ ceW keânles nw keâer, vele&ve
efveCe&Ùe «evLe ceW keefCe&le Ûe:eâ Deewj efleefjhe YeÇcejer
keâLekeâ ve=lÙe ceW ØeÙegòeâ nesleer nw~15 (Bose, 1991,

p. 207)

� DeefYeveÙeohe&Ce ceW keefCe&le meYeer Ûekeäkeâj keâes Deepe
keâLekeâ vele&keâ Øemlegle keâjles ner nw~ ne}eBefkeâ Gvekesâ
veeceesu}sKe De}ie keâjles nw~ pewmes kegâbefÛele YeÇcejer
keâes IegaveeW kesâ ye} hej Ûekeäkeâj }ieevee keânles nw~
pes& keâLekeâ ve=lÙeebievee hebef[lee jesefnCeer Yeeas peer
ves DeefYeveÙe ohe&Ce ceW keefCe&le meYeer YeÇcejer YesoeW keâe
ØeoMe&ve efkeâÙee nw~16

� ve=lÙejlvekeâesMe ceW keefCe&le kegâbefÛele, Yetefceheu}keeÉÙe
Ùeeves IegaveeW kesâ ye} hej YeÇcejer, Ûe:eâkeefle&veer, efmebnemevee
YeÇcejer (Ûekeäkeâj }sves kesâ yeeo mece hej veerÛes yew"vee),
ces}eheveer (efmej kesâ Thej $eece keâjles ngS Ietcevee)
Fve meYeer YeÇceefjÙeeWkeâe Deepe Yeer yeÌ[s hewceeves hej
keâLekeâ ceW ØeÙeesie nesles efoKeeF& oslee nw~

� Fmekesâ Dee}ekee Fme MeesOehe$e ceW yele}eS IegceeefjÙeeB,
heâsjer, YeÇcejer Deeefo keâe efkeefveÙeesie keâLekeâ ceW neslee
efoKeeF& oslee nw, Fme kepen mes ner Gvekeâes heefjYeeef<ele
efkeâÙee nesiee~

efve<keâ<e&

� Fleves meejs YeÇcejer YesoeW keâe DeOÙeÙeve keâjves kesâ yeeo,
nce Ùes keân mekeâles nw, efkeâ ceveg<Ùe Skeâ me=peveMeer}
ØeeCeer nw~ kees keâe} kesâ Devegmeej me=peve keâjkesâ,
Deheveer hejbheje ceW Deveskeâ veS Øekeen meefcceef}le
keâjlee nw, Deewj hejbheje keâe efkemleej keâjlee nw~

� Deiej nce osKes lees, veeayeMeem$e ceW YeÇcejer keâe
Gu}sKe Øeehle veneR nw~ }sefkeâve yeeo ceW YeÇcejer keâe
ØeÙeesie Skeâ cenlkehetCe& Deewj }eskeâefØeÙe jne nesiee,
Fme kepen mes Gmes Meem$e ceW ef}efKele mke#he ceW
Gæ=le keâjvee, Gme keâe} kesâ Meem$ekeâejeW keâes
cenlkehetCe& }iee nesiee~

� Deepe kesâ keâLekeâ vele&keâ Deewj DeYÙeemekeâeW ves pees
IegceefjÙee, heâsjer, YeÇcejer Fvekesâ veece Deewj }#eCe
yele}eS nw, ken Deeies keâer heerÌ{er kesâ ef}S Meem$e
keâer Âef<a mes heLeoMe&keâ ner jnWies~ Deewj ken keâLekeâ
kesâ Meem$e kesâ leewj hej Gæ=le nes mekeâles nw~

� Fme DeYÙeeme mes nceW yengle meejs YeÇcejer YesoeW keâe
%eeve ngDee nw~ FmeceW mes kegâÚ YeÇceefjÙee keâe ØeÙeesie
nce Deepe kesâ keâLekeâ Øemlegefle ceW osKeles ner nw~
ne}ebefkeâ Gvekesâ Meem$e veece ØeÙeesie ceW veneR nw~

� kewmes ner Meem$e ceW keefCe&le DevÙe YeÇceefjÙeeW keâe
keâLekeâ Øemlegefle ceW ØeÙeesie keâjkesâ, Øemlegefle ceW YeÇcejer
ceW vekeervelee }e mekeâles nw Deewj Ûetbefkeâ Ùes ØeÙeesie
Meem$e meccele nesves kesâ keâejCe, keâLekeâ Deewj Meem$e
kesâ yeerÛe kesâ mebyebOe Deewj Yeer cepeyetle neWies~

Deble ceW Fme MeesOehe$e ceW MeyoeWkeâer ceÙee&oe keâer
kepen mes kegâÚ ner «ebLeeWkeâe DeOÙeÙeve efkeâÙee nw~ Deewj Yeer
keâF& «ebLe nw, efpemeceW YeÇcejer YesoeW keâe efkekesÛeve efkeâÙee nw~
Fme MeesOehe$e keâe DeeOeej }skesâ YeÇcejer YesoeW keâe DeYÙeeme
keâjvee Deemeeve nesiee, Deewj keâLekeâ kesâ Meem$e keâes Deewj
cepeyetle efkeâÙee pee mekeâlee nw~
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Abstract :

Songs are integral to human existence. At the same time, songs are also agents

through which cultural memories of communities get transmitted across generations.

While composed and sung, they embody landscapes, traditions, rituals, and the

emotions of the people of the communities. The Bhawaiya songs of North Bengal

(sung in Jalpaiguri, Alipurduar, and Koch Bihar) comprise songs of love and sorrow

as well as songs describing the landscape and documenting the transitions that

landscapes have been through in time. These songs not only embody essential cultural

markers but also how landscapes are affected by the advancement of technology and

the overall development of human civilization. Through songs, places are registered

into the cultural memory and transmitted across generations. The spatial stories are

weaved within the complex matrix of memories and songs in various ways by various

artists. Borrowing the concept of the 8songlines9 from Bruce Chatwin9s ethnographic

narrative, this paper will look into some of the Bhawaiya songs of this region to depict

the various ways in which they represent the cultural communities and their intimate

relation with the landscape that they belong to and the transitions that get documented

via these songs.

Keywords :

Cultural Memory, Folk Songs, Landscape, Transition, Ecology.

1. Introduction :

<Music9, said Arkady, 8is a memory bank

for finding one9s way about the world=

(Bruce Chatwin, Songlines)

In communities which are closely

associated with their landscapes and natu-

ral environments, the folk songs which are

composed and sung also engage with these

themes at large. Through these associations,

the songs depict the various ways of being

for the people of such communities and

how they develop and retain their ecologi-

cal consciousness over time. Alan Dundes
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portrayed folklore as a spectrum which

was not rigidly fixed in the past but trans-

formed and modified across new genera-

tions and newer technological advancements.

Bronner refers to Dundes9s focus on the

theory of folklore as the 8mirror9, which

displays a particular culture9s wishes and

anxieties and also refers to how a particu-

lar culture thinks and conducts its living

(Bronner, 2007, pp. 53-54). According to

him, the theory of the mirror displaces the

idea of folklore as a 8past9 phenomenon

and presents it as a contemporary evolu-

tion of modes of being of communities and

cultures. These factors are socially and

culturally affected. Each epoch creates and

disseminates different kinds of folklore

(songs, stories and narratives) which are

consequently impacted by the transitions

in the society. These folk songs are essen-

tially rooted in cultural memories of the

people and embody the wisdom, emotions

and experiences of the people of these

communities. Folk songs are not only

expressions of entertainment, but also

commentaries on social processes and

events and the impact they have on the

communities at large. Like folksongs of

all cultural communities, the Bhawaiya

folksongs are also replete with cultural

memories and the collective experiences

of the people of the North Bengal region.

While nature and ecological consciousness

are at the centre of their understanding of

being, they also provide a commentary on

how societies adapt to developmental

changes.

2. Singing of Places and Identities :

Songlines are <spatial stories that unfold-

as, indeed, a map might be unfolded by

spreading it out across the flat surface of

a table-through the process of their being

told= (Robarts, 2023, p. 3). The concept

of the songlines is derived from the indi-

genous modes of living and survival in

Australia, where it is believed that people

of the Indigenous communities have sung

about the places that they have traversed

and these songs have been retained in the

collective memories of the community as

maps of the world. This concept emerged

as a dominant mode of thinking about

Indigenous living and meaning-making.

Oral storytelling and folklore are essential

features of various Indigenous communi-

ties and groups. It is within the crevices

of folklore that the songs and spatial ima-

ginations emerge and create identities for

the people. These identities are not rigid

formulations but keep changing with how

the places change with time. This mobility

of narratives is at the core of understan-

ding Indigenous communities and their

modes of being.

The Rajbongshi community, an Indi-

genous community of the North Bengal

region (Jalpaiguri, Paschim Dinajpur,

Koch Bihar, Alipurduar and some parts of

Goalpara in Assam) can be described as a

community which had existed close to

nature. As a geographical region, North

Bengal comprises mountainous regions,

rivers and an abundance of wide-open

fields and dense forests. Bhawaiya song,

a folk song associated with the Rajbong-

shis represents the community as well as

the emotional spectrums of meaning

constituted by the people of the region.

Being an integral part of the oral tradition

of the community, these songs document

the socio-cultural lives of the people and

their modes of living across generations.

Ratan Biswas has considered the Bhawaiya

to be the song of the 8soil and the people9

(Islam, 2022, p. 78). Associated with nostal-

gia, melancholy, the pain of separation
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between lovers (viraha) and exploration

of the close relationship of people with

nature, these songs encapsulate the entirety

of the experience of the Rajbongshis. The

term Bhawaiya has been derived from the

word 8Bhab9 which refers to the emotional

aspects of love and belonging according

to some scholars. Many other scholars

believe that the word is derived from

8Bhawa9 which refers to the pastures used

for cattle. The cattle herders of this region

used to sing these songs as they took their

cattle for grazing in the fields. The language

used by the Rajbongshi community is

known as Kamtapuri/Rajbongshi. Bhawaiya

songs are accompanied by a primary

musical instrument known as the dotara

and other instruments like the flute, dhol

(drum) and sarinda. However, the cattle

herders used only one instrument which

is the dotara as they sang these songs across

the vast fields of North Bengal. Bhawaiya

songs usually involve a breaking of the

voice or yodelling during high pitch

denoting the melancholy of the songs and

it forms an essential feature of these songs.

The Rajbongshi9s proximity to the

places he/she belongs to and the close

observation of the transitions that places

go through across developmental stages

(introduction of industry, urbanisation,

loss of habitat, advancement in technology)

is an interesting point to begin with. A

critical analysis of how the spaces trans-

form and the kind of nostalgia they induce

is done through some singers like Nazrul

Islam, Keramat Ali and Himadri Dewri.

The sense of belonging and identity is

closely linked to the geography of the

region and how people of the communities

perceive their homeland. The significance

of the topography fuses seamlessly with

the cultural memory of the community,

thus creating numerous 8place9 narratives

through the songs.

Nazrul Islam, a Bhawaiya singer from

Koch Bihar sings :

Amra Kochbihari bhai (We are

the people from Koch Bihar,

shei maatire shaoa amra, We are

the sons of this soil

Bhawaiya gaan gaai And we sing

the Bhawaiya song,

Assam, Bangla, Jalpaiguri Assam,

Bengal and Jalpaiguri

Jemon shodor bhai, Amra porshi

dohai are brothers as much as

they are neighbours,

Shei maatire shaoa amra We are

the sons of this soil

Bhawaiya gaan gaai And we sing

the Bhawaiya song.

Ache re bhai Rajbari, Singhaduar

The Rajbari, Singhaduar and Sagar-

dighi

Sagardighi aro koto kichu bhai

Still remain, like monuments of

memory,

Nai re nai moisher bathan, But

the cowsheds are no more,

Ache khaali Bhawaiya gaan. Only

the Bhawaiya song is still there.)

The entire song depicts the geography

of the regions, the historical monuments,

the changes in the lifestyles of the people

over time and also the festivals and food

associated with the Rajbongshi community.

The song serves as a poignant articulation

of the connection between the region and

the people. There is a creation of identities

based on community, rather than political

boundaries imposed on people externally.

In the song, Islam lucidly explores this
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concept where Assam and regions of North

Bengal are brought within the purview of

the same community having similar

cultural memories and Bhawaiya songs;

they are denoted as 8brothers9 for the same

reason. It is an extremely significant point

to understand in the context of cultural

memory creation by communities, which

are not bound by political borders. There

is a constant spilling of memories across

these borders. Cultural memory is not a

static form of memory and keeps expan-

ding its boundaries, always in a kind of

motion and exhibiting vitality. Therefore,

physical boundaries (which are static)

create a disjuncture in the cartography of

the region, but cannot wholly alter the

cultural memory as such. Erll considers

this as the 8travelling memory9 which is in

constant and unceasing motion (Robarts,

2023). Another point which gets highligh-

ted in the song is that the locations appear

legibly throughout the song; the intimacy

of the connection between the community

and the historical monuments as well as

the topography is visible. The song, in a

way, acts as a memory cape which puts the

singer on the route of a <phenomenological

re-immersion in worlds that have become

indivisible from the map of the self whose

spatial stories they tell= (Robarts, 2023).

The song becomes a map, charting and

tracing regions through cultural memory.

The song also gives a glimpse into the

transition of lives in such regions (which

had been mostly rural at some point). The

Bhawaiya song was essentially a song of

the cow herders and the elephant herders

(moishals) of the region and the transfor-

mation of the landscape is bound to affect

the composition and the content of the

songs. It talks about the development of

this region as a result of which the cowsheds

(bathan) have almost vanished but the

only carriers of memory are the Bhawaiya

songs. The song acts as a pathway to

understanding the people the region and

the dynamic nature of the world, regis-

tering the changes that occur continuously.

The song can be taken as a documentation

of the cultural and social conditions of the

region in its entirety. This documentation

is an essential feature of oral and cultural

memories and performative cultures and

helps transmit individual and community

memories across generations of Rajbongshi

people.

In another song sung and composed

by Keramat Ali, one of the popular

Bhawaiya singers (geedal) of the region,

he explores the various ways in which

Bhawaiya songs become representatives

of the North Bengal region in general. He

sings,

<Ujaan bhaati khanti maatir

praan jete jaang  I sing the

Bhawaiya song

Mui shonai dorodi shei Bhawaiya

gaan Which lies within the ebbs

and flows of this soil

Haluar gaan, Shonarai gaan,

Padmapuran, Songs of Halua,

Shonarai and Padmapuran are all

here

Moishal gaan gay, chhariya

bathan Moishal sings these as he

leaves the cowshed behind.

In the excerpt from the song by Kera-

mat Ali, we come across the various kinds

of songs (Halua, Shonarai, Padmapuran)

sung by the Rajbongshis of the region

which become the representatives of the

cultural memory of the community. Shonarai

and Padmapuran are ritualistic songs sung

on various occasions in the North Bengal



95
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

region. The significance of the entity of

the moishal (the cattle herders) is evident

in this song as well. As a cultural memory,

this entity still survives at the community

level for the people who have lived in this

region. This, in turn, connects the geography

and topography of the region with the

people and their modes of living, perfor-

mative modes through which they nego-

tiate with their traditions and their deep

immersion in the surroundings. In the

liminal space between living and perfor-

mance, the songs become innate modes

of articulation of memories acquired and

retrieved in time. The land is closely linked

with the song of the land.

Definitively, these songs help in the

creation of distinct identities for the people

of the region, as they are perceived and

want to be perceived by the world outside.

However, these are not calculated steps

to create identity, because the nature of

oral storytelling and singing is such that

they are uttered as articulations of memory

which already exist in the minds of the

people. In the political history of Bengal,

the region of North Bengal has its affini-

ties with the people of Assam, Bhutan and

neighbouring regions. The songs include

not only the sentiments of Rajbongshis but

also incorporate influences from various

regions surrounding the area, therefore

forming an extremely dynamic spectrum

through which we can understand their

cultural affinities. Identity creation, again,

lies in an extremely fluid interface between

the people and their traditions, changing

and metamorphosing as and when the

need arises. It must be kept in mind that

instead of national identity creation, these

songs emphasize local identities and the

meaning-making process observed in the

peripheries of a dominant national identity.

3. Conclusion :

Folksongs are generally pertinent

expressions of communities and their cul-

tural memories. When we look at folk-

songs as dynamic sources of community

knowledge and its transmission across

generations, it opens up a wide horizon

of meanings and interpretations. The concept

of songlines adds another layer to this very

understanding of folksong as a cultural

expression of memory. There is an inter-

subjectivity and vitality of interaction

between landscape, culture and modes of

being and living. As the songs in this paper

denote, the Bhawaiya folksongs serve a

similar purpose of registering cultural

memories and documenting them through

time periods. Like songs, the interpretation

of the songs keeps multiplying and diver-

ging into different physical regions of

meaning and sustenance. The territories

may change radically as music travels and

songlines traverse these paths of living,

being and singing.
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yegvos}KeC[er mebmke=âefle ceW }eskeâieerle
[e@Ê Øeeflecee ieghlee
DeefmeÊ Øeesheâsmej-ieeÙeve

oerveeveeLe heeC[sÙe jepekeâerÙe ceefn}e

mveeleÊ ceneefkeÅee}Ùe, oskeefjÙee

meejebMe :

Yeejle Skeâ mebmke=âefle ØeOeeve Deewj GlmekeOeceer& osMe nw~ peneb efkeefkeOe }eskeâ mebmke=âefleÙeeb heejmheefjkeâ meewneo& kesâ

meeLe Deveeoerkeâe} mes efkeÅeceeve jner nQ~ keânvee ve nesiee efkeâ FveceW ØeeÛeervelee, efvejblejlee Deewj }Ûeer}eheve keâe iegCe

lees ceewpeto nw ner; hejvleg meceÙe kesâ meeLe FveceW vekeervelee keâe Yeer meceekesMe neslee jne nw~ Gòej ØeosMe keâe yegbos}Keb[

#es$e Deheveer }eskeâ mebmke=âefle keâer Âef<a mes DelÙeble ner mece=æ jne nw~ yegbos} #es$e keâer }eskeâ mebmke=âefle ØeeÛeervelece nesves

kesâ meeLe ner efkejea Yeejle keâer leceece meebmke=âeflekeâ efkeMes<eleeDeeW keâes Kego ceW efhejesÙes ngS nw; yeefukeâ kegâÚ DeLeeX ceW lees

ØeefleefveefOelke Yeer keâjleer ngF& efoKeeF& osleer nw~ yegvos}KeC[ Deheves Deleerle mes }skeâj kele&ceeve lekeâ keâer meebmke=âeflekeâ

efkejemele, hejchejeDeeW Deewj ieewjke ieeLeeDeeW keâes efvejblej peerkevle yeveeÙes ngS nw~ keneb keâer peerkeveÛeÙee& ceW meebmke=âeflekeâ

GÛÛelee kesâ efveveeo keâe GodIees<e mkele: ner Øemhegâefale neslee efoKeeF& oslee nw~

ceeveke peerkeve ceW megKeogKe keâe ieceveeieceve efvejblej osKeves keâes efce}lee nw~ ceveg<Ùe Deheves n<e& -efke<eeo pewmes

YeekeeW keâes efkeefkeOe ceeOÙeceeW Éeje }ieeleej efkejsefÛele keâjves keâe keâeÙe& keâjlee jnlee nw~ Fmeer lejn ceveesjbpeve Gmekeâer

peerkeve Tpee& keâe Skeâ De#eÙe Seesle nw; efpemekesâ ef}S ken keâesF& ve keâesF& GÅece keâjlee jnlee nw~ yegbos}Keb[ keâe
peveceeveme Deheves ùoÙe kesâ GoieejeW keâer DeefYekÙeefòeâ kesâ ef}S Deveskeâ #heeW keâe DeeßeÙe }slee nw~ ÙeneB ieeÙes peeves

kee}s }eskeâ ieerle GveceW mes Skeâ nQ~ Ùeneb kesâ }esie Deheves ieerleeW ceW peerkeve kesâ nj jeie-jbie, n<e&-efke<eeod Deewj ceeveke
ceve keâer Deveskeâeveskeâ ÚefkeÙeeW keâe menpe ner Debkeâve keâj osles nQ~ yegbos}er }eskeâieerleeW ceW peerkeve kewefkeOÙe keâer ienjer Úehe

efoKeeF& osleer nw~ ÙeneB kesâ }eskeâieerleeW ceW oskeer oskeleeDeeW kesâ hetpee efke<eÙekeâ ieerle, mebmkeâej ieerle, $e+leg ieerle, ße=bieej

ieerle, peeefleÙeeW kesâ ieerle, MeewÙe& ieeLeeSb, efkekeeneefo kesâ yeVee, heâeie, efokeejer, keâpejer, keâaeF&, Ûekeäkeâer Deeefo kesâ ke=âef<e

ef:eâÙee ieerle, ces}e ieerle Deewj njoew} ieerle Deeefo kesâ Dekeieenve ceW Ùeneb keâer meebmke=âeflekeâ henÛeeve Pe}keâleer nw~ ieerleeW

kesâ meeLe-meeLe yegbos}er }eskeâ ve=lÙe keâ}e keâer Yeer efkeMee} hejcheje jner nw pees Ùeneb keâer meebmke=âeflekeâ mece=efæ keâe

Øeefleefyebye yeve keâjleer nw~

yeerpe Meyo :

yegvos}, mebmke=âefle, }eskeâ, mebieerle, mebmkeâej ieerle~
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YeejleerÙe peerkeve }eskeâ Deewj mebmke=âefle mes meceefvkele
leLee mecyeefvOele nw~ }eskeâ mebmke=âefle keâe Megæ #he
«eecÙeebÛe}eW ceW efoKeeF& heÌ[lee nw~ heâ}le: meebmke=âeflekeâ
Oeje}le hej Yeer Fmekesâ oes #he efoKeeF& osles nQ - }eskeâ
mebmke=âefle Deewj DeefYepeele mebmke=âefle~ }eskeâ mebmke=âefle keâe
meerOee pegÌ[eke kÙeehekeâ peve mecegoeÙe mes neslee nw Deewj
GmeceW keneb keâer DeebÛeef}keâ efkeMes<eleeSb leLee ceeaer kesâ
megievOe keâer mhe<a Úehe efoKeeF& osleer nw~ }eskeâ ØeÛeef}le
keâ}eSb, Yee<ee ØeÙeesie keâer efoMeeSb, Oeeefce&keâ Deveg&eve,
jerefle-efjkeepe, }eskeâ efkeÕeeme leLee ceevÙeleeSb Deeefo }eskeâ
mebmke=âefle kesâ leeeflkekeâ he#e nw~

Yeejle keâe ùoÙemLe} yegvos}KeC[; efpemes 14keeR
meoer kesâ hetke& Ûesefo, pespeekeâYegefòeâ, oMeeCe& Deeefo veeceeW
mes peelee Lee~1 yegbos} efkeOÙes}er Meyo mes GÆtle ngF&
ceevee peelee nw~ ÛetBefkeâ efkeOÙeebÛe} heke&le Fme YetYeeie keâer
meercee efveOee&efjle keâjlee nw efpemekesâ veece mes Ùen }eskeâebÛe}
efkeOÙebF}e keân}eÙee, efheâj yegvos} Deewj yeeo ceW
yegvos}KeC[ nes ieÙee~

yegvos}KeC[ keâer Yee<ee Deewj mebmke=âefle yegvos}er nw~
Yee<ee ner DeeÛeej efkeÛeej Øes<ekeâ Deewj Gmekesâ Deeoeve-
Øeoeve keâe ØecegKe meeOeve nesleer nw~ DeebÛeef}keâ Yee<ee
Gme DebÛe} keâer meeceeefpekeâ, meebmke=âeflekeâ Ûeslevee keâe
ceeOÙece Deewj mebkeeefnkeâe nesleer nw~ Ùes Yee<ee ner mee#eer
nesleer nw Gme #es$e kesâ Fefleneme Deewj mebmke=âefle keâer~

yegvos}KeC[ Deheveer meebmke=âeflekeâ efkejemele kesâ ef}S
Øeefmeæ nw~ Ùeneb kesâ meebmke=âeflekeâ heefjkesMe keâe efkemle=le
efkekejCe }eskeâ peerkeve kesâ efkeefkeOe DeeÙeeceeW ceW efoKeeF&
oslee nw~ Ùeneb keâer mebmke=âefle }eskeâieerleeW ceW jÛeleer-yemeleer
nw~ yegbos}er mebmke=âefle kesâ DeeOeejYetle lelke Ùeneb kesâ jnve-
menve, jerefle-efjkeepe, kes<e-Yet<ee, leerpe-lÙeesnej, :ele-
hetpeve, efMeuhekeâ}e, cetefle&keâ}e leLee }ef}lekeâ}e Deeefo
ceW efyeKejs heÌ[s nQ; ÙeneB lekeâ keâer DeeOegefvekeâlee mes ØeYeeefkele
ieekeeW ceW Yeer menpe #he mes osKee pee mekeâlee nw~2 88ßeer
GceeMebkeâj Megkeä} ves ef}Kee nw efkeâ- Deeefokeâe} mes ner
yegvos}KeC[ keâer pevelee ceW meebmke=âeflekeâ Devle:Øeke=efòe

kÙeehle jner nw~ Ùener keâejCe nw efkeâ Ùeneb :ele, Glmeke,
heke&, lÙeesnej Deeefo meYeer peien Skeâ lejn mes ceveeSb
peeles nw~ pees keâpeef}Ùeeb cenesyee- Ûebosjer ceW ieeF& peeleer nw
keneR meeiej leLee DevÙe efpe}eW ceW Yeer Skeâ lejn kesâ
megveves keâes efce}lee nw~ GoenjCe :

keâesa vekew heke&le vekew efmej vekew vee vekeeÙes,
Deepeg} peer keâes ceeLees leke vekew peye meepeve DeeÙes~2

mecetÛes yegvos} KeC[ ceW keâvÙee-efkekeen kesâ Dekemej
hej efm$eÙeeW Éeje ieeÙee peelee nw~ yegvos} ceW kegâÚ Ssmes
Yeer :ele Deewj lÙeesnej ceveeÙes peeles nQ pees DevÙe peien
keâoeefÛeled ner efoKeeF& osles nQ~ pewmes- meerlee pevce, Mebkeâj
efkekeen, jeOee pevce Deeefo~ mLeeveerÙe lÙeewnejeW ceW YegpeefjÙeeb
Ùee keâpeef}Ùeeb, pekeeje, FÛÚeveewceer Deeefo~

yegvos}KeC[ keâer mebieerle hejcheje DelÙeefOekeâ hegjeleve
nw~ Ùeneb keâer ceeaer ceW mebieerle keâer KegMyet cenkeâleer nw~
yegvos} keâer mebieerle meeefOekeâe ßeerceleer Demeiejer yeeF& pees
OeÇgheo ieeefÙekeâe nesves kesâ meeLe }eskeâ mebieerle ceW Yeer ienjer
hew" jKeleer nQ~ Deehekeâe keânvee Lee efkeâ 3 88mebieerle peye
mkeie& mes he=Lkeer hej Gleje lees meyemes hen}s yegvos}KeC[
ceW Gleje nesiee~993

YeejleerÙe meceepe ceW hejchejeiele mees}n mebmkeâejeW
keâes ceveg<Ùe peerkeve ceW DeefvekeeÙe& ceevee peelee nw~ Fve
mebmkeâejeW Éeje ceveg<Ùe mebmkeâeefjle neslee nw~ kegâÚ mebmkeâej
cenlkehetCe& nesles nQ- pewmes pevce, Ùe%eeshekeerle, efkekeen
Deewj ce=lÙeg~ Fvekeâe cenlke leLee ØeÛe}ve Yeejle kesâ
}ieYeie meYeer jepÙeeW ceW nw~ Fve mebmkeâejeW keâes keâjves kesâ
kegâÚ efkeOeeve nQ; efpemes keneb jerefle Devegmeej efkeâÙee peelee
nw~ Fve efkeOeeveeW keâes keâjles meceÙe ieeBke-IejeW, heeme-
heÌ[esme keâer efm$eÙeeb efce} yew"keâj ieerle ieeleer nQ Deewj
yegvos}KeC[ ceW lees Fve ieerleeW keâer efkeMes<e ner hejcheje
jner nw; efpemekeâer yeeveieer efvecvekele nw :

pevce mebmkeâej ieerle :

yegvos}KeC[ ceW pevce mebmkeâj mes mecyeefvOele
Deveg&eveeW keâe }cyee efme}efme}e Ûe}lee nw Deewj meYeer
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Deveg&eve kesâ meceÙe ieerle ieeÙes peeles nQ~ efMeMeg kesâ ieYe&
ceW Deeves mes }skeâj efMeMeg kesâ pevce lekeâ pewmes- ieYe&keleer
nesves hej, Øemeke heerÌ[e, heg$e pevce, kegâDee hetpeve Deeefo
ceW De}ie-De}ie ieerle ieeÙes peeles nQ~ heg$e-Øeeefhle keâer
keâecevee kesâ ef}S veveo Deewj YeeYeer DeeMeer&keeo osles ngS
ieeleer nQ-

nbmele Kes}le jepee Dee ieS yeele keâneQ Oeve Skeâ
megefveÙeeW ceve efÛele }eÙe kÙeeke jÛeQ nce otmejes

pesÙe pet" yewÙee DeewyejeW heewÛeer Yeewlekeâ osle Demeerme

heâefjÙees Yeewpeer keâjF& veerce meer
efIeme}eW yetaer otye DeÛe} leesjs ngFÙes Ssyeele~4

meesnj ieerle :

yegvos}KeC[ keâe Skeâ meesnj ieerle efpemeceW meeme-
yent kesâ PeieÌ[eW keâe efÛe$eCe nw :

ceesjs G"le keâcej Ieve heerj, Deye veQÙee peerves keâer
megve jepee js cenjepee js, ceesjer meemet keâes oske yeg}eÙe

Deye veQÙee peerves keâer~
megve ceelee jer, leesjer yent yesne}, legcnW yeg}eGle nQ

megve yesae js, jeveer yengDee kesâ yees} kegâyees}
keâjspes ceW nve ieS~

megve ceelee efyemej pee jer~5

kegâDee hetpeve ieerle :

heg$e pevce hej kegâDee hetpeve yegvos}KeC[ keâer Deheveer
efvepeer hejcheje nw~ cenerves Yej lekeâ Øemetlee Iej kesâ Devoj
efkeßeece keâjleer nw; lelheMÛeeled Iej-ie=nmLeer kesâ keâeÙee&s ceW
hegve: Yeeieeroejer kesâ ef}S ken kegâDee hetpeves kesâ ef}S Iej
mes yeenj peeleer nw~ kegâSb mes yent heeveer keâwmes }eS
Fmeef}S ken Deheves heefjkeejpeveeW mes Deeiebve ceW ner kegâDee
Kegokeeves, meesves keâe keâ}Me leLee jsMeceer [esjer cebiekeeves
keâer ØeeLe&vee keâjleer nw :

Toj yeoj ienjeSb nes lejQ ieesjer heeveer KeW efvekeâjer
peeÙe pees keâefnÙees Gve jepee memegj mes

abievee ceW kegâFbDeeb KegoeÙe nes
legceeF& yent heeveer KeeW efvekeâjer

meewves kesâ Ies}vee cebieeÙe nes
legceeF& Oevee heeveer Kees efvekeâjer~6

omaewve mebmkeâej ieerle:

Ùen mebmkeâej efMeMeg pevce kesâ omekeW efove efkeâÙee
peelee nw Fmeer keâejCe Fmes omaewve keâne peelee nw~ FmeceW
yeOeeF&Ùeeb, meesnj Deewj keâesnejer }eskeâieerle ieeS peeles nQ~
GoenjCe :

Deyew cesjQ keâes meveje keâQ peQ nw
menpe cesjQ keâes meveje keâQ pew nw

S nes jepee efyejve Iej heg$e YeS nQ
nceves megveer Deeoer jele........7

cegC[ve mebmkeâej :

peye efMeMeg 3-4 mee} keâe nes peelee nw leye
cegC[ve neslee nw~ Fmes mees}n mebmkeâejeW ceW mLeeve efoÙee
ieÙee nw~ Fmekeâe Skeâ GoenjCe osefKeÙes :

Pee}j peyeF& cegÌ[eÙe nes, peye Deepeg} Iej neWÙe
Pee}j ceesjer heengveer~8

Ùe%eeshekeerle mebmkeâej ieerle :

yegvos}KeC[ ceW Ùe%eeshekeerle mebmkeâej keâes ye#Dee
keâne peelee nw; pees yeagkeâ keâe efyeieÌ[e ngDee #he nw~
Fme Meem$eerÙe efkeOeeve keâe }eskeâerkeâjCe keâj yeÌ[e megvoj
efÛe$eCe yegvos}er }eskeâieerleeW ceW ngDee nw-

leerve leiee keâes [esjejer, ocejer keâew metle S YeFÙee~

hew}s ceW efkemvet, otpes ceW efyejcee,

leerpees metle mebkeâj DekeOetle megve YewÙee~9

yegvos}KeC[ ceW Ùe%eeshekeerle keâer lewÙeejer efkekeen kesâ
meceeve keâer peeleer nw~ ceC[he-Úeove, ye#Dee keâes les}-
Gyeave, Úewj-keâcee&efo kesâ heMÛeeled pevesT Deeefo henveeÙee
peelee nw~ heefjkeej kesâ yeÌ[s-yetÌ{eW, efjMlesoejes Deeefo mes
yeagkeâ efYe#ee ceebielee nw; efheâj ken oskee}Ùe ceW Ûe}e
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peelee nw~ ye#Dee kesâ ieerleeW ceW YeejleerÙe mebmke=âefle ceW
keâeMeer efkeÅeeOÙeÙeve kesâvõ keâe keCe&ve efce}lee nw :

keânvee mes ye#Dee Ûe}s ÙeeW "e[s keânvee oesj
keâeMeer mes ye#Dee Ûe}s Ùeejes "eÌ[s Deepeg} ojyeej

YeerKeeW os Deepeer YeerpeeW os, lesjes ye#Dee Gheemees nes,
YeerKees os Deepeer YeerKees os lesjes ye#Dee efjmeeveeW peeS~10

efkekeen mebmkeâej ieerle :

yegvos}er meceepe Deheveer hejchejeDeeW ceW peerefkele nw~
Deheveer kegâÚ efkemebieefleÙeeW kesâ yeekepeto Deepe Yeer keneb
kewkeeefnkeâ efkeefOe-efkeOeeve hejchejeiele nw~ FmeceW efkekeen
ÙeesiÙe keâvÙee kesâ ef}S kej {tÌ{ves mes }skeâj keâvÙee keâer
efkeoeF& lekeâ Deveskeâ ceebieef}keâ keâeÙe&:eâce nesles nQ Deewj
Gve meYeer keâeÙe&:eâceeW kesâ ef}S De}ie- De}ie Dekemej
kesâ Øemebieevegkeât} ieerle ieeÙes peeles nQ~ GveceW mes kegâÚ
GoenjCe osKeves ÙeesiÙe nQ :

kej {tÌ{ves keâer Øeef:eâÙee ceW peye GefÛele kej veneR
efce}lee lees Gme meceÙe keâe ieerle :

osme efvekeâj mkeeceer efOeÙee kej Keewpees,
efOeÙee YeF& kÙeenve peesie,

heeme ieebke {tÌ{Ùees otj ieebke {tÌ{Ùees,
{tÌ{Ùees Menj iegpejele,

keâlentb ve efce}w leesj efOeÙee kej megvoj,
leesj efOeÙee jnw kegâkeebj~11

}ieve ÛeÌ{les meceÙe keâe ieerle :

mees Deepe ceesjs jecepet KeeW }iegve ÛeÌ{le nw,
}iegve ÛeÌ{le nw Deevevo yeÌ{le nw

keâeveve kegâC[} ceesjs jecepet KeW meesnW,
mees iee}ve efyeÛe cegefleÙeve }j }jkeâle nw~12

nuoer les} }ieeves kesâ meceÙe keâe ieerle :

keâewvee ves les}es ÛeÌ{eke keâes jeÙes yeQn ogef}Ùee
yenveer ves les}es ÛeÌ{eke peerpee jeÙes yeQn ogef}Ùee
ÛeÌ{ ieke les} hegâ}s} Úgakeâ jner heebKegefjÙeeb~13

efkekeen kesâ efkeefYeVe jmceeW ceW mes Skeâ mehleheoer heefj:eâcee
kesâ yeeo efkekeen mecheVe neslee nw mehleheoer ieerle :

hen}er Yeekebj peye heâsefjÙees, yesaer Deyew nceeF&,
otpeer Yeekebj peye heâsefjÙee, yesaer peye DeyeT nceeF&,
meeleF& Yeebkej peye heâsefjÙee, yesaer nes ieF& hejeF&~14

efkekeen kesâ meceÙe }eskeâieerleeW keâer Yejceej jnleer nw~
nj vesie hej nj Skeâ Dekemej kesâ ef}S ieerle nesles nQ~
otuns kesâ meeLe Gmekesâ heefjkeej efjMlesoejeW keâes kÙeibÙe
megveeÙes peeles nQ~ yeejele efkeoe keâe Skeâ ieerle-

Yeerlej efyeefaÙee meKeer mepee jner
De@bmegDeve keâer yens Oeej ceesjs }e}15

yegvos}KeC[ ceW Ssmes yengle meejs ieerle nQ; pees
hejchejevegmeej ieeÙes peeles nQ kegâÚ ØeÛeef}le nQ lees kegâÚ
efke}ghle nes jns nQ~ meefjÙee ieerle efpemes YeeQ }esaveer Yeer
keânles nQ Gòej Yeejle ceW vee} keâeavee keânles nQ~ yeeyet
hetpeve ieerle, efkekeen kesâ efkeefYeVe meceÙe kesâ ieerle, ce=lÙeg
ieerle, Deeefo~ efpeme Øekeâej Yeejle kesâ DevÙe #es$eeW ceW
}eskeâieerle ØeÛeef}le nQ Gmeer Øekeâej yegvos} keâer Oejleer Yeer
heu}efkele nw pees keneb keâer mebmke=âefle keâes oMee&leer nw~
yegvos}er }eskeâ ieerle keneb keâer }eskeâ mebmke=âefle keâe ohe&Ce
nw~ FveceW DeemLee Deewj Yeefòeâ keâe vewmeefie&keâ Gõskeâ
efoKeeF& oslee nw~ Ùeneb kesâ }eskeâieerleeW keâer efkeefMe<a Oegve
kesâ keâejCe Ùecegvee mes vece&oe lekeâ Deewj Ûecye} mes aesme
lekeâ Fmekeâer Deheveer Skeâ De}ie henÛeeve nw~

mevoYe& metÛeer :

1. jnceeveer, [eÊ meyeerne, yegbos}er }eskeâ mebmke=âefle #ejCe Skeb
mebj#eCe mecheeÊ ke<e& 2012, he=Ê-6~

2. hebÊ kegâceej ievOeke& : YeejleerÙe mebieerle keâe cet}eOeej
}eskeâ mebieerle (mecces}ve-heef$ekeâe }eskeâ mebmke=âefle Debkeâ)
he=Ê-304~

3. Megkeä}, GceeMebkeâj ,yegvos}KeC[ kesâ }eskeâieerle , FefCÙeve
ØekeâeMeve, ke<e& 1953 he=Ê-16

4. www.infilibnet.com
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5.  pewve, [eÊ Meeefvle, }eskeâieerleeW kesâ meboYe& Deewj DeeÙeece,
ØekeâeÊ efkeÕeefkeÅee}Ùe ØekeâeMeve, keejeCemeer, meved 1999,
he=Ê-49~

6. kener he=Ê-64~

7. kener he=Ê-63~

8. ieghle, DeÙeesOÙee Øemeeo, veceve ØekeâeMeve 8pevepeeefle Skeb
}eskeâkeâ}e mebmke=âefle mebmLeeve Gòej ØeosMe, ØeLece mebmkeâjCe
2004, he=Ê mebÊ-92~

9. pewve, [eÊ Meeefvle, }eskeâieerleeW kesâ meboYe& Deewj DeeÙeece,
ØekeâeÊ efkeÕeefkeÅee}Ùe ØekeâeMeve, keejeCemeer, meved 1999,
he=Ê mebÊ-74~

10. www.infilibnet.com

11. eflekeejer, [eÊ ye}Yeõ, yegvos}er }eskeâ keâekÙe, Yeeie 1
meved 1977, he=Ê mebÊ-42~

12. eflekeejer, [eÊ ye}Yeõ, yegvos}er }eskeâ keâekÙe Yeeie 1,
meved 1977, he=Ê mebÊ-93~

13. eflekeejer, [eÊ ye}Yeõ, yegvos}er }eskeâ keâekÙe Yeeie 1,
meved 1977, he=Ê mebÊ-98~

14. ieghle, DeÙeesOÙee Øemeeo, veceve ØekeâeMeve, pevepeeefle Skeb
}eskeâkeâ}e mebmke=âefle mebmLeeve Gòej ØeosMe, ØeLece mebmkeâjCe
2004, he=Ê mebÊ-92~

15. ieghle, DeÙeesOÙee Øemeeo, veceve ØekeâeMeve 8 pevepeeefle
Skeb }eskeâkeâ}e mebmke=âefle mebmLeeve Gòej ØeosMe, ØeLece
mebmkeâjCe 2004, he=Ê mebÊ-93~
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8efn}pee$ee9 ke 8Fvõpee$ee9 keâe cegKÙe Deekeâ<e&Ce -
8}efKeÙee9 Deewj 8}eKes9

[e@Ê Yeemkeâj oòe keâeheÌ[er [e@Ê jerlee heeC[s
MeesOeeLeer& mebieerle efkeYeeie, DeefmemaWa Øeeshesâmej, mebieerle efkeYeeie,
[erÊ SmeÊ yeerÊ heefjmej, S}Ê SmeÊ SceÊ jepekeâerÙe mveelekeâesòej ceneefkeÅee}Ùe,
kegâceeTB efkeÕeefkeÅee}Ùe vewveerlee} efheLeewjeieÌ{

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

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

meejebMe :

GòejeKeb[ kesâ efheLeewjeieÌ{ peveheo ke heefMÛeceer veshee} ceW 8meeletB-Dee"tB9 DeLekee 8efn}pee$ee ceneslmeke9 veece mes
Skeâ Øeefmeæ ke=âef<e }eskeâveeayeeslmeke ceveeÙee peelee nw~ ke=âef<e peerkeve mes pegÌ[e Ùen heke& Yeejle ke veshee} keâe Skeâ
efkeefMe<a Skeb meeBPee meebmke=âeflekeâ Glmeke nw~ Yeeõheo ceen ceW hebÛeceer mes De<aceer efleefLe lekeâ ceveeÙes peeves kee}s Fme
Glmeke ceW 8ieceeje-ieerleeW9 kesâ ieeÙeve kesâ meeLe 8ieceeje-cewmej9 (ieewje-censÕej) kesâ efke«en yeveekeâj Fvekeâer hetpee-DeÛe&vee
keâer peeleer nw~ Deble ceW De<aceer kesâ efove 8ieceeje-cewmej9 kesâ efkeme&peve mes Fme heke& keâe meceeheve efkeâÙee peelee nw~ 1

8Dee"tB9 heke& kesâ Debleie&le 8efn}pee$ee ceneslmeke9 ceW 8}efKeÙee9, 8}efKeÙee yeeyee9 ke 8}efKeÙee Yetle9 veece mes
ceveeÙee peeves kee}e Ùen hee$e Yeiekeeve Mebkeâj keâe 8yeejnkeeB Dekeleej9 ceevee peelee nw~ oskeleeDeeW keâer YeeBefle Fmekeâer
peeiej veneR }ieeÙeer peeleer~ 8}efKeÙee9 keâer Glheefòe keâe mebyebOe efMeke hegjeCe kesâ Fme Øemebie mes efce}lee nw- 8o#e
Øepeeheefle keâveKe} (nefjÉej) ceW Skeâ Ùe%e DeeÙeesefpele keâjles nQ efpemeceW ken meYeer oskeleeDeeW keâes efveceb$eCe osles nQ~
kesâke} Deheveer heg$eer 8meleer9 ke Deheves peceeF& Yeiekeeve 8Yees}sveeLe9 keâes veneR yeg}eles~ ceelee meleer Deheves heefle (efMeke)
keâe Ùen Deheceeve menve veneR keâj heeleer Deewj ken o#e Øepeeheefle kesâ Ùe%e ceW hengBÛekeâj Deefive ceW osn lÙeeie keâj }sleer
nQ~ Fme Ieavee mes :eâesefOele neskeâj efMeke Oejleer hej Deheveer peaeSB heakeâles nQ efpememes 8cenekeâe}er9 ke 8keerjYeõ9 keâer
Glheefòe nesleer nw~ Yeiekeeve efMeke 8keerjYeõ9 keâes DeeosMe osles ngS keânles nQ efkeâ o#e Øepeeheefle mecesle mechetCe& Ùe%e keâe
efkeOkebMe keâj oes~9 Meem$e keefCe&le Fme keâLee ceW efMekepeer kesâ jewõ Dekeleej keâes 8keerjYeõ9 ke 8}a9 (peae) mes Glheefòe
nesves kesâ keâejCe 8}asÕej9 Yeer keâne ieÙee nw~  Dele: efMeke keâe ieCe nesves ke 8}a9 mes Glheefòe nesves kesâ keâejCe ner
mebYekele: Fmes ner }eskeâ ceW 8}efKeÙee9 DeLekee 8}efKeÙee Yetle9 keâne ieÙee nes~ Yeiekeeve Yees}sveeLe keâes 8yeeyee9 kesâ veece
mes Yeer peevee peelee nw~ Dele: GvneR keâe Skeâ ieCe nesves kesâ keâejCe Fmes efheLeewjeieÌ{ kesâ mLeeveerÙe }esie 8}efKeÙee yeeyee9
Yeer keânles nQ~
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8Dee"tB heke&9 keâe meceeheve meceejesn 8efn}pee$ee9

GòejeKeC[ kesâ efheLeewjeieÌ{ peveheo ceW ceveeS peeves
kee}s }eskeâ heke& 8Dee"tB9 ke 8efn}pee$ee9 keâe }eskeâjbpeve
kesâ #es$e ceW cenlkehetCe& mLeeve nw~ 8ieceeje-cewmej9 efkemepe&ve
kesâ hetke& mes ner 8efn}pee$ee9 veece mes Skeâ ceveesjbpeveelcekeâ
ve=lÙe-ieerle Ùegòeâ veeakeâ keâe cebÛeve efkeâÙee peelee nw~
Yeeõheo ceen ceW DeefOekeâ ke<ee& kesâ keâejCe Yetefce o}o}er
nes peeleer nw~ Dele: veceerÙegòeâ Yetefce ceW efkeâÙee peeves kee}e
cebÛeve ner 8efn}pee$ee9 nw~ Ùen oes MeyoeW 8efn}9 ke 8pee$ee9
mes efce}keâj yevee nw efpemeceW 8efn}9 keâe DeLe& 8meerceej9
(o}o}er peceerve) ke 8pee$ee9 keâe DeLe& 8Ùee$ee9 DeLekee
8meceejesn9 mes nw~ ke<ee&keâe} ceW DeeÙeesefpele nesves kee}s
Fme Glmeke ceW «eeceerCe heefjkesMe kesâ ef:eâÙee-keâ}eheeW ke
ke=âef<e mecyeefvOele keâeÙeeX pewmes- heâme} yegDeeF&, jesheeF&,
ieesÌ[eF&, keâaeF& FlÙeeefo keâe veeaye #heeblejCe 8mkeebie
ve=lÙe9 kesâ meeLe Øemlegle efkeâÙee peelee nw~ Fme hejbheje ceW
Kesleer ceW ØeÙeesie nesves kee}s ke=âef<e GhekeâjCe, kevÙepeerke
Skeb heÙee&kejCe kesâ Ieefve& mecyevOeeW keâes Yeer oMee&Ùee
peelee nw~4

ke=âef<e hejbheje keâer PeeBkeâer kesâ meeLe-meeLe ceveesjbpeve
nsleg De<aheoer efnjCeefÛeòe}, }efKeÙee, cenekeâe}er, Úesas-
yeÌ[s yew}eW keâer peesefÌ[ÙeeB, ieuÙee yeuo (Dee}meer yew}),
vevoer yew}, nef}Ùee (n} peesleves kee}e), mevÙeemeer
yeeyee, ngkeäkeâe-efÛe}ce heerles }esie, Oeeve jesheeF& keâjleer
ceefn}eÙeW, IegÌ[mekeej mewefvekeâ, PeeÌ[t kee}e, oner kee}e,

efMekeâejer, Yepeve ceC[}er, Yeiekeeve efMeke keâer yeejele ceW
vevoer, ieCe, ÛeC[-cegC[, je#eme FlÙeeefo hee$e yeveeÙes
peeles nQ~ 8efn}pee$ee9 kesâ jbiecebÛe hej meyemes Devle ceW
ØekesMe keâjves kee}e hee$e 8}efKeÙee Yetle9 ner neslee nw~
Fmekesâ Debleie&le ceefn}eDeeW Éeje heejbheefjkeâ }eskeâieerle ke
Kes} FlÙeeefo Yeer }ieeS peeles nQ~ }efKeÙee kesâ Deefleefjòeâ
DevÙe hee$eeW Éeje nemÙe DeefYeveÙe Yeer efkeâÙee peelee nw
efpemeceW ØeeÛeerve ke=âef<e keâe mke#he, Gme meceÙe keâer osMekeâe}
heefjefmLeefleÙeeB, meerceeble peveheo keâer }eskeâ mebmke=âefle Deeefo
keâer peevekeâejer Yeer efce}leer nw~ }eskeâ keâe Ùen Øeefleefyecye
nj mee} hekeeX, GlmekeeW, }eskeâieerleeW ke }eskeâ mebmke=âefle
FlÙeeefo kesâ ceeOÙece mes ncesMee lejes-leepee jnlee nw~

FmeceW efkeâÙee peeves kee}e ve=lÙe ke DeefYeveÙe meeOeejCe
veneR Deefheleg 8cegKeewae ØeOeeve9 nw~ nceejs yegpegie& yeleeles nQ
efkeâ nukesâ cegKeewas yeveeves kesâ ef}S 8Keervkee9 (efKeve
ke=#e) keâer }keâÌ[er keâe ØeÙeesie efkeâÙee peelee nw~ Fve
cegKeewaeW keâes keâerÌ[s FlÙeeefo mes megjef#ele jKeves nsleg FvnW
Ûetuns kesâ Thej keâer lejheâ jKe efoÙee peelee nw efpememes
Ùen }byes meceÙe lekeâ efakesâ jnles nQ~  Øemlegle MeesOe-he$e
kesâ Debleie&le GheÙe&gòeâ meYeer hee$eeW ceW mes Skeâ efkeefMe<a hee$e
8}efKeÙee9 keâe efkemleejhetke&keâ keCe&ve efkeâÙee ieÙee nw~

efheLeewjeieÌ{ peveheo kesâ 8kegâceewÌ[9 ieeBke keâe 8}efKeÙee9

8kegâceewÌ[9 ieeBke ceW 8efn}pee$ee9 kesâ Dekemej hej
DeefYeveÙe keâjves kee}s meYeer hee$eeW mes nakeâj efkeefMe<a
Skeb YekÙe Deekeâ<e&Ce kee}e hee$e nw 8}efKeÙee9~ 8kegâceewÌ[9

Øemlegle MeesOe he$e ceW 8}efKeÙee9 keâer Glheefòe ke Fmekeâer lee} kesâ efke<eÙe ceW efkemleej mes yeleeves keâe ØeÙeeme efkeâÙee
pee jne nw~  «eece 8kegâceewÌ[9, efheLeewjeieÌ{ kesâ 8}efKeÙee yeeyee9 kesâ efke<eÙe ceW ØeÛeef}le nw efkeâ- 8}efKeÙee keâe cegKeewae
veshee} ceW ceveeÙeer peeves kee}er 8Fvõpee$ee9 mes cenj YeeFÙeeW Éeje ÙeneB }eÙee ieÙee~9 Dele: Fme leLÙe keâer hegef<a nsleg
veshee} keâer 8ÙesvÙee9 (Fbõpee$ee) ke Fmekesâ cegKÙe hee$e 8}eKes9 keâe Yeer efkemleejhetke&keâ DeOÙeÙeve Fme MeesOe he$e kesâ
Debleie&le efkeâÙee ieÙee nw~ efheLeewjeieÌ{ peveheo ceW Ùen hee$e kesâke} 8kegâceewÌ[9 ke 8GÌ[F&9 ieeBke ceW ner ceveeÙee peelee nw~
Fmekesâ Deefleefjòeâ Ùen peveheo DeuceesÌ[e ceW Ú}Ì[er kesâ efove 8}efKeÙee-}efKeÙeeCeer9 kesâ #he ceW Yeer ceveeÙee peelee nw~
meYeer mLeeveeW ceW Fmekeâer #he meppee efYeVe-efYeVe nw~

cegKÙe Meyo :

Dee"tB, efn}pee$ee, }efKeÙee, }eKes, Fvõpee$ee, kegâceejerpee$ee, ieceeje-cewmej, ieewje~
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kesâ 8}efKeÙee Yetle9 kesâ efke<eÙe ceW ØeÛeef}le nw efkeâ- 8Ùen
veshee} mes cenj YeeFÙeeW Éeje cegKeewaeW kesâ #he ceW ÙeneB
}eÙee ieÙee~ veshee} kesâ Deefleefjòeâ Fmekeâe Ùener #he
Yetaeve ke efleyyele ceW Yeer osKeves keâes efce}lee nw~9  Dele:
Fmes efce}er-peg}er mebmke=âefle keâe 8meeBPee Glmeke9 Yeer keânles
nQ~ Demeerce Tpee& mes Yeje efMeke keâe Ùen Dekeleej keerj
leLee jewõ Øeke=âefle keâe neslee nw~ oskelee Dekeleefjle nesves hej
peye FmeceW owkeerÙe Meefòeâ Dee peeleer nw lees Ùen Deheveer
Tpee& keâes keMeerYetle keâj heeves ceW DemeceLe& nes peelee nw~
Dele: Fmekesâ DeekesMe ceW Deeves hej keâesF& vegkeâmeeve ve nes
Fmeef}S ncesMee mes Fme ieeBke kesâ 8pegÌ[kee cenj YeeF&9
Fmes Skeâ pebpeerj mes yeeBOekeâj efveÙebef$ele keâjles nQ~7

Ùen Glmeke }eskeâ hejbheje kesâ meeLe-meeLe Oeeefce&keâ
DeemLee keâe kesâbõ Yeer nw~ Dele: Fmes hetjs efkeefOe-efkeOeeve mes
efveÙeceeW keâe hee}ve keâj ceveeles nQ~ }efKeÙee keâes meke&ØeLece
veer}s jbie mes jbiekeâj keâe}s kem$e henveeÙes peeles nQ~ neLe-
hewjeW ceW IegBIe# leLee keâcej ceW IebefaÙeeB yeeBOeer peeleer nQ~
}efKeÙee keâer #he meppee ceW meyemes keâef"ve neslee nw
8cegKeewae9 henveevee~ YeÌ[keâer}s jbieeW mes jbiee Ùen cegKeewae
YeÙeevekeâ ke Deekeâ<e&keâ neslee nw~ cegKeewae }ieeves kesâ yeeo
Fmekesâ efmej hej keâe}e ÛeBkej (ÛeeQj ieeÙe keâer hetBÚ) yeeBOee
peelee nw efpememes Ùen DelÙeefOekeâ YeÙeevekeâ ke jewõ }ieves
}ielee nw~ kegâceewÌ[ keeefmeÙeeW kesâ Devegmeej }efKeÙee keâes
henveeÙee peeves kee}e Ùen kener cegKeewae nw pees veshee} mes
}eÙee ieÙee Lee~ neLeeW ceW ÛeBkej ieeÙe keâer hetBÚ ef}S peye
ken hetCe& #he mes megmeefppele neskeâj YeÙebkeâj #he OeejCe
keâj }slee nw leye Fmekeâer hetpee DeÛe&vee keâj yeef} FlÙeeefo
oer peeefle nw~ GÚ}lee-keâtolee, ve=lÙe keâjlee ngDee }efKeÙee
8iees"9 («eeceerCe IejeW ceW veerÛes kesâ keâcejs) mes Dekeleefjle
neskeâj cewoeve ceW ØekesMe keâjlee nw~

}efKeÙee keâes 8pegÌ[kee cenj YeeF&9 keâcej ceW yeBOeer
jefmmeÙeeW mes hekeâÌ[s jnles nQ efpevnW 8ieCe9 keâne peelee nw~
cewoeve ceW GheefmLele meYeer oMe&keâ Deewj YeòeâieCe Ì{es}-
veiee[eW kesâ meeLe peÙekeâejs }ieeles ngS heâ}-heât} ke
8De#ele9 (Ûeeke}) FlÙeeefo Deefhe&le keâjles nQ~ }efKeÙee

ÛeBkej efheâjekeâj meYeer keâes DeeMeerkee&o oslee nw~ Deble ceW
ken 8keâesa9 (vÙeeÙe mLe}) peelee nw Deewj ÙeneB hej
yekeâjer keâer yeef} oer peeleer nw~ Fme jòeâ hej Dehevee heeBke
jKe ken Fme yeef} keâes mkeerkeâej keâjlee nw~ Flevee ner
veneR Fme heke& kesâ meceehle nesves kesâ yeeo meYeer }esie
Deheves Iej mes mveeve keâj keeheme Fme mLeeve hej Deeles nQ
Deewj Fme jòeâ keâe aerkeâe }ieeles nQ~  Fmekesâ heMÛeele
Ùen hetpee hetCe& ceeveer peeleer nw~ }esieeW keâe ceevevee nw efkeâ
}efKeÙee keâer vepej peneB-peneB heÌ[leer nw, keneB Oeve-
OeevÙe ke megKe keâer Øeeefhle nesleer nw~

Feflenemekeâej ßeer heoceeoòe heble peer yeleeles nQ efkeâ-
8[esaer kesâ Fefleneme mes %eele neslee nw efkeâ hetke&keâe} ceW
ÙeneB ceveeÙes peeves kee}s GlmekeeW ceW jesheeF&, ieeÙe Ùee$ee,
omeeFË Deeefo kesâ meeLe-meeLe 8}eKes9 keâe Glmeke Yeer
ceveeÙee peelee Lee~ ÙeneB 8hebõn ieles Dee<eeÌ{9 mes 8jesheeF&9
keâe lÙeewnej ceveeÙee peelee nw leLee 8ßeekeCe ceeme9 kesâ
efkeâmeer Skeâ efove 8}eKes keâe leceeMee9 neslee nw~ Ùen Yetle
keâer metjle ceW neslee nw leLee yeepes ceW veeÛelee nw~ Ùen veeÛe
8ojyeej9 mes Meg# neskeâj hetjs yeepeej ceW IegceeÙee peelee
nw~ Fme efkekejCe mes Ùen Devegceeve }ieeÙee pee mekeâlee nw
efkeâ 8efn}pee$ee9 keâe Glmeke hetke&keâe} ceW [esaer kesâ #es$e
ceW ceveeÙes peeves kee}s efkeefYeVe GlmekeeW DeLekee yejmeele ceW
ceveeS peeves kee}s hekeeX keâe ner Skeâ Úesae Deewj mebIeefvele
#he nw~9

efheLeewjeieÌ{ ceW Øeefleef&le 8vekeesoÙe heke&leerÙe keâ}e
kesâbõ9 kesâ DeOÙe#e ke jbiecebÛe kesâ keefj& keâ}ekeâej 8ßeer
nscejepe efmebn efye<a peer9 kegâceewÌ[ kesâ 8}efKeÙee Yetle9 kesâ
efke<eÙe ceW efkemleej mes yeleeles nQ efkeâ Ùen oskelee hen}s mes
ner 8Fvõpee$ee9 kesâ Debleie&le 8}eKes9 kesâ #he ceW veshee} ceW
ceveeÙee peelee nw~ Fme oskelee kesâ efheLeewjeieÌ{, GòejeKeC[
hengBÛeves kesâ heerÚs keâe keâLeevekeâ Fme Øekeâej nw- 8veshee} ceW
DeeÙeesefpele nesves kee}er Fvõ pee$ee ceW keâF& Øekeâej kesâ
hee$eeW ke cegKeewaeW keâe ØeÙeesie efkeâÙee peelee nw~ Skeâ yeej
kegâceewÌ[ ieeBke (efheLeewjeieÌ{) kesâ Ûeej cenj YeeF&- kegâBkej
efmebn cenj, Ûenle efmebn cenj, ÛebÛe} efmebn cenj ke
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peeKe efmebn cenj Yeer Fme pee$ee keâes osKeves keâer FÛÚe mes
veshee} ieS~  veshee} ceW Øeefleke<e& oskeer keâes ØemeVe keâjves
nsleg keâajs (YeQme keâe yeÛÛee) keâer yeef} oer peeleer nw~ Fme
ke<e& efpeme keâajs keâes yeef} kesâ ef}S }eÙee ieÙee Lee
Gmekeâer yeÌ[er meeRieeW ke G«e mkeYeeke kesâ keâejCe Gmes keâea
heevee DemebYe nes ieÙee Lee~ Dele: Ùen DeeosMe efoÙee
ieÙee efkeâ pees keâesF& Yeer Fme keâeÙe& keâes keâjsiee Gmes cegBn-
ceeBiee Fveece efoÙee peeSiee~

ye}Mee}er cenj YeeFÙeeW ves Ùen DemebYeke keâeÙe& keâj
efoKeeÙee~ Fmemes ØemeVe neskeâj keneB kesâ jepee ves FvnW
YeWa mke#he cegKeewas Øeoeve efkeâS~ meeLe ner Ùen Yeer
keâne efkeâ cegKeewas kee}s yekeämes keâes peceerve hej cele jKevee
Deewj Fmes Deheves ieeBke hengBÛekeâj ner Kees}vee~ cenj YeeF&
peye cegKeewas }skeâj keeheme Dee jns Les lees ceeie& ceW Lekeâeve
kesâ keâejCe GvneWves Yet}keMe yekeämes keâes 8mesjeoske}9 veecekeâ
peien hej jKe efoÙee~ Fmekesâ yeeo ken yekeämee Gme
mLeeve mes G"e ner veneR~ Kees}keâj osKeves hej helee Ûe}e
efkeâ GmeceW 8}eKeer oskelee9 keâe cegKeewae nw~ kegâÚ osj
lekeâ ceeve-efkeveleer keâjves kesâ yeeo 8}efKeÙee9 keâes 8mesjeoske}9
ceW mLeeefhele efkeâÙee ieÙee~ ÙeneB hej mLeeefhele }efKeÙee
oskelee keâe ceefvoj Deepe Yeer Fme yeele keâe ØeceeCe nw~
lelheMÛeele ken yekeämee G"ekeâj cewnj YeeF& Deheves ieeBke
kegâceewÌ[ DeeÙes Deewj leYeer mes ÙeneB 8}efKeÙee9 yeveeÙee
peelee nw~911

8}efKeÙee9 keâes 8Yetle9 keäÙeeW keâne peelee nw? ßeer
nscejepe efye<a peer kesâ Devegmeej meved 1977-78 ceW
}ieYeie 4-5 mee} lekeâ mLeeveerÙe }esieeW Éeje ngÌ[obie
keâjves ke DevÙe keâejCeeW mes kegâceewÌ[ ceW 8efn}pee$ee9 ceveevee
yevo keâj efoÙee Lee Fme keâejCe ieeBke ceW Deveskeâ Deefve<a
IeaveeSb Ieaves }ieer~ efkeâmeer keâe OÙeeve Fme Deesj veneR
ieÙee efkeâ Ssmee nesves keâe keâejCe keäÙee nw~ Fmeer yeerÛe
kegâceewÌ[ ceW jnves kee}er Skeâ efve:mebleeve nefjpeve ceefn}e
keâes mkehve ngDee~ meheves ceW }efKeÙee oskelee ves keâne efkeâ
Fme ieeBke ceW pees Yeer Deefve<a nes jne nw Gmekeâe keâejCe
ÙeneB kesâ }esie ner nQ~ GvneWves cegPes DeveosKee efkeâÙee nw

Fmeeref}S Ùen Deefve<a nes jne nw~ ceQ ner Yetle yevekeâj
meye efkeIve keâj jne ntB~ ceQ meYeer «eecekeeefmeÙeeW keâer megKe-
mece=efæ kesâ ef}S ner ÙeneB ntB~ Dele: hegve: cesjer hetpee-
DeÛe&vee ke ceeve-efkeveleer keâj KegMeer mes Ùen heke& ceveeDeesies
lees ceQ meye "erkeâ keâj otBiee~ kegâÚ efove yeeo ceefn}e ves
Ùen yeele meYeer keâes yeleeÙeer~ Deewj Fme yeele hej OÙeeve
osves keâes keâne~ DeeefKejkeâej hejsMeeve lees meYeer Les~ Dele:
meceeOeeve nsleg ieeBke kesâ yegpegieeX ves meecetefnkeâ hetpee keâjves
keâe efveCe&Ùe ef}Ùee~ hetpee kesâ oewjeve 8}efKeÙee9 Dekeleefjle
nes ieÙee Deewj Gmeves keâne- 8legceves cesjer hetpee-DeÛe&vee
keâjvee ÚesÌ[ efoÙee Deewj cegPes YetKee jKee~ Dele: ceQ ner
8Yetle9 #he ceW legcnW hejsMeeve keâj jne ntB~ oesyeeje Ssmeer
ie}leer cele keâjvee~ ieeBke ceW DeMegefæ nesves hej Yeer ceQ
Dekeleefjle ntBiee~ legcnW nj mee} 8efn}pee$ee9 ceveeveer
nesieer~9 Ùen megvekeâj meYeer «eece-keeefmeÙeeW ves ceeheâer ceeBieer
Deewj }efKeÙee keâes keÛeve efoÙee efkeâ ken ncesMee Ùen heke&
ceveeSbies ke legcnejer DeejeOevee keâjWies~ }efKeÙee ves Ùen
Yeer keâne efkeâ 8efpeme ceefn}e kesâ keâejCe Deepe ceQ keeheme
DeeÙee ntB, ceQ ncesMee Gmeer kesâ iees" mes ner Dekeleej
}tBiee~9 Dele: Øeefleke<e& 8}efKeÙee9 Fmeer ceefn}e kesâ iees"
mes ner Dekeleefjle neslee nw Deewj leYeer mes Fmes 8Yetle9 keâne
peeves }iee~12

kegâceewÌ[ kesâ 8}efKeÙee9 kesâ meboYe& ceW Skeâ keâLeevekeâ
Fme Øekeâej Yeer nw~ }ieYeie yeerme-heÛÛeerme ke<e& hetke& owke
Ùeesie mes 8}efKeÙee9 keâe DeefYeveÙe keâjves kee}s kÙeefòeâ keâer
kegâÚ ner ceen yeeo ce=lÙeg nesves }ieer~ leerve ke<eeX lekeâ
}ieeleej leerve veewpekeeveeW keâer ce=lÙeg nesves kesâ keâejCe
«eecekeeefmeÙeeW ves 8efn}pee$ee9 ceveevee ner ÚesÌ[ efoÙee~
keâF& }esieeW keâes Fme mecyebOe ceW mkehve Yeer nesves }ies~
Dele: yegpegieeX ves hejmhej yeeleÛeerle keâj Fmes hegve: ØeejbYe
keâjves keâe efveCe&Ùe ef}Ùee~ Deepe Yeer Fme Glmeke ceW
8}efKeÙeeYetle9 kesâ veece mes yekeâjer keâer yeef} ÛeÌ{ÌeF& peeleer
nw~ mLeeveerÙe }esie Ùen Yeer yeleeles nQ efkeâ Fme Ieavee kesâ
yeeo efpeme kÙeefòeâ hej keemleke ceW 8}efKeÙee9 Dekeleefjle
neslee nw, ken kÙeefòeâ Ùen DeefYeveÙe veneR keâjlee~13



105
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

veshee} keâe }eskeâØeÛeef}le Glmeke - 8ÙesvÙee9
(Fbõpee$ee) :

Yeejle keâe heÌ[esmeer ke efce$e osMe 8veshee}9 Deheves
Øeeke=âeflekeâ meewvoÙe& Deewj Ssefleneefmekeâ Âef<akeâesCe mes hetjs
efkeÕe ceW Øeefmeæ nw~ ÙeneB efkeefYeVe peeefle mecetneW kesâ }esie
jnles nQ efpevekeâer Deheveer efkeefMe<a hejbheje Deewj mebmke=âefle
nw~ 8Fvõpee$ee9 keâes ÙeneB keâer mLeeveerÙe 8veskeej9 Yee<ee ceW
8ÙesvÙee9 kesâ veece mes peevee peelee nw efpemeceW 8Ùesve9 keâe
DeLe& 8keâe"ceeb[t9 Deewj 8Ùee9 keâe DeLe& 8lÙeewnej9 nw~
Ùen Glmeke Ûebõ keâw}W[j kesâ Devegmeej veshee}er cenerves keâs
Yeeõheo ceeme (Deiemle mes efmelebyej) ceW Megkeä} he#e keâer
ÛelegLeer& mes ØeejbYe neskeâj Skeâ mehleen lekeâ Ûe}lee nw~
Ùen pee$ee 8keâe"ceeb[t ojyeej mkeäkeeÙej9 ceW Skeâ heefke$e
}keâÌ[er mes yeves 8OkepemlebYe9 mes ØeejbYe neskeâj 8nvegceeve

{eskeâe9 lekeâ Ûe}leer nw~ Fme 8OkepemlebYe9 keâes Dee"
efoveeW kesâ meeke&peefvekeâ ØeoMe&ve kesâ yeeo Debeflece efove
pe}e efoÙee peelee nw pees 8Fvõpee$ee9 kesâ meceeheve keâe
Øeleerkeâ nw~

keâe"ceeb[t Ieeaer kesâ 8keâe"ceeb[t ojyeej mkeäkeeÙej9
(Meener ojyeej keâe heefjmej) ceW DeeÙeesefpele nesves kee}er
Ùen pee$ee veshee} kesâ meyemes yeÌ[s }eskeâefØeÙe lÙeewnejeW ceW
mes Skeâ nw~ Ssefleneefmekeâ Skeb meebmke=âeflekeâ cenlke jKeves
kee}e Ùen heefjmej 8keâe"ceeb[t ojyeej mkeäkeeÙej9 meved
1979 ceW 8Ùetvesmkeâes9 Éeje 8efkeÕe Oejesnj mLe}9 kesâ
#he ceW metÛeeryeæ nw~ Dele: je<a^erÙe Oejesnj nesves kesâ
keâejCe Fmekesâ YeÇceCe nsleg Megukeâ }ielee nw }sefkeâve Fme
ceneslmeke kesâ efove Ùen meYeer DeeieblegkeâeW kesâ ef}S efve:Megukeâ
jnlee nw~

ieCeeW kesâ meeLe 8}efKeÙee yeeyee9

8}efKeÙee9 ve=lÙe keâer lee}

cee$ee /keeÅe   1    2    3    4   5     6    7     8    9  10  11  12

ockeeB IÙeeved  keäÙeeve  ÓkeäÌ[ IÙeeved  keäÙeeve  ÓkeäÌ[  IÙeeved  keäÙeeve  ÓkeäÌ[ IÙeeve   Ó    Ó

ockeeB IÙeeved keäÙeeve ÓkeäÌ[ IÙeeved  keäÙeeve  ÓkeäÌ[  IÙeeved  keäÙeeve  ÓkeäÌ[ IÙeeve   Ó    Ó

ockeeB IÙeeved keäÙeeve ÓkeäÌ[ IÙeeved  keäÙeeve  ÓkeäÌ[  IÙeeved  keäÙeeve  ÓkeäÌ[ IÙeeve   Ó    Ó

leye}e  Oee lee ÓkeäÌ[ Oee    lee    ÓkeäÌ[ Oee    lee    ÓkeäÌ[  Oee    Ó    Ó
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8Fvõ pee$ee9 keâe cegKÙe heefjmej 8keâe"ceeb[t ojyeej mkeäkeeÙej9

Fme pee$ee ceW }esie ke<ee& kesâ oskelee Deewj mkeie& kesâ
jepee Yeiekeeve 8Fbõ9 mes yeeefjMe Deewj DeÛÚer heâme} kesâ
ef}S keâecevee keâjles nQ~ Ssmee ceevee peelee nw efkeâ Skeâ
yeej oskejepe Fbõ keâer ceelee peer ves FvnW Skeâ Glmeke
ceveeves kesâ ef}S 8heeefjpeele kesâ heât}9 }eves nsleg he=Lkeer
}eskeâ Yespeleer nQ~ heât}eW keâer le}eMe keâjles ngS Yeiekeeve
Fvõ ceeveke #he OeejCe keâj mkeie& mes keâe"ceeC[t Deeles
nQ~ ÙeneB kes heât}eW keâer Ûeesjer keâjles ngS mLeeveerÙe }esieeW
(veskeeÌ[ mecegoeÙe) Éeje yeboer yevee ef}Ùes peeles nQ~ heefjÛeÙe
hetÚves hej Fbõ Deheveer Deme}er henÛeeve veneR yeleeles~
peye kes yengle osj lekeâ veneR }ewales leye Gvekeâe neLeer
GvnW meÌ[keâeW hej Keespevee Meg® keâj oslee nw~ meeLe ner
heg$e kesâ ieeÙeye nesves hej Fvekeâer ceelee Yeer efÛebeflele neskeâj
keâe"ceeb[t Dee peeleer nQ~ Fvõ keâer ceeB Deheves heg$e keâer
efjneF& kesâ ef}S mLeeveerÙe }esieeW mes ØeeLe&vee keâjleer nQ~
Fvõ kesâ efjneF& kesâ yeeo ken KegMe neskeâj }esieeW keâes
DeeMeerkee&o osleer nw efkeâ Deehekeâer heâme}eW hej nj megyen
Deesme heÌ[sieer Deewj pees }esie efheÚ}s mee} cej ieS Les
GvnW mkeie& Yespee peeSiee~ Dele: leYeer mes keâe"ceeb[t ceW
Ùen lÙeewnej yeeefjMe kesâ oskelee 8Fbõ9 keâer Ùeeo ceW 8efnbot9,
8yeewæ9 Deewj 8veskeej9 mecegoeÙeeW Éeje ceveeÙee peelee nw~
Fme Glmeke ceW kegâceejer pee$ee, Okepeob[ meceejesn, jòeâ
yeef}oeve, cepeerhee }eKes Skeb Yewjke kesâ cegKeewaeW Deeefo
keâe ØeoMe&ve osKeves ÙeesiÙe neslee nw~ keâe"ceeb[t Ieeaer kesâ
keâF& cebefojeW ceW cegie&s, YeQme, yekeâjer, ceÚ}er, ceskes FlÙeeefo
ÛeÌ{ekeâj Fvekeâer DevÙe oskeer-oskeleeDeeW kesâ meeLe hetpee keâer
peeleer nw Deewj Deveg&eve kesâ yeeo FvnW Øemeeo kesâ #he ceW
pevelee ceW efkeleefjle keâj efoÙee peelee nw~  Fme ceneslmeke
kesâ oes Yeeie nesles nQ- 8Fbõ pee$ee9 Deewj 8kegâceejer pee$ee9~

8kegâceejer pee$ee9 :

8Fbõ pee$ee9 ceneslmeke kesâ Debleie&le 8kegâceejer pee$ee9
ceveeÙee peevee Fme Glmeke keâe DeefYeVe Debie nw~ hejbhejevegmeej
Fme pee$ee nsleg leerve Ùee Ûeej ke<e& keâer }Ì[efkeâÙeeW keâes
8kegâceejer oskeer9 kesâ peerefkele Dekeleej kesâ #he ceW Ûegvee
peelee nw~ Deveskeâ keâef"ve hejer#eeDeeW keâes heej keâjves yeeo
oskeer ÛeÙeve nsleg Debeflece hejer#ee efkepeÙeeoMeceer keâer jeef$e
keâes }er peeleer nw~ FmeceW keâvÙee keâes 8lee}speg9 (Yekeeveer)
cebefoj kesâ DeeBieve ceW ÚesÌ[ efoÙee peelee nw peneB hej 108
YeQmeeW ke yekeâefjÙeeW keâer yeef} oer ieÙeer nesleer nw Deewj meeLe
ner jòeâ mes }yee}ye Fme ØeebieCe ceW vekeâeyeheesMe ve=lÙe
ØeoMe&ve mes keâvÙee keâes [jeÙee peelee nw~ Fve meye
ef:eâÙeeDeeW mes Ùeefo keâvÙee YeÙeYeerle veneR nesleer nw lees Gmes
8kegâceejer9 kesâ #he ceW ÛeÙeefvele keâj ef}Ùee peelee nw~
8kegâceejer9 kesâ ÛeÙeve kesâ yeeo peye Yeer Gmes FOej-GOej }s
peeÙee peelee nw lees Gmekesâ hewj Ìpeceerve keâes veneR Útles
DeLee&le oskeer keâes hee}keâer ceW ner }s peeÙee peelee nw~
ÛeÙeefvele oskeer keâer ÙegkeekemLee nes peeves hej GvnW 8oskeer9
ceevevee yebo nes peelee nw Deewj efheâj mes veÙeer 8kegâceejer9 kesâ
ÛeÙeve nsleg Ùener Øeef:eâÙee DeheveeF& peeleer nw~

peerefkele kegâceejer 8les}epet9 (ceeB Yekeeveer)

Ssmee ceevee peelee nw efkeâ oskeer 8lee}spet9 (Yekeeveer)
8keâebeflehegj9 (keâe"ceeb[t) kesâ lelkeâe}erve jepee 8peÙe ØekeâeMe
ceu}9 mes efce}ves Deeleer LeeR Deewj Gvekesâ meeLe 8ef$eheemee9
(heemes keâe Kes}) Kes}leer LeeR~ Skeâ efove jepee Éeje
oskeer keâes kegâÚ DeYeõ efahheefCeÙeeB keâer ieÙeer efpememes
:eâesefOele neskeâj oskeer ves jepee mes keâne efkeâ hen}s ken Fme
DehejeOe keâer #ecee ceeBies Deewj efheâj 8MeekeäÙe heefjkeej9 ceW
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cesjer le}eMe keâjW keäÙeeWefkeâ Fmeer kebMe ceW cesje hegvepe&vce
nesiee~ Fmekesâ yeeo jepee 8peÙe ØekeâeMe ceu}9 Ùegkee
}Ì[efkeâÙeeW ceW oskeer keâer Keespe nsleg efvekeâ} heÌ[s~ Dele:
leYeer mes 8veskeejer mecegoeÙe9 ceW Ùegkee kegâceejer }Ì[efkeâÙeeW
keâer hetpee keâjves keâer hejbheje Ûe} heÌ[er~ Skeâ hejbheje Ùen
Yeer nw efkeâ Fme Glmeke ceW jepÙe kesâ cegefKeÙee 8oskeer
kegâceejer9 kesâ meeLe Deheveer le}keej keâer Deo}e-yeo}er
Yeer keâjles nQ~

8kegâceejer Ùee$ee9 8Fvõpee$ee9 ceneslmeke kesâ meyemes
}eskeâefØeÙe GlmekeeW ceW mes Skeâ nw~ 8keâe"ceeC[t ojyeej
mkeäkeeÙej9 kesâ meeceves DeeÙeesefpele nesves kee}er 8kegâceejer
pee$ee9 keâer lewÙeeefjÙeeW keâe hetke& efvejer#eCe veshee}er DeefOekeâeefjÙeeW
Éeje efkeâÙee peelee nw~ mewvÙe hejs[ kesâ yeeo ÛeÙeefvele kegâceejer
keâes oskeer 8lee}spet9 (ceelee ogiee& keâe veshee}er veece) keâe
Dekeleej ceevekeâj keâe"ceeb[t keâer meÌ[keâeW hej ceeÛe& keâjves
kesâ ef}S ieerle-mebieerle kesâ meeLe jLe hej IegceeÙee peelee nw~
oskeer keâer j#ee nsleg Fvekesâ jLe kesâ meeLe oes Ùegkee }Ì[kesâ
Yeer nesles nQ pees Yeiekeeve 8ieCesMe9 Deewj 8Yewjke9 keâer
Yetefcekeâe efveYeeles nQ~ Fmeer pee$ee ceW Yeiekeeve Fbõ keâer
keâneveer keâe DeefYeveÙe keâjles ngS 8Sjekele neLeer9 Yeer hetjer
pee$ee ceW Ûe}lee nw~ 8keâe"ceeb[t ojyeej mkeäkeeÙej9 mes
8nvegceeve {eskeâe9 lekeâ Ûe}ves kee}er 8kegâceejer oskeer pee$ee9
keâes je<a^heefle Deheves cen} mes ßeæebpeef} Yeer Deefhe&le
keâjles nQ~ Fme pee$ee nsleg hetjs veshee} ceW je<aêrÙe DekekeâeMe
Yeer neslee nw efpememes Ùen helee Ûe}lee nw efkeâ Ùen Glmeke
Fme #es$e keâe meyemes celkehetCe& ke YekÙe Glmeke nw~ Fme
pee$ee ceW efveYeeF& peeves kee}er Skeâ yeÌ[er ner efkeefÛe$e
hejbheje nw efpemeceW kegâceejer jLe pee$ee kesâ oewjeve mLeeveerÙe
}esieeW Éeje yeveeÙeer ieÙeer 8ceefoje9 keâes Øemeeo kesâ #he ceW
yeeBae peelee nw~ Ssmee ceevee peelee nw efkeâ Fmekeâe Skeâ
Ietba heerves mes ner YeeiÙe Ûecekeâ peelee nw~ Skeâ Úesaer
megvenjer ceÚ}er hen}s mes ner FmeceW [e}er peeleer nw Deewj
efpeme kÙeefòeâ keâes Ùen ceÚ}er efce}leer nw ken meyemes
YeeiÙeMee}er kÙeefòeâ ceevee peelee nw leLee Ùen Gmekesâ ef}S
hetjs ke<e& Yej meewYeeiÙe }skeâj Deeleer nw~

Fvõ pee$ee keâe cegKÙe Deekeâ<e&Ce 8cepeerhee }eKes9

8cepeerhee }eKes9 ve=lÙe veshee} ceW DeeÙeesefpele nesves
kee}er 8Fvõ pee$ee9 kesâ meyemes }eskeâefØeÙe ve=lÙeeW ceW mes
Skeâ nw~ Fmes 8je@Ùe} }eKes9 kesâ veece mes Yeer peevee peelee
nw~ mLeeveerÙe }esieeW Éeje Ùen 8ßeer }eKes Depet9 veece mes
Yeer Øeefmeæ nw pees cegKeewas kesâ #he ceW efmebnemeve hej
efkejepeceeve jnlee nw~  8Fbõ ke kegâceejer pee$ee9 Glmeke kesâ
Debleie&le DevÙe oskeleeDeeW kesâ meeLe ner 8cepeerhee }eKes9 kesâ
meeke&peefvekeâ ØeoMe&ve mes hetke& 8efÛe}eie9 (les} kesâ oerhekeâ)
mes Fmekeâer Yeer hetpee keâer peeleer nw~ Fmes efkeefYeVe Øekeâej kesâ
KeeÅe heoeLe& 8Mec¢ee yeepeer9 (heâef}ÙeeW mes Ùegòeâ Skeâ
Øeesaerve Ùegòeâ Øemeeo efpemeceW mesce, oe}, meesÙeeyeerve,
cetbieheâ}er, ceaj, Deb[s Deeefo heoeLe& nesles nQ) Yeer ÛeÌ{eÙes
peeles nQ~ Ùen veshee} kesâ 8veskeej mecegoeÙe9 Éeje meebmke=âeflekeâ
efkejemele kesâ #he ceW mebjef#ele nw~  Ùen pee$ee Dee" efoveeW
lekeâ ceveeÙeer peeleer nw Dele: Skeâ efove ceW leerve mes Ûeej
8cepeerhee }eKes9 FmeceW Øemlegefle osles nQ~

8}eKes9 GYejs ngS oeBleeW Deewj efkeMee} peaeDeeW
kee}e Skeâ je#eme nw efpemekeâes 8veskeej mecegoeÙe9 kee}s
owkeerÙe Meefòeâ kesâ ef}S hetpeles nQ~ 8}eKes9 keâer peaeDeeW
nsleg ÛeBkej (Ùeekeâ keâer hetbÚ kesâ yee}) keâe ØeÙeesie efkeâÙee
peelee nw efpemes }e} jbie mes jbiee peelee nw~ Fmekesâ Éeje
OeejCe efkeâS peeves kee}s YeÌ[keâer}s ke YeÙeevekeâ cegKeewae
ve=lÙe ØeoMe&ve keâes osKekeâj kegâÚ }esie ceesefnle nesles nQ lees
keâF& }esie [jles Yeer nQ~ 8}eKes9 keâer #he meppee kesâ
oewjeve lewÙeej keâjves kee}s kÙeefòeâÙeeW kesâ Deefleefjòeâ DevÙe
}esieeW keâe Fmes osKevee hetCe& #he mes ØeefleyebefOele nw~ Ùen
meeBhe, ceW{keâ, Ûeer} Deewj yeeIe Fve Ûeej De}ie-De}ie
cegõeDeeW ceW ve=lÙe ØeoMe&ve keâjlee nw~  Fmekeâer megj#ee keâe
ØeyebOeve veshee} kesâ 8jbpeerlekeâj9 mecegoeÙe Éeje efkeâÙee
peelee nw~ 8cepeerhee }eKes9 kesâ Deefleefjkeâ veshee} ceW kegâÚ
DevÙe efkeMes<eleeDeeW kee}s }eKes Yeer nQ, pewmes- iegve}e
}eKes, efceÛÙeen }eKes (Deeie pe}eves kee}e oeveke)
efcevehet }eKes, 8}meerve9 (ceeoe }eKes) FlÙeeefo~
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8Fvõ pee$ee9 keâe cegKÙe Deekeâ<e&Ce 8cepeerhe }eKes9

veshee} ceW 8}eKeeW9 keâes je#eme keâne peelee nw pees
pebie}eW ceW jne keâjles Les Deewj yeeo ceW Ùen veiejkeeefmeÙeeW
kesâ j#ekeâ yeve ieS~ Fmekesâ efke<eÙe ceW Ùen keâLee ØeÛeef}le
nw efkeâ peye oskeer 8lee}spet9 (Yekeeveer) ves keâebeflehegjer veiejer
(keâe"ceeC[t) ceW ØekesMe efkeâÙee lees oskeer kesâ Debiej#ekeâ ves
8}eKes9 keâes ÙeneB ØekesMe veneR keâjves efoÙee~ ÛetBefkeâ 8}eKes9
je#eme kesâ #he ceW DelÙeefOekeâ Glheele keâjlee Lee Deewj
}esieeW keâes hejsMeeve keâjlee Lee~ Dele: }eKes Éeje }esieeW
keâes Ûeesa ve hengBÛeeves Deewj Meebefle mes jnves keâe keeoe
keâjves hej oskeer ves Gmes veiej ceW ØekesMe keâer Devegceefle oer~

8keâe"ceeb[t ojyeej mkeäkeeÙej9 kesâ cegKÙe ØeebieCe ceW oewÌ[lee

ngDee 8cepeerhe }eKes9

ne}eBefkeâ }esieeW keâes 8}eKes9 keâer Fme yeele hej
efyeukegâ} Yejesmee veneR Lee Fmeef}S GvneWves }eKes keâes
hejKeves kesâ ef}S Skeâ Úesas Deewj Ûee}keâ yeÛÛes keâes
Yespekeâj Gmes efÛeÌ{eves keâer Ùeespevee yeveeÙeer~ Ssmee keâjves
hej meesÙee ngDee }eKee :eâesefOele neskeâj yeÛÛes kesâ heerÚs
Yeeielee nw Deewj Gmes LeesÌ[e [jekeâj ÚesÌ[ oslee nw~ Fmemes
}esieeW keâes Ùen Yejesmee nes peelee nw efkeâ Deye Ùen keâesF&
vegkeâmeeve veneR keâjsiee~ leYeer mes 8cepeerhee }eKes9 keâes
ve=lÙe kesâ oewjeve Skeâ Úesae }Ì[keâe efveÙebef$ele keâjlee nw

efpemes 8PÙeeef}bÛee9 kesâ veece mes peevee peelee nw~ Ùen Fmes
Deewj DeefOekeâ peesjoej ØeoMe&ve keâjves kesâ ef}S Gòesefpele
keâjlee nw Deewj mkeÙeb YeerÌ[ ceW Iegmekeâj Yeeieves ceW keâeceÙeeye
nes peelee nw~ 8}eKes9 mebieerle keeÅeeW 8YegMÙeene9 (Skeâ
[^ce), PÙee}er (PeebPe) FlÙeeefo kesâ meeLe 8kegâceejer9 kesâ
jLe kesâ meeceves ner ve=lÙe keâjlee nw Deewj ceeie& ceW Deeves
kee}er yegjer Deewj vekeâejelcekeâ MeefòeâÙeeW mes oskeer keâer j#ee
keâjlee nw~  Fmekesâ meeLe ner Ùen veiejkeeefmeÙeeW keâes
ceneceejer ke DevÙe jesieeW mes Yeer yeÛeelee nw~ Ûetbefkeâ 8}eKes
ve=lÙe9 keerjlee ke YeÙeevekeâlee keâes ØeoefMe&le keâjlee nw Dele:
FmeceW Ùegkee keâ}ekeâej ner DeefOekeâ ØeefleYeeie keâjles nQ~
Fme ve=lÙe kesâ ef}S keâewMe}, %eeve Deewj ÂÌ{ mebkeâuhe Yeer
DelÙeekeMÙekeâ nw~

8PÙeeef}bÛee9 8cepeerhe }eKes9 ve=lÙe ceW ØeÙegòeâ nesves kee}s keeÅe Ùeb$e

ÙeÅeefhe 8Fbõ pee$ee9 cegKÙe #he mes 8veshee}9 ceW
ØeÛeef}le nw }sefkeâve Fmes 8efmeefkeäkeâce9 ceW jnves kee}s
8veskeej ieglLeer mecegoeÙe9 Éeje ke<e& 2000 ceW Meg#
efkeâÙee ieÙee ieÙee efpemes meved 2011 ceW jepÙe DekekeâeMe
kesâ #he ceW Yeer Ieesef<ele keâj efoÙee ieÙee nw~ Ùen Glmeke
Deiemle-efmelebyej kesâ Deeme-heeme yeÌ[s Glmeen Deewj peesMe
mes ceveeÙee peelee nw~ heke& kesâ Oeeefce&keâ Deveg&eve mecheVe
keâjves kesâ yeeo 8iebieaeskeâ9 keâer meÌ[keâeW hej Fme Glmeke
keâe YekÙe peg}tme efvekeâe}e peelee nw~ 8heg}gefkeâMeer9,
8}eKeer9, 8cenekeâe}er9 Deewj 8meekee Yeekeât9 veecekeâ
vekeâeyeheesMe ve=lÙe ØeoMe&ve Fme Glmeke keâes Deewj Yeer
ceb$ecegiOe yevee osles nQ~

efve<keâ<e& :

8efn}pee$ee9 ke 8Fvõpee$ee9 ceW ceveeS peeves kee}s
8}efKeÙee9 Deewj 8}eKes9 kesâke} ceveesjbpeve kesâ #es$e ceW ner
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De«eCeer veneR Deefheleg Fvekeâe Oeeefce&keâ cenlke Yeer nw~ Fme
heke& ceW 8}efKeÙee oskelee9 keâe Dee£eve Fme keâecevee kesâ
meeLe efkeâÙee peelee nw efkeâ meYeer «eecekeemeer meowke efvejesie
ke ØemeVeefÛeòe jnW, Kesleer-heeleer megjef#ele jns, heMegDeeW keâes
jesie ve }ies, otOe-oner keâer ØeÛegjlee jns, Oeve-OeevÙe kesâ
Yeb[ej Yejs jnW, ke=âef<e Ùeb$e }cyes meceÙe lekeâ megjef#ele jns
FlÙeeefo~ Ùen hee$e veshee} keâer 8Fvõpee$ee9 ceW 8}eKes9 ke
8efheLeewjeieÌ{9 keâer efn}pee$ee ceW 8}efKeÙee9 veece mes YekÙe
#he mes ceveeÙee peelee nw Deewj oesveeW ner mLeeveeW ceW Fme
hee$e keâe veece meecÙe Yeer efce}lee nw~ YeÌ[keâer}e cegKeewae
OeejCe keâj jewõ ke YeÙeevekeâ #he ceW veeÛeves kee}s Fme
hee$e keâes oesveeW ner mLeeveeW ceW 8ieCe9 ke 8PÙeeef}bÛee9 Éeje
efveÙebef$ele efkeâÙee peelee nw~ Dele: GheÙe&gòeâ peevekeâejer mes
Ùen mhe<a neslee nw efkeâ 8efheLeewjeieÌ{ kesâ 8kegâceewÌ[ ieeBke9
kesâ 8}efKeÙee keâe cegKeewae9 veshee} keâer 8Fvõpee$ee9 mes ner
DeeÙee nw DeLekee }eÙee ieÙee nw9~ Fme yeele keâer hegef<a
veshee} keâer 8Fvõpee$ee9 ke FmeceW ceveeS peeves kee}s
8cepeerhee }eKes9 mes ØeceeefCele nes peeleer nw~ Dele: Fme
Glmeke keâes Yeejle Deewj veshee} kesâ }esie ncesMee mes ner
8meeBPee-meebke=âeflekeâ Glmeke9 kesâ #he ceW ceveeles Dee jns nQ~
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Abstract :

Indias cultural landscape is a mosaic of diverse indigenous traditions, each

contributing to the nation9s rich heritage. Among these, Odisha stands out, particularly

through its vibrant musical expressions that encapsulate the regions customs and

rituals. Indigenous music in Odisha is not merely an artistic endeavour; it serves as a

crucial vessel for preserving identity and communal bonds within its various ethnic

groups. This study will delve into the remarkable diversity of Odisha9s musical heritage,

examining its folk, tribal, and classical forms, which collectively narrate stories of

cultural significance. Music in Odisha transcends entertainment, embodying historical

and spiritual narratives that influence contemporary cultural practices. The

accompanying image of traditional performers beautifully illustrates this dynamic,

highlighting the integral role of music in shaping community identity and continuity

within Odisha9s indigenous cultures. Among its numerous states, Odisha stands out

for its rich and varied musical expressions, which reflect the state9s indigenous customs,

rituals, and religious beliefs. This paper explores the indigenous cultures of India,

focusing on the musical traditions of Odisha, including folk, tribal, and classical music

forms. Through an analysis of Odisha9s musical heritage, this study highlights the

integral role of music in preserving indigenous identities and promoting cultural

continuity.

Keywords :

Odisha Music, Indigenous Music of India, Folk Music, Tribal Music,

Cultural Diversity

Introduction :

India9s indigenous cultures, characteri-

zed by unique linguistic artistic and musical

traditions, have flourished for centuries.

Among them, Odisha9s musical heritage

serves as a testament to the region9s syncre-

tic history. The state9s folk, tribal, and

classical music forms not only provide

aesthetic pleasure but also serve as mediums
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for storytelling, worship, and community

bonding. This paper aims to provide a

comprehensive understanding of the

indigenous music of Odisha, emphasizing

its cultural significance and continued

relevance. India showcases a rich tapestry

of indigenous cultures, each with unique

traditions, languages and artistic express-

ions that have evolved over millennia. This

cultural mosaic reflects the country9s diverse

geography, history and social structures,

with numerous indigenous communities

contributing to the nation9s vibrant heritage

(<Evolution and Assessment of South

Asian Folk Music: A Study of Social and

Religious Perspective,= 2020). India, recog-

nized as one of the world9s oldest living

civilizations, spans from the northern regions

of Kashmir to the southern tip of Kanya-

kumari, exhibiting a wide array of religious

practices that have evolved throughout

history (Mohanty, 2018). The country9s

cultural diversity is so pronounced that

languages can shift noticeably within rela-

tively short distances (Choudhary &

Mausom, 2016; Deshpande, 2006). The

intricate cultural fabric of India, with its

numerous national languages and even

more dialects, presents a complex and

multifaceted phenomenon (Deshpande,

2006). This diversity is not merely a

collection of differences but a dynamic

interplay of various cultural elements,

each influencing and enriching the others.

When exploring a singular cultural pheno-

menon within India, one encounters a

complex spectrum that is challenging to

fully encompass, revealing a rich and

intricate arena of performance arts, diverse

traditions and a blend of classical, ritu-

alistic, folk and modern expressions (Chou-

dhary & Mausom, 2016). Music, as an

integral part of these cultures, embodies

the soul of indigenous communities, ser-

ving as a medium for storytelling, spiritual

connection, and social cohesion.

Indigenous Cultural Diversity in India:

India9s indigenous communities,

including Scheduled Tribes and other ethnic

groups, contribute significantly to the coun-

try9s cultural diversity. Their traditions, often

oral in nature, encompass music, dance and

storytelling, which serve as essential com-

ponents of their identity. Indigenous music

in India varies across regions, reflec-ting

local histories, environmental influen-ces

and socio-religious practices. Under-stan-

ding indigenous cultures in India necessi-

tates a recognition of their unique identities

shaped by historical, social and environ-

mental factors. Approximately 100 million

individuals from over 600 distinct groups

in India define indigenous cultures, each

with their own languages, customs and

rituals (Alles et al., 2015). These cultures

are characterized by their oral traditions,

where storytelling, music and dance play

a pivotal role in cultural transmission and

community bonding. Music, in particular,

embodies the soul of these indigenous

identities, reflecting their relationships with

the environment and spirituality, as eviden-

ced in Odisha9s diverse musical traditions.

The complex interplay of local customs

and external influences further highlights

the adaptive nature of these cultures, as

communities navigate globali-zation while

attempting to preserve their heritage. The

richness of Odisha9s artistic expressions

serves as a testament to the enduring vita-

lity of indigenous cultures in India, signi-

fying the importance of safeguar-ding these

traditions for future generations.
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Importance of Music in Cultural

Identity :

Music serves as a profound reflection
of cultural identity, particularly in Odisha,
where various musical traditions encapsu-
late the regions history, beliefs, and social
expressions. Indigenous musical forms,
such as the vibrant folk genres of Dalkh�i
and Karm�, function not only as entertain-
ment but also as vital conduits of cultural
heritage and community cohesion. As
articulated in the statement, the folk music
of Odisha, with its diverse forms such as
Dalkh�i, Karma, and Sambalpuri, serves
as a powerful medium for cultural express-
ion and identity formation <The folk music
of Odisha, with its diverse forms such as
Dalkhâi, Karmâ, and Sambalpuri, serves
as a powerful medium for cultural expre-
ssion and identity formation. These musical
traditions not only preserve the region9s
heritage but also act as a unifying force,
connecting generations and communities
through shared rhythms and melodies.=
(Subas Pani). This encapsulation of cultural
narratives is evident in the state9s classical
Odissi dance, which embodies both histo-
rical significance and aesthetic value. By
transmitting local stories, spirituality and
traditions through music, Odia communities
maintain a living archive of cultural iden-
tity that adapts to contemporary contexts,
reinforcing a sense of belonging amidst
globalization.

This pie chart represents the distribution of

various musical forms in Odisha that contribute
to cultural identity. Each form-Dalkhai, Karma,

Sambalpuri, and Odissi-plays an equal role in
reflecting the region9s history, beliefs, and

social expressions.

Music of Odisha : A Cultural Mosaic :

Odisha9s music represents a confluence

of classical, folk, and tribal elements, each

integral to the state9s cultural identity. As

a microcosm of India9s indigenous heritage,

Odisha9s rich musical and dance traditions

encapsulate spiritual and communal narra-

tives. Classical Odissi music, deeply inter-

twined with temple rituals, reinforces reli-

gious significance, while folk genres like

Dalkh�i and P�l� serve as mediums for story-

telling and communal bonding. These tradi-

tions, visually celebrated in performances

and artistic expressions, highlight Odisha9s

role as a repository of indigenous knowledge

and artistic continuity.

Historically, indigenous communities in

India have preserved their unique identities

through music, despite socio-political margi-

nalization. Odisha9s musical heritage reflects

its people9s rituals, values, and indigenous

knowledge systems, fostering communal

bonds amidst modernization. Additionally,

the craftsmanship of traditional textile

weaving further underscores the cultural

significance of these practices in preser-

ving historical narratives. As globalization

advances, documenting and safeguarding

these cultural expressions is essential to

ensuring the enduring legacy of indige-

nous voices within India9s diverse cultural

landscape (Volpato AN et al., 2023).

Ancient Civilizations and Their Influ-

ence :

The intricate of Odisha9s cultural heri-

tage illustrates the profound influence of

ancient civilizations, particularly through

its musical traditions, which have evolved

while retaining their indigenous essence.
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Central to this cultural evolution is the inter-

play between various music forms, including

folk, classical and tribal, each representing

a unique historical narrative and social

function. For instance, the music of Odisha

often narrates local legends and agricul-

tural themes, vital for communal identity

and cohesion, thus highlighting the impact

of agrarian societies on cultural practices.

Furthermore, visual representations of

Odisha9s music and dance, such as the vib-

rant performance depicted in, underscore

the integration of artistic expression in

ritualistic contexts, linking contemporary

practices with ancient traditions. By preser-

ving these forms, Odisha not only honour

its past but also adapts to modern sociocul-

tural dynamics, ensuring that ancestral

influences remain relevant in today9s diverse

cultural landscape.

Colonial Impact on Indigenous Tradi-

tions :

The colonial era in India exerted pro-

found influence on indigenous traditions,

compelling significant transformations

within the rich cultural fabric of communi-

ties, particularly in Odisha. As British

colonialists sought to impose their own

societal frameworks, traditional practices,

rituals and artistic expressions faced syste-

matic disruption. This impact is distinctly

visible in the musical traditions of Odisha,

where folk and classical forms, once

thriving and rooted in local customs, began

to reflect the imprints of colonial aesthetics

and external validation (Banisudha B,

2025). Notably, colonial documentation

often marginalized indigenous forms,

relegating them to the periphery of cultural

significance (Das et al., 2023). The impli-

cations of this marginalization are twofold;

not only did it challenge the authenticity

of indigenous musical expressions, but it

also altered community engagement with

their heritage, fostering a disconnect from

traditional practices. The ongoing struggle

to re-establish these traditions is vital for

preserving the diverse cultural identity of

Odisha, as depicted in, a representation

of cultural continuity amidst disruptions.

Year Policy Impact
Cultural

Loss

Indigenous

Response

1857 Indian Rebellion
Suppression of

indigenous rulers
High Armed resistance

1876 Indian Act
Regulation of

indigenous status
Severe Legal challenges

1885
Indian National

Congress formed
Political organization Moderate Peaceful protest

1905
Partition of

Bengal

Division of Bengali-

speaking population
High Swadeshi movement

1919 Rowlatt Act
Curtailment of civil

liberties
Severe

Non-cooperation

movement

Colonial Impact on Indigenous Traditions in India



115
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

Post-Independence Cultural Revitaliza-

tion :

Post-Independence cultural revitaliza-

tion in India, particularly in Odisha,

reflects a concerted effort to preserve and

celebrate indigenous musical traditions

amidst modernization and globalization.

This movement has emerged as a response

to the increasing dominance of mainstream

cultural forms, which often marginalize

local practices. The rich tapestry of Odisha9s

music-comprising classical forms like

Odissi, alongside vibrant folk and tribal

genres-serves as an essential avenue for

expressing identity and heritage. Notably,

the adoption of contemporary platforms

for traditional performances has rejuvenated

interest in these art forms, fostering a

renaissance of cultural pride. Such revitali-

zation highlights the adaptability of indige-

nous cultures, enabling them to negotiate

their place within a rapidly changing global

landscape . This dynamic interplay not

only enriches the cultural fabric of Odisha

but also emphasizes the crucial role of music

as a medium for community bonding and

continuity (Moschovi et al., 2024).

The Role of Music in Indigenous

Cultures :

Music plays a central role in shaping

the identities and preserving the cultural

heritage of indigenous communities in

India, particularly in Odisha. It functions

as both a medium of communication and

a vessel for transmitting historical narra-

tives, spiritual beliefs and communal values.

As articulated in the observation that music

in indigenous cultures serves as a vital

medium for preserving and transmitting

cultural knowledge <Music in indigenous

cultures serves as a vital medium for preser-

ving and transmitting cultural knowledge,

spiritual beliefs, and historical narratives.

It acts as a living archive, connecting genera-

tions and reinforcing community identity

through shared musical experiences.=

(Subhendra Mohapatra), the musical

practices within Odisha, such as Gotipua

and Chhau dances, provide a vivid repre-

sentation of the region9s rich artistic tradi-

tions and social cohesion. These forms of

expression encapsulate the interlinkage

between sound, movement, and identity,

reflecting broader cultural themes while

fostering community bonds amid globali-

zation. Moreover, the preservation of these

musical heritages is essential not only for

cultural continuity but also for the empo-

werment of tribal identities amidst chang-

ing socio-political landscapes. An illust-

rative example of deeply-rooted cultural

expression can be seen in, which captures

the essence of community performances

integral to Odisha9s identity.

Music as a Medium of Storytelling and

Oral Tradition :

In Odisha, music functions as a com-

pelling medium for storytelling, intricately

woven into the fabric of oral tradition. This

This bar chart represents the distribution of
different musical forms in Odisha post-

independence, highlighting the emphasis on
preserving classical, folk, and tribal music as
part of cultural revitalization. Odissi classical

music is given a slightly higher emphasis
compared to folk and tribal music, reflecting

its role in expressing identity and heritage.
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is vividly illustrated through the Dalkhâi

songs prevalent in Western Odisha, which

not only serve as entertainment but also

communicate social norms, historical

narratives, and spiritual wisdom. Such

performances exemplify the assertion that

the oral tradition of storytelling in Odisha,

particularly through music, serves as a

vital medium for preserving and transmi-

tting cultural knowledge <The oral tradi-

tion of storytelling in Odisha, particularly

through music, serves as a vital medium

for preserving and transmitting cultural

knowledge. The Dalkhâi songs of Western

Odisha, for instance, not only entertain but

also convey social norms, historical events,

and spiritual beliefs, demonstrating how

music acts as a repository of collective

memory and identity.= (Chitrasen Pasayat).

Furthermore, the practice of Pala, a tradi-

tional musical storytelling format, employs

a blend of song and dramatic recitation to

animate epic tales, ensuring the continuity

of Odisha9s rich cultural heritage. By inter-

twining narrative and melody, these musical

forms forge a communal identity, transform

individual experiences into shared memories

and ultimately reinforce the intergenerational

transmission of indigenous knowledge, as

reflected in vibrant community perfor-

mances.

Spiritual and Ritualistic Significance of

Music :

Music in Odisha serves as a profound

vehicle for spiritual and ritualistic express-

ion, intertwining the sacred and the com-

munal within indigenous cultures. This

musical heritage reflects the regions deep-

rooted traditions, where performance

often accompanies significant life events

and religious ceremonies. For instance,

Odissi music, characterized by its rich

ragas and talas, typically features devo-

tional compositions dedicated to deities

such as Lord Jagannath, embodying both

reverence and a sense of identity among.

Similarly, folk traditions, such as Karma

songs, resonate with community rituals

tied to agricultural cycles, emphasizing the

agricultural and ecological ties of the

people (Pandian et al., 2020). The rituali-

stic use of music facilitates spiritual

connectivity and reinforces communal

bonds, acting as a form of resistance

against homogenization in the modern

cultural landscape. Such an understanding

of musics role is visually represented in

the dynamic performance art captured in,

showcasing the intricate relationship

between music, ritual, and identity in

Odisha.

Music as a Tool for Social Cohesion and

Identity :

In Odisha, music serves as a potent

medium for fostering social cohesion and

reinforcing cultural identity among its

diverse indigenous communities. The int-

ricate tapestry of classical, folk, and tribal

music forms not only encapsulates histo-

rical narratives but also acts as a unifying

force during communal gatherings, rituals,

and festivals. Moreover, music provides

a platform for marginalized voices, parti-

cularly among women, who utilize it to

challenge socio-cultural barriers and assert

their identities (Manna et al., 2024). This

dual role of music-as both a preservation

tool and a catalyst for social empowerment

- illuminates its significance within the

broader discourse of indigenous cultures,

emphasizing the need for continued sup-

port and documentation of these artistic

expressions in Odisha (Chaudhuri R et al.,

2024).
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This pie chart illustrates the distribution of music

forms in Odisha, emphasizing the role of folk

and tribal music in fostering social cohesion and

cultural identity among indigenous communities.

Folk and tribal music each account for 40% of

the musical landscape, highlighting their signi-

ficance in communal gatherings and cultural

preservation.

The intricate musical tapestry of

Odisha embodies a rich cultural mosaic,

where folk, classical and tribal traditions

intersect to create a vibrant soundscape.

From the devotional compositions perfor-

med in the grand Jagannath Temple to the

exuberant rhythms of tribal festivals, Odi-

sha9s music serves as a vessel for spiritual

expression and communal identity. Signi-

ficantly, classical forms like Odissi music,

deeply rooted in the region9s ancient spiri-

tual practices, exemplify the synthesis of

aesthetic sensibilities and socio-political

narratives, as noted in the theorization of

Guru Debaprasad Dass artistic vision (Kar

et al., 2014). Additionally, Odisha9s diverse

tribal communities contribute their distinc-

tive sounds and lyrical themes, reflecting

their unique lifestyles and spiritual beliefs.

As <Odisha9s musical heritage is a vibrant

tapestry woven from diverse threads of

folk, classical, and devotional traditions.

From the soul-stirring chants of the Jagannath

Temple to the rhythmic beats of the pakh�-

waj in Odissi dance, the state9s music

reflects its rich cultural mosaic, embodying

centuries of artistic evolution and spiritual

devotion.= (Dinanath Pathy) articulates,

this musical heritage encapsulates centuries

of artistic evolution and devotion, revea-

ling the complexities of Odisha9s cultural

identity. Such artistic expressions high-

light Odisha9s importance in preserving

indigenous cultures and sustaining their

cultural legacies.

Traditional Music Forms of Odisha :

Odisha9s traditional music forms exhi-

bit a rich tapestry of cultural expressions,

integrating classical, folk and tribal elements

that are essential to the states indigenous

identity. At the core of Odisha9s musical

heritage is Odissi music, characterized by

its unique ragas and talas, which permeate

various performance art forms such as the

Prahallada Nataka, where the songs frequ-

ently employ padi, a characteristic feature

of Odissi music <The acoustic instruments

used in the folk music of Western Odisha

hold cultural significance due to their rarity

and unique contribution to the region9s

musical heritage. These instruments play

a central role in preserving and presenting

the distinctive folk styles of the area.=

(Wikipedia Contributors). Folk music

represents the daily lives and rituals of the

people, with genres like Karma and Dalkh�i-

encapsulating the agricultural cycles and

communal gatherings). Similarly, the

percussive tribal music-often featuring

instruments unique to the region-under-

scores the spiritual connectivity of more

than sixty tribal communities living in

Odisha. As noted, the acoustic instruments

used in the folk music of Western Odisha

hold cultural significance due to their

rarity <The acoustic instruments used in

the folk music of Western Odisha hold

cultural significance due to their rarity and
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Instruments Unique to Odisha9s Musical

Heritage :

Odisha9s musical heritage is distingui-

shed by a variety of traditional instruments

that hold both cultural and functional

significance, contributing to the regions

rich musical tapestry. Instruments such as

the mardala, a two-sided drum composed

of clay and animal skin, play an integral

role in both classical and folk music, pro-

viding rhythmic foundations that enhance

performances of Odissi dance. The use of

the bansuri, a bamboo flute, allows for

melodic expressions that evoke emotional

depths unique to Odisha9s cultural narra-

tives. Notably, these instruments align

with the broader themes of indigenous

identity and community practices as

articulated in the discourse on preserva-

tion of traditional knowledge. The accom-

panying visual representation of musicians

performing with these instruments serves

to underscore their significance and ongo-

ing relevance in contemporary cultural

practices. Thus, instruments of Odisha not

only enrich its music but also embody the

enduring legacy of its indigenous heritage.

unique contribution to the region9s musical

heritage. These instruments play a central

role in preserving and presenting the dis-

tinctive folk styles of the area.=. The vibrant

performance art illustrated in reinforces

this discussion by showcasing the traditio-

nal music9s communal importance and

cultural richness.

Instrument Type Description Usage

Dhol Percussion
Double-headed drum made

from tree trunk

Accompaniment for folk

songs and dances

Muhuri Wind
Double-reed instrument with

wooden flared bell

Auspicious occasions and

temple rituals

Ghumra Percussion
Terracotta drum hung at chest

level

Ghumra dance and warrior

traditions

Kendera String
Single- stringed instrument

played with a bow

Folk songs performed by

wandering minstrels

Mardala Percussion Two-headed barrel drum
O dissi music and dance

accompaniment

Traditional Musical Instruments of Odisha

Instrument Type Material Region Usage

Dhol Percussion
Wood and

animal hide
Western Odisha

Folk music and

religious ceremonies

Mahuri Wind Wood Coastal Odisha
Temple rituals and

processions
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Contemporary Influences on Odisha9s

Music :

In contemporary Odisha, the music

scene is significantly influenced by globa-

lization and technological advancements,

shaping both traditional and modern

expressions of indigenous culture. Artists

increasingly embrace digital platforms not

only to preserve but also to innovate within

the genre, reaching broader audiences and

enabling cross-cultural exchanges. The

fusion of traditional styles, such as Odissi

music, with contemporary genres demonst-

rates a dynamic adaptation that keeps

indigenous music relevant in modern society.

Collaborative performances and music

festivals have emerged, showcasing diverse

cultural expressions and reinforcing social

connections among various communities.

Furthermore, the increasing popularity of

Odisha9s music in national and interna-

tional realms emphasizes the importance

of protecting and promoting these musical

traditions in light of cultural homogeni-

zation (Volpato AN et al., 2023). As

contemporary influences intertwine with

indigenous roots, Odisha9s music scene

exemplifies a vibrant confluence of heritage

and modernity, continually contributing to

the rich tapestry of Indias cultural diversity

(Montoneri B et al., 2023).

Conclusion :

In conclusion, Odisha9s rich musical

heritage embodies a diverse tapestry of

indigenous cultural expressions integral to

the state9s identity. Music not only serves

as an artistic medium but also plays a

crucial role in preserving social traditions

and community cohesion (Manna et al.,

2024). The interplay between classical,

folk and tribal forms reflects historical nar-

ratives and cultural practices, while ongoing

challenges-such as the empowerment of

tribal communities and the recognition of

their cultural significance-necessitate active

preservation efforts. The acoustic instru-

ments of Western Odisha, for instance,

hold cultural significance due to their

rarity and contribution to the region9s folk

traditions (Chitta Ranjan Satpathy). Indi-

genous music also strengthens collective

identity among tribal populations, reinfor-

cing their cultural presence in the face of

globalization (Nandini B et al., 2023).

Aligning with global heritage preservation

efforts, such as the UN Declaration on the

Rights of Indigenous Peoples (Ali et al.,

2023), safeguarding these traditions is

imperative.Future research should adopt

innovative, community-centered approaches

to documentation, with a focus on festivals

like Burlang Yatra, which integrates Indi-

genous agricultural knowledge with cultural

Ghumura Percussion
Clay pot and

animal hide
Kalahandi

Ghumura dance and

tribal ceremonies

Kendera String
Wood and

single string
Western Odisha

Folk songs and

storytelling

Mardala Percussion
Wood and

animal hide
Coastal Odisha

Odissi music and

dance accompaniment

Traditional Musical Instruments of Odisha
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traditions (Saxena et al., 2020). Addi-

tionally, gender perspectives, particularly

the roles of Indigenous women in cultural

preservation, warrant further exploration

(Das et al., 2023). Policy frameworks must

also align with grassroots efforts to ensure

sustainable adaptation in the face of modern

challenges (Chaudhuri R et al., 2024).

Thus, Odisha9s musical heritage stands as

a testament to cultural resilience, deserving

of greater scholarly attention and sustained

preservation efforts.
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Abstract :

This research examines the profound influence of Indian folk music traditions on

the evolution of Bollywood film music and contemporary Indian popular music. The

study traces how regional folk elements, including musical instruments, melodic

patterns, rhythmic structures, and lyrical themes, have been incorporated into

mainstream Indian cinema and modern music production. Through analysis of

significant musical works from the 1950s to the present day, this paper demonstrates

how folk music has served as both a source of artistic inspiration and a tool for cultural

preservation. The research highlights key composers and musicians who have

successfully bridged traditional folk and contemporary commercial music, creating

unique hybrid styles that resonate with modern audiences while maintaining cultural

authenticity. The study also explores how technological advancements and globalization

have affected contemporary productions9 interpretation and integration of folk elements.

This analysis contributes to our understanding of the dynamic relationship between

traditional and popular music in India while highlighting the film industry9s role in

preserving and transforming folk musical heritage.

Keywords :

Bollywood music, Cultural fusion, Indian folk music, Musical evolution,

Traditional instruments.

The rich tapestry of Indian music has

been woven with threads of diverse cultural

influences over centuries. Among these,

folk music holds a special place as the

heartbeat of India9s cultural heritage. This

research delves into the profound impact

that folk music traditions have had on the

development of Bollywood film music and

contemporary Indian popular music.

Indian folk music, with its roots deeply

embedded in regional cultures, has been

a wellspring of inspiration for musicians

and composers across generations. <As

India9s film industry, colloquially known

as Bollywood, emerged as a dominant force

in popular culture, it became a crucial me-

dium for disseminating and transforming

folk music elements= (Booth, 2008, p.12).
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This symbiotic relationship between folk

traditions and commercial cinema has

preserved ancient musical forms and led

to the creation of new, hybrid styles that

resonate with modern audiences.

Indian folk music is as diverse as the

country itself, with each region boasting

its unique traditions, instruments and styles.

These musical forms have evolved over

centuries, shaped by geographical, cultural

and social factors. According to Jairazbhoy

(1995), <The origins of Indian folk music

can be traced back to ancient tribal and rural

communities, where music played a vital

role in daily life, rituals, and celebrations=

(p.27).

The diversity of Indian folk music is

evident in the multitude of regional styles.

For instance, the Bauls of Bengal are known

for their mystical songs, while the Rajas-

thani folk music is characterized by its

vibrant rhythms and colorful presentations.

The Bhangra of Punjab, with its energetic

beats, contrasts with the melodious Ghazals

of Uttar Pradesh. This rich tapestry of musi-

cal traditions has provided an inexhaus-

tible source of inspiration for modern

composers and musicians.

Folk music in India is not merely a

form of entertainment; it is deeply inter-

twined with the social and cultural fabric

of communities. As noted by Manuel

(1988), <folk songs often serve as oral

histories, preserving legends, myths, and

social commentaries. They play a crucial

role in rituals, festivals, and life-cycle

events, reinforcing cultural identity and

social bonds= (p.34).

Moreover, folk music has been a me-

dium for social expression and resistance.

Many folk songs address themes of social

justice, equality and political dissent.

<This aspect of folk music has been parti-

cularly influential in shaping the socially

conscious themes often found in Bollywood

music= (Morcom, 2007, p.39).

The rich variety of traditional instru-

ments is a defining feature of Indian folk

music. These instruments, often unique to

specific regions, have played a significant

role in shaping the sound of Indian music.

Some notable examples include :

1. Dholak : A double-headed drum

popular in North Indian folk music

2. Ektara : A single-stringed instrument

used in Bengali folk music

3. Shehnai : A wind instrument promi-

nent in North Indian music

4. Sarangi : A bowed string instrument

used in various folk traditions

The playing techniques associated

with these instruments have also influ-

enced modern music production. For ins-

tance, the rhythmic patterns of the dholak

have been adapted for use in contemporary

percussion arrangements.

The transition of folk music into the

modern era began with the advent of recor-

ding technology in the early 20th century.

This allowed folk music to be preserved

and disseminated beyond its original regi-

onal boundaries. As noted by Booth (2008),

<the emergence of the Indian film industry

in the 1930s marked a significant turning

point, as it provided a new platform for folk

music to reach a wider audience= (p.43).

The post-independence era saw a

renewed interest in folk traditions as part

of nation-building efforts. This period also

witnessed the beginning of conscious efforts

to integrate folk elements into film music,
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setting the stage for the profound influence

that folk music would have on Bollywood

and contemporary Indian music in the

decades to come.

The 1950s and 1960s marked the

beginning of a conscious effort to incor-

porate folk elements into film music.

Composers like Naushad, S.D. Burman,

and Salil Chowdhury were pioneers in this

regard. They began to introduce folk

melodies, rhythms, and instruments into

their film compositions, creating a unique

blend of traditional and modern elements.

For instance, Naushad9s work in the

film <Mother India= (1957) showcased the

use of folk instruments like the shehnai

and dholak, seamlessly integrated with

orchestral arrangements. S.D. Burman,

known for his deep connection to Bengali

folk music, brought the flavors of Baul

music to national attention through films

like <Devdas= (1955) and <Guide= (1965).

(Booth, 2008, p.52).

The 1970s and 1980s are often

considered the golden era of folk-inspired

Bollywood music. This period saw a more

pronounced and deliberate incorporation

of folk elements, driven by composers

who were deeply rooted in folk traditions.

R.D. Burman, son of S.D. Burman, took

folk inspiration to new heights. His compo-

sitions often featured innovative use of

folk instruments and rhythms, blended

with Western orchestration and emerging

electronic sounds. Songs like <Mehbooba

Mehbooba= from <Sholay= (1975) exem-

plify this fusion, <combining Rajasthani

folk elements with modern orchestration=

(Booth, 2008, p.60).

Another significant figure of this era

was Bappi Lahiri, who popularized the use

of folk-inspired disco beats. His song <I

Am A Disco Dancer= from the film <Disco

Dancer= (1982) is a prime example of how

folk rhythms could be adapted to contem-

porary dance music.

For instance, Punjabi folk music,

particularly Bhangra, began to have a

significant impact on Bollywood dance

numbers. <The Tamil and Telugu film

industries, with their strong Carnatic music

influences, also began to shape the melodic

structures of Hindi film songs= (Manuel,

1988, p. 68).

Gulzar, a renowned lyricist and film-

maker, was particularly adept at incorpora-

ting folk elements into his lyrics. Morcom

(2007) says that his work often featured

rustic imagery and colloquial expressions,

bringing an authentic folk flavor to film

songs. (p.72)

While the integration of folk elements

into Bollywood music was largely celebra-

ted, it also faced challenges and criticisms.

Some purists argued that the commercia-

lization of folk music through cinema led

to a dilution of authentic traditions. There

were concerns about the oversimplification

of complex folk forms to suit mass enter-

tainment.

Moreover, the representation of folk

cultures in cinema often relied on stereotypes,

which sometimes led to a skewed percep-

tion of regional traditions among the wider

audience. (Morcom, 2007, p. 75).

The incorporation of folk music into

Bollywood has significantly influenced

Indian popular culture, despite various

challenges. It facilitated the emergence of

a unified musical identity across India

while honoring the richness of regional

diversity. Songs in films that drew inspira-
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tion from folk traditions often achieved

greater popularity than their original folk

versions, thereby enhancing the appre-

ciation of these traditions among urban

populations. This blending of genres also

opened avenues for independent artists to

explore folk influences in non-film music,

laying the groundwork for the transforma-

tion of contemporary Indian music in sub-

sequent decades. The successful integration

of folk music into Bollywood and modern

Indian music has been largely attributed

to innovative composers, musicians, and

artists who recognized the value of merging

traditional sounds with contemporary styles.

This section will examine some of the

prominent individuals who have been

instrumental in this artistic fusion.

Sachin Dev Burman, widely recognized

as S.D. Burman, stands as a pioneering

figure in the integration of folk music into

the realm of mainstream Bollywood com-

positions. Originating from Tripura, Burman

possessed a profound connection to Ben-

gali folk traditions, especially the Baul

music characteristic of Bengal. His musical

works frequently incorporated folk melo-

dies and rhythms, which he adeptly trans-

formed into cinematic soundtracks.

Rahul Dev Burman, son of S.D.

Burman, took the fusion of folk and film

music to new heights. Known for his inno-

vative approach, R.D. Burman experimen-

ted with folk instruments, rhythms, and

melodies, often combining them with

Western instruments and emerging elect-

ronic sounds, e.g. <Mehbooba Mehbooba=

from <Sholay= (1975) - Fusion of Rajas-

thani folk with modern orchestration and

<Dum Maro Dum= from <Hare Rama Hare

Krishna= (1971) - Blending folk elements

with psychedelic rock.

A.R. Rahman, who rose to prominence

in the 1990s, has been instrumental in

bringing South Indian folk elements into

mainstream Bollywood music. His work

is characterized by a unique blend of

Carnatic music, Sufi traditions and Wes-

tern classical arrangements, e.g. <Chaiyya

Chaiyya= from <Dil Se= (1998) - Incorpo-

rating Sufi elements with contemporary

beats

Vishal Bhardwaj, known for his work

as both a composer and filmmaker, has

consistently incorporated folk elements in

his music. His compositions often feature

authentic folk instruments and regional

melodies, bringing a rustic flavor to Bolly-

wood soundtracks. E.g. <Naina Thag

Lenge= from <Omkara= (2006) - Blending

Uttar Pradesh folk with contemporary

arrangements and <Darling= from

<7 Khoon Maaf= (2011) - Incorporating

Russian folk elements

Representing a newer generation of

composers, Amit Trivedi has gained

recognition for his innovative use of folk

elements in contemporary settings. His

work often features a mix of traditional

instruments and modern production

techniques. E.g. <Naina Da Kya Kasoor=

from <Andhadhun= (2018) - Fusion of folk

and jazz elements and <Iktara= from

<Wake Up Sid= (2009)-Blending folk with

indie-pop style.

Furthermore, their efforts have facili-

tated a connection between traditional and

contemporary music, rendering folk

elements more relatable and attractive to

younger, urban demographics. This has

been vital in maintaining the relevance and

progression of folk traditions amidst the

challenges posed by rapid modernization

and globalization.
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The incorporation of folk music into

Bollywood and contemporary Indian music

has been notably affected by advanceme-

nts in music production and distribution

technologies. This section will examine

how these technological developments

have influenced the preservation, transfor-

mation, and integration of folk elements

in modern Indian music.

The evolution of recording technolo-

gies has played a crucial role in the preser-

vation and adaptation of folk music :

1. Analog Recording : Early analog

recording techniques in the 1950s and

1960s allowed for the first high-

quality captures of folk music. This

technology enabled composers to

study and incorporate authentic folk

elements into film music.

2. Multi-track Recording : The

introduction of multi-track recording

in the 1970s and 1980s allowed for

more complex arrangements, enabling

composers to layer traditional folk

instruments with modern orchestra-

tions (Farrell, 1997, p. 81).

3. Digital Recording : The shift to

digital recording in the 1990s and

beyond has made it possible to capture

and manipulate folk sounds with

unprecedented clarity and flexibility.

This has facilitated more intricate

fusions of folk and contemporary

elements.

The advent of synthesizers and samp-

lers has had a profound impact on the

integration of folk elements :

1. Emulation of Folk Instruments :

Synthesizers allowed composers to

emulate the sounds of traditional folk

instruments, making these sounds

more accessible and easier to incorpo-

rate into modern productions.

2. Sampling Technology : With samplers,

authentic folk instrument sounds

could be recorded and then manipu-

lated or played in new contexts. This

technology has been particularly

influential in creating fusion styles

that blend traditional and electronic

elements.

3. Digital Workstations : Modern Digi-

tal Audio Workstations (DAWs) have

made it possible for composers to

experiment with folk elements in ways

that were previously impossible,

allowing for intricate layering and

manipulation of sounds. (Booth,

2008, p. 88)

Technological advancements have

significantly altered the process of musical

composition and performance :

1. Virtual Instruments : The availabi-

lity of high-quality virtual instruments

has made it easier for composers to

incorporate folk sounds into their

work, even without access to traditio-

nal instrumentalists.

2. Pitch Correction and Modulation :

Technologies like Auto-Tune have

been used to create interesting effects

with folk-inspired vocal styles, some-

times leading to new hybrid vocal

techniques.

3. Live Performance Technologies :

Advanced sound systems and digital

interfaces have made it possible to

seamlessly blend live folk instruments

with electronic elements in concert

settings.
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While technology has opened up new

possibilities, it has also raised concerns:

1. Authenticity : There are ongoing

debates about whether technologically

mediated folk music can maintain the

authenticity and spirit of traditional

performances.

2. Oversimplification : Some critics

argue that the use of technology, espe-

cially synthesizers and samplers, can

lead to an oversimplification of complex

folk traditions.

3. Skill Erosion : There are concerns

that the reliance on technology might

lead to a decline in traditional musical

skills and knowledge.

Looking ahead, several technological

trends are likely to further impact the

integration of folk music:

1. Virtual and Augmented Reality :

These technologies could offer new

ways to experience and interact with

folk music traditions.

2. Block chain and NFTs : These

technologies might provide new models

for preserving and monetizing folk

music, potentially benefiting traditional

artists and communities.

3. AI Composition : Advancements in

AI could lead to new forms of folk-

inspired music, created through

machine learning algorithms trained

on traditional music datasets.

The influence of folk music on Bolly-

wood and contemporary Indian music

continues to evolve, shaped by changing

cultural dynamics, global influences, and

technological advancements. This section

explores the current state of this fusion

and potential future directions.

Social media and digital platforms

have become crucial in the promotion and

distribution of folk-inspired music :

1. YouTube and Instagram : These

platforms have become launch pads

for many folk and folk-fusion artists,

allowing them to reach global audi-

ences.

2. Music Streaming Services : Plat-

forms like Spotify and JioSaavn have

created dedicated playlists for folk

and folk-fusion music, increasing

their visibility.

3. Virtual Concerts : The COVID-19

pandemic accelerated the trend of

virtual concerts, providing new oppor-

tunities for folk artists to reach audi-

ences.

Bollywood9s approach to incorpo-

rating folk elements has evolved:

1. Authentic Representations : There9s

a growing trend towards more authen-

tic representations of folk traditions

in film music.

2. Collaboration with Folk Artists :

Bollywood composers are increasin-

gly collaborating directly with folk

artists, bringing raw, authentic sounds

to film soundtracks.

3. Focus on Regional Cinema : The

rise of regional cinema has led to more

diverse folk influences in Indian film

music.

The contemporary scene presents

both challenges and opportunities:

Challenges :

1. Balancing Authenticity and Comm-

ercial Appeal : There9s an ongoing

challenge to maintain the authenticity
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of folk traditions while creating com-

mercially viable music.

2. Copyright and Royalty Issues : The

use of traditional folk elements in

commercial music raises questions

about intellectual property rights and

fair compensation.

Opportunities :

1. Cultural Preservation : The continued

integration of folk elements in popular

music serves as a means of preserving

and evolving traditional art forms.

2. Global Recognition : Folk-inspired

Indian music has the potential to gain

wider global recognition and appre-

ciation.

Emerging technologies are opening

new avenues for folk-inspired music :

1. AI-assisted Composition : AI tools

are being developed to assist in crea-

ting folk-inspired compositions.

2. Virtual Reality Experiences : VR

technology is being explored to create

immersive folk music experiences.

3. Blockchain for Artist Rights :

Blockchain technology is being consi-

dered for protecting the rights of folk

artists and ensuring fair compensation.

Looking ahead, several trends are

likely to shape the future of folk-inspired

music in India :

1. Increased Cross-Cultural Collabo-

rations : We can expect more collabo-

rations between Indian folk artists and

international musicians.

2. Revival of Endangered Folk Tra-

ditions : There might be concerted

efforts to revive and popularize lesser-

known or endangered folk music

traditions.

3. Integration with New Media : Folk-

inspired music may find new expre-

ssions in video games, virtual reality,

and other emerging media forms.

4. Sustainable and Ethical Practices :

There9s likely to be a greater focus

on sustainable and ethical practices in

the production and promotion of folk-

inspired music.

The influence of folk music on Bolly-

wood and contemporary Indian music

represents a dynamic and evolving pheno-

menon that has significantly shaped the

country9s musical landscape. This research

has traced the journey of this influence

from the early days of Indian cinema to

the present digital age, highlighting key

trends, figures, and technological impacts.

Several key findings emerge from this

study :

1. Historical Significance : Folk music

has been a constant source of inspira-

tion for Indian film music since the

inception of Bollywood. The integra-

tion of folk elements has not only

enriched film soundtracks but also

played a crucial role in preserving and

popularizing diverse regional musical

traditions.

2. Evolution of Fusion : The nature of

folk-Bollywood fusion has evolved

over the decades. From simple adapta-

tions in the 1950s and 1960s, it prog-

ressed to more complex and experimen-

tal fusions in later years, reflecting

changing societal tastes and technolo-

gical capabilities.

3. Key Contributors : Visionary com-

posers and musicians have played

pivotal roles in bridging traditional

folk and mainstream commercial music.
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Figures like S.D. Burman, R.D. Bur-

man, A.R. Rahman, and others have

created enduring legacies that continue

to influence contemporary artists.

4. Technological Impact : Advancements

in recording, production and distribu-

tion technologies have significantly

influenced how folk elements are

incorporated into modern music.

While technology has facilitated more

complex fusions and wider dissemi-

nation, it has also raised questions

about authenticity and preservation of

traditional skills.

5. Contemporary Trends : The current

music scene in India shows a diverse

range of folk influences, from indie

folk movements to electronic folk

fusions. There9s a growing trend towa-

rds more authentic representations of

folk traditions, coupled with innova-

tive cross-cultural collaborations.

6. Future Directions : The future of folk-

inspired music in India appears to be

heading towards more global collabo-

rations, increased use of emerging

technologies, and a greater focus on

preserving endangered folk traditions.

7. Challenges and Opportunities :

While the integration of folk elements

in popular music faces challenges in

terms of maintaining authenticity and

addressing issues of cultural approp-

riation, it also presents opportunities

for cultural preservation, artistic

innovation, and global recognition of

Indian musical heritage.

This research contributes to our

understanding of the complex relationship

between traditional and popular music in

India. It highlights how commercial enter-

tainment industries, particularly Bolly-

wood, have served as both a preserver and

transformer of folk musical traditions. The

study also underscores the role of indivi-

dual artists and technological advancements

in shaping this ongoing cultural dialogue.

Looking ahead, several areas warrant

further research :

1. The impact of digital platforms and

social media on the revival and trans-

formation of folk music traditions.

2. The role of music education in preser-

ving and promoting folk music know-

ledge among younger generations.

3. The potential of emerging technolo-

gies like AI and VR in creating new

forms of folk-inspired musical

experiences.

4. The economic implications of folk-

inspired music for traditional artists

and communities.

In conclusion, the influence of folk

music on Bollywood and contemporary

Indian music is a testament to the resili-

ence and adaptability of traditional art

forms in the face of modernization. As

India continues to navigate its path between

tradition and modernity, the evolving

relationship between folk and popular

music will undoubtedly play a crucial role

in shaping the country9s cultural identity

in the global context.
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Abstract :

The myth of the enchanted wood elf or the 8yakshi9 deeply rooted in the cultural

and folklore traditions of Kerala, encompasses an intriguing duality 3 she becomes at

the same time an object of eternal desire as well as a source of dread. The ambivalent

perceptions of femininity in the cultural and societal ethos of Kerala finds its reflection

in the yakshi mythology where the feminine is represented as a beautiful embodiment

of seduction who lures men to doom, thereby juxtaposing beauty and monstrosity. The

inherent tensions in the mythology on the surface level encapsulates the duality of the

angelic and the demonic, while its deep implications lie in the regulatory practices of

curbing and containing female sexuality thereby reinforcing patriarchal norms whereby

women are categorically placed as objects of awe and peril. The deeper understanding

of the yakshi mythology contextualizing it in the patriarchal anxieties of the state

reveals yakshi as a symbol of its repressed desires, that of the pangs of the society

hovering around women9s agency, thereby as a narrative strategy that maintains gender

hierarchies. This paper explores how the yakshi mythology operates as a cultural

construct that sustains the intricate collocations of fear, desire, and control within the

patriarchal framework of the state.

Key Words :

Folklore, Myth, Yakshi, Fear, Desire

Introduction :

Folklore as the etymology indicates,

holds a repository of collective cultural

memory and embodies the values, norms,

and ideologies of the society. Patriarchy

and its orchestrations have historically

shaped and contributed to the forms of

societal hierarchies, and the folklore of a

society vividly captures these sensibilities.

Gender roles are reinforced and sustained

through myths, legends, tales, songs, and

rituals often marking the gender specific

attributions and articulations. While folk-

lore holds immense possibilities of preser-

ving and transmitting cultural values, at

the same time it also provides a critical

apparatus to understand the arbitrations of
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patriarchy and its maintenance of gender

hierarchies.

The folklore of the patriarchal societies

often tends to mirror the male dominated

power structures, where men are hailed

as protagonists, heroes, or embodiments

of the divine strength, rationale, and valor.

In contrast to this, women are seen to

occupy secondary roles which are defined

and marked by their relation to men 3 as

mothers, daughters, wives, or seductresses.

Often the mythologies of the folk hold

men as creators or protectors, while women

are portrayed as sources of temptation,

doom, and chaos.

Folklore also poses as a mouthpiece

for maintaining gendered behavioral

patterns. Fairy tales in the western folklore

such as that of Cinderella or Snow White

idealize female beauty, patience, and

submissiveness, rewarding these females

who in turn conform to these norms with

ideal prospects of marriage and thereby

eternal happiness, on the other hand, the

masculine becomes the embodiment of

bravery, intelligence and dominance. While

it holds that these narrative strategies main-

tain gender hierarchies, they also exert

greater significance in the socialization of

the individuals and the internalization of

these normative patterns as desirable

attributions.

Women in folklore are the embodi-

ment of symbolical constructs that represent

abstract concepts such as fertility, purity,

peril, or threat. In the lore of many a culture,

female deities or mythical constructs are

the quintessence of this inherent and main-

tained duality: they are revered as nurturers

at the same time despised as destructive

demonic forces. Kali in the Hindu mytho-

logy is an exemplar of this binary where

the goddess serves at the same time as a

protector and a slayer. Akin to these lores,

the yakshi in Kerala folklore is a rather

convoluted personification, often narrated

as the divine embodiment of beauty who

sets on to seduce men only to kill them,

hence maintaining within these lores and

mirroring the societal anxieties about the

untamed female sexuality.

These narrations accentuate the patri-

archal fears about women9s agency parti-

cularly their sexual autonomy. The femme

fatale trop of folklore that span across

cultural borders - the sirens in Greek

mythology or the vishkanyas (poison

maidens) of the Indian lore - are illustra-

tive of how the patriarchal systems const-

ruct the female desire as fatal or destabi-

lizing. When the dauntless woman become

objects of fear or lessons in morality, folklore

hence reinforces male dominance while

checking any dissent from the ascribed

gender roles.

Folktales are also contextualized so

as to counsel the society of the consequen-

ces of rebelling against the authority of

patriarchy. Tales of defiant daughters or

adulterous wives often end with their

penance either extracted through death,

exile or transformation. In the folktales

motifs of honor and shame find their

patterns of recurrence where women are

seen to be the gatekeepers of family dignity

and pride. The cautionary tales of ostraci-

zing women for transgressing the societal

boundaries serves to monitor female

behavior and thereby regulate patriarchal

control.

Albeit upholding patriarchal norms,

folklore also contains in itself space for

resistance and subversion. Folktales from

the stand point of women or that of other

marginalized sections of the society often

puts into unrest the dominant narratives,
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thereby putting forth alternative perspec-

tives of gender roles and norms.

Yakshi Myth of Kerala :

Yakshi can be discerned as an indicator

of the repressed desires of societal codes

where her seductive beauty and charm

evoke the unconscious and primordial

instincts of man. Often taking trees as her

niche, yakshi symbolizes fertility and the

life-giving force which again adheres to

the Jungian archetype of the anima,

representing the ideal feminine. Yakshi9s

role as a lover in ballads and legends confi-

gures her as a that feminine that quenches

unattainable desires, a perfect embodiment

of the tensions between societal regula-

tions and personal desires. Yakshi stories

can be viewed as products of Brahmin

dominated caste ridden pre-modern society

of Kerala.

Brahmins in Kerala are commonly

known as Nambudiris, where Nambudiris

and Bhattathiris are the subcastes within

Brahmins and their houses are known as

8illam9 and 8mana9. Brahmins hold a privi-

leged position in the Kerala society by

virtue of their caste, wealth, and position.

Also called as 8bhoodevas9, or the lords

of land their lives were ritual bound and

were dictated by the notions of purity and

impurity. In pre-modern Kerala, society

was caste ridden and its boundaries were

clearly demarcated, there were restrictions

imposed on the lower caste communities

to walking in public places, entering Brah-

min households, temples, temple pathways

and so on. These restraints were synony-

mous with untouchability and unapproa-

chability. Marital practices and customs

among Nambudiris were significantly

different from the other caste groups in

that only the eldest son in the Nambudiri

household married ritualistically, known

as <veli= in parlance, thereby becoming

the householder so that the wealth and pro-

perty remain within the family9s line of

inheritance. The other siblings of the blood

line entered into the custom of <samban-

dham= where they maintained conjugal

relationships with women in matrilineal

families. They followed a peculiar type of

law inheritance, food habits, clothing styles

different from other parts of India. They

followed the text Sankara Smriti which

provides a detailed chapter on the dharma

of Nambudiri Women and how to control

their sexuality. Among them women were

put under severe surveillance.

The life of Nambudiri women were

marked by multiple forms or restraints,

where their movements were curtailed,

restrictions were imposed on their choice

of dress and other adornments. Nambudiri

women stepped outside of their respective

homes with their bodies duly covered with

a shawl, an umbrella held up to their faces,

accompanied by female and male escorts.

Married women remain cladded in white

clothes. Their countenance must be made

visible only to their respective husbands

and immediate family members.

The Yakshi myth in Kerala should be

studied in this context. The Yakshi is totally

opposed to the nature of noble women of

Sankara Smriti. Kottarathil Sankunni com-

piled the Yakshi myth in his text Aithihya-

mala, the garland of legends. Yakshis were

appeared in sringarabhava before Nambu-

diris trying to seduce them and later

attacking them.

Yakshi tales and myths are most often

congruent with the Brahmins, where she

appears as an extremely beautiful woman

who attempts to seduce the Brahmin men.

Those Brahmin men who accepts her call

and sleep with her is invariably dead the
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following morning and to those who

disregards her, the yakshi appears as a

horrifying and demonic figure.

There are several popular Yakshi

stories in Kerala. One story is like this:

accompanied by a Nambudiri man, the

Bhattathiri of Kalady Mana set on for a

temple festival. Two beautiful women foll-

owed the men and were led to a bungalow

and soon these women turned themselves

to be the daunting wood elf or yakshi. While

the Namboothiri was unharmed as he

carried <Devimahathmyam= or the sacred

book of goddess with him, the Bhattathiri

was killed and consumed by the yakshi.

After a while, the Nambudiri found himself

atop a palm tree and then on embarked on

finding his companion Bhattathiri which

led him to discover the latter9s hair and

nails. Bhattathiri9s son who was murdered

by the yakshi grew up to become a renow-

ned mantrik, performed a 8homam9 or

votive ritual invoking the yakshi and burnt

her thereby avenging the death of his

father.

The walls of a Temple in kerala hold

a picture of yakshi. It is believed that if

the young men approach the portrait and

invite the yakhsi for an encounter in the

night, she is probably to accept the invite

and approach them in their bed rooms.

Those men who leave the yakshi sexually

unsatiated would be put to death while the

others had larger prospects of maintaining

conjugal relationship with the yakshi. .

One such family who sustained conjugal

relationship with the yakshi is believed to

have insulted the latter who chose to app-

ear to the former in the guise of a human.

It is further believed that the yakshi cursed

them and leapt into the 8yagagni9 or pyre.

In another parallel line of myth, the

yakshi along with a Nambudiri man is

believed to have lived as a married couple

and that they parented a baby girl.

Following the narration, the yakshi is said

to have developed a distaste for the life

she led thereby leaving behind her daugh-

ter and home to the care of the Nambudiri.

Later the daughter was deified as the

family deity in the household.

The 8yakshi9 or the wood elf in these

stories can alter between forms of a seduc-

tress, demonical woman, mother and

goddess.

Thus yakshi embodies both the

beautiful and the monstrous and is seen

across tales as having the potential to switch

between both these forms. In almost all

the yakshi tales she is described as the

irresistible female with long lustrous hair.

She opposes and violates the norms of

Brahmanical patriarchy. Brahmnical

patriarchy is a set of regulations that aimed

to control land, ritual and female sexuality.

The ideology of Brahmanical patriarchy

always considers women as someone with

uncontrolled sexuality. This is often ref-

lected in the Smriti texts slike Manusmriti.

As women were considered as gateways

to the caste system their lives were regula-

ted and restricted. Uncontrolled women

were a threat to patriarchy and caste sys-

tem. Yakshi represents the uncontrolled

feminine characters of women which

threatens the power relations.

Conclusion :

Patriarchal society in general consider

women as an object of both desire and

fear. Female sexuality is always conceptu-

alized on the basis of patriarchal masculine

frame work. Women are always the sub-

ject of male fantasies and feared beings.

Yakshi myth is cultural construct of patri-

archal society trying to regulate female

agency. Yakshi is seductive with superna-



135
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

tural power. She is beautiful, alluring and

has long hair. Long hair is a symbol of

active sexuality. She is a woman who satis-

fies the repressed desires of men whose

lives were ritual-bound. At the same time,

she is an independent woman and should

be feared. In most of the stories Yakshi

lures men with her charm but the subse-

quent revelation of her supernatural and

deadly nature she becomes some to be

feared.

Patriarchy with its apparatuses often

thrives to lay restraint on female sexuality

and hence the mythology of yakshi aligns

with these where in female agency is

consistently checked and regulated. Femi-

nist theorists such as Simone de Beauvoir

and Judith Butler reinforced the need to

reread myths so as to understand the subju-

gation of women across cultures. Often

punished or passive in narratives, yakshi

myths often reflects the fear for a sovereign

woman who defies all normative practices.

Yakshi myths often serve as tales of

caution that warn men to be vary of the

dangers of yielding to female allure and

warn women of the threats of transgre-

ssing boundaries. Her being portrayed as

a vengeful spirit often collides with the

stories of betrayal or violence unleashed

against her, suggesting a patriarchal domi-

nation and violence aimed at maintaining

societal order.

Yakshi9s lineage to indigenous prac-

tices of tree worshipping also in a way

resists the hegemony of Brahminical texts,

which often relegates local mythologies.

The tree as her abode and niche, signifies

a subversion of patriarchal domestication

of women9s roles within the confines of

marriage and family.

 The yakshi and its surrounding my-

thology emerges as a potential articulation

of the complexities of femininity, that

which reflects societal anxieties of sexua-

lity, agency, and resistance. She hence

emerges as a persuasive embodiment of

femininity in the sphere of Kerala which

again reinforce the enduring capacity of

the myth for molding the cultural imagina-

tions of the landscape.
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GjeBke pevepeeefle keâe 8cegÌ[cee peleje heke&9 : Skeâ meebmke=âeflekeâ
ØeoMe&ve

DeMeeskeâ ieeshe [e@Ê Meeefkeâj lemeveerce
MeesOeeLeer&, (efLeÙesaj Deeadme&), DeefmemaWa Øeesheâsmej (MeesOe efveoxMekeâ)
ØeoMe&ve keâ}e efkeYeeie, ØeoMe&ve keâ}e efkeYeeie,
PeejKeb[ kesâvõerÙe efkeÕeefkeÅee}Ùe, jeBÛeer PeejKeb[ kesâvõerÙe efkeÕeefkeÅee}Ùe, jeBÛeer

MeesOe meej :

cegÌ[cee peleje heke& GjeBke pevepeeefle kesâ Éeje ceveeÙee peeves kee}e oes efokemeerÙe meebmke=âeflekeâ ceneslmeke nw efpemes
nj mee} keâeefle&keâ ke=â<Ce he#e (keâeefle&keâ efnvot Ûebõ keâw}b[j ceW Dee"keeB cenervee nw pees «esieesefjÙeve keâw}b[j kesâ Devegmeej
Dekeäatyej-vekebyej kesâ Deemeheeme Deelee nw Deewj ke=â<Ce he#e efnvot Ûebõ cenerves keâe hen}e efove nw) DeLee&le cenevekeceer
hetpee kesâ Dee" efove yeerle peeves hej ceveeÙee peelee nw~ Ùen peleje GjeBke mecegoeÙe kesâ ke=nle meebmke=âeflekeâ meceejesn keâe
Yeer ØeefleefveefOelke keâjlee nw peneB 40 ieeBke kesâ leerve heÌ[ne (GjeBke meceepe kesâ cenlkehetCe& ØeMeemeefvekeâ mebie"ve)
meebmke=âeflekeâ jw}er ceW ve=lÙe, ieeÙeve, keeove Deewj heejbheefjkeâ heefjOeeve kesâ meeLe Yeeie }sles nQ leLee peleje Ketbae (hetpee
mLe}) lekeâ Deeves kesâ yeeo keneB meebmke=âeflekeâ ieefleefkeefOeÙeeb Deewj Deveg&eve keâjles nQ Deble ceW efheâj veeÛeles-ieeles keeheme
Deheves-Deheves ieeBke Ûe}s peeles nQ~

Fme }sKe kesâ ceeOÙece mes PeejKeb[ kesâ GjeBke pevepeeefle Deewj Gvekesâ Éeje ceveeÙee peeves kee}e meebmke=âeflekeâ heke&
cegÌ[cee peleje (ces}e) leLee peleje kesâ Deveg&eve, ve=lÙe, ieeÙeve, keeove Deewj heejbheefjkeâ heefjOeeve-DeeYet<eCe Skeb
ØeoMe&ve hej ØekeâeMe [e}ves keâer keâesefMeMe keâer ieF& nw~ meeLe ner meeLe Ùen heke& ke<eeX mes Deepe Yeer efvejblejlee mes keäÙeeW
ceveeÙee pee jne nw Fme hej Yeer ÛeÛee& keâer ieF& nw~

yeerpe Meyo :

GjeBke, pevepeeefle, cegÌ[cee peleje, heÌ[ne, peleje Ketbae~

cet} Dee}sKe :

hetkeer& Yeejle ceW efmLele PeejKeb[ jepÙe Deheves meebmke=âeflekeâ
mebmeeOevees kesâ meeLe-meeLe Deheveer meebmke=âeflekeâ efkejemele
kesâ ef}S Yeer peevee peelee nw~ ÙeneB kegâ} 32 Øekeâej keâer
pevepeeefleÙeeB efvekeeme keâjleer nQ~ GveceW mes meyemes DeefOekeâ
efMeef#ele Skeb GVele DekemLee ceW GjeBke keâes ceevee peelee
nw~ YeejleerÙe mebefkeOeeve kesâ Devegmeej GjeBke pevepeeefle

Yeejle kesâ cet} efvekeeefmeÙeeW ceW Skeâ ØecegKe meeceeefpekeâ
mecetn nw pees cegKÙele: PeejKeb[ jepÙe ceW yengleeÙele ceW
jnles nQ~ GjeBke pevepeeefle kesâ }esie cegKÙe #he mes jeBÛeer,
iegce}e, }esnjoiee, }elesnej, leLee efmebnYetce efpe}s ceW
efvekeeme keâjles nQ~ Fmekesâ De}ekee Ùes efyenej, ÚleermeieÌ{,
GÌ[ermee leLee DevÙe jepÙeeW ceW Yeer efvekeeme keâjles nQ~
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pevepeeefleÙeeW ceW mebLee} kesâ yeeo GjeBke keâer pevemebKÙee
meyemes DeefOekeâ nw~ Fvekeâer Deheveer ceele=Yee<ee kegâ[gKe nw,
pees õefkeÌ[ Yee<ee heefjkeej keâe efnmmee nw Deewj 8Oece&sMe9
(De}ewefkeâkeâ Meefòeâ) keâer hetpee keâjles nQ leLee 8mejvee9
Oece& ceeveles nQ~

 GjeBke pevepeeefle kesâ heeme nj ceewmece Deewj Dekemej
kesâ ef}S De}ie-De}ie jeieeW ceW ieeves nQ, meeLe ner
keeÅeÙeb$eeW keâer lee} Deewj ve=lÙe kesâ efkeefYeVe Øekeâej nQ~
cegÌ[cee ieeBke ceW DeeÙeesefpele nesves kesâ keâejCe ner Fmekeâe
veece cegÌ[cee peleje nw~ cegÌ[cee ieeBke jebÛeer efpe}s mes 28
efkeâ}esceeraj otj ceeB[j y}e@keâ ceW efmLele nw~ Ùen oes
efokemeerÙe peleje (Deblej heÌ[ne ve=lÙe Glmeke) cenevekeceer
kesâ Dee"keW efove nj mee} keâeefle&keâ ke=â<Ce he#e (Øeefleheoe)
keâes DeeÙeesefpele nesleer nw~ Ssefleneefmekeâ-meebmke=âeflekeâ he=&Yetefce
nesves kesâ keâejCe ve efmehe&â Fmekeâe Deekeâej leLee mke#he
yeÌ[e nw yeefukeâ Ùen peleje GjeBke mecegoeÙe kesâ ke=nle
meebmke=âeflekeâ meceejesn keâe Yeer ØeefleefveefOelke keâjlee nw,
Fmemes kegâÚ Keeme ieeBke kesâ GjeBke ner hejbhejeiele leewj hej
pegÌ[s ngS nQ~ Ùes ieeBke efpevekeâer mebKÙee Ûee}erme nw, leerve
heÌ[ne ceW efkeYeòeâ nQ~ Fvekesâ Deefleefjòeâ DevÙe #es$e kesâ
meomÙe Yeer Meeefce} nesles nQ~

meYeer Ûee}erme ieeBke Deewj leerve heÌ[ne Deheves o}-
ye} kesâ meeLe meebmke=âeflekeâ jw}er ceW ve=lÙe, ieeÙeve Deewj
keeove kesâ meeLe Yeeie }sles nQ Deewj peleje Ketbae (hetpee
mLe}) lekeâ peekeâj keneB meebmke=âeflekeâ ieefleefkeefOeÙeeb Deewj
Deveg&eve keâjles nQ Deewj efheâj veeÛeles-ieeles keeheme Deheves-
Deheves ieeBke keâer Deesj ØemLeeve keâj peeles nQ~ Fme jw}er ceW
Oeeefce&keâ ceevÙelee, hejbheje, ve=lÙe, ieeÙeve, keeove, heejbheefjkeâ
heefjOeeve, DeeYet<eCe Deewj meebmke=âeflekeâ ieefleefkeefOeÙeeW kesâ
ØeoMe&ve keâes osKee pee mekeâlee nw~

GjeBJe pevepeeefle keâer meebmke=âeflekeâ hejcheje :

Oeeefce&keâ ke=âlÙe : cegÌ[cee peleje efmehe&â Skeâ peleje
veneR nw yeefukeâ GjeBke mecegoeÙe keâer YeekeveeÙeW Yeer Fmemes
pegÌ[er nQ~ heâ}le: Gvekesâ Oeeefce&keâ OeejveeSB, ceevÙeleeSb
leLee efkeefYeVe ef:eâÙeeSb Deepe Yeer kewmes ner nQ pewmes hen}s

Leer~ cegÌ[cee peleje mes mebyebefOele efkeefYeVe Oeeefce&keâ ke=âlÙeeW
keâe kesâbõ efyevog :eâceMe: peleje mLeeve keâe peleje Ketbae
leLee cegÌ[cee ieeBke nw, peneb meYeer Oeeefce&keâ ke=âlÙe heneve
(Deeefokeemeer hegpeejer) Éeje efkeâÙee peelee nw heneve FmeceW
hetke& mes Fmekeâer meceeefhle lekeâ FmeceW Meeefce} jnles nQ~

Oeeefce&keâ keâeÙe& ceW cegKÙele: efvecve Øekeâej kesâ hetpeve
meece«eer keâe GheÙeesie neslee nw :

mejiegpee heât} (metjpecegKeer heât} keâer Skeâ Øepeeefle),
ÛetÌ[er, efmebotj, heesleveer efceóer, hele}er jmmeer, Deiejyeòeer,
Oethe-Oegkeve, efceóer keâe Skeâ IeÌ[e, keâebmee keâe Skeâ
}esae, keâebaer, efce"eF&, heefke$e pe} Deeefo~

ve=lÙe keâer hejbheje : GjeBke ve=lÙe, GjeBke peerkeve
keâe keemleefkekeâ ØemlegleerkeâjCe nw~ peerkeve keâer nj DekemLee
keâer DeefYekÙeefòeâ Fvekesâ ve=lÙeeW Skeb ieerleeW kesâ ceeOÙece mes
nesleer nw~ GjeBJe mebmke=âefle ceW Skeâ cegneJeje keâeheâer ØeÛeefuele
nw 8Skeâvee ef[ce aeskeâvee, yee9 vee ef[ce hejvee 8DeLee&led
Ûeuevee ve=lÙe nw Deewj yeesuevee mebieerle nw~9 pees Fme yeele
keâe ÅesJelekeâ nw efkeâ Fvekesâ peerJeve keâer nj DeJemLee ceW
ve=lÙe Deewj ieerle keâe cenlJehetCe& mLeeve nw~ GjeBke ve=lÙe
Skeb ieerle mLeeve leLee cenerves Deewj ceewmece heefjkele&veeW kesâ
Devegkeât} efkeYeeefpele nesles nQ~ ke<e& Yej efkeefYeVe ceewmece ceW
peleje keâe DeeÙeespeve neslee nw~ peleje ceW Deveskeâ ieeBke,
heÌ[ne kesâ ve=lÙe aesef}Ùeeb pecee nesles nQ~ nj Skeâ mLeeve
kesâ peleje ve=lÙe De}ie-De}ie nesles nQ~ pewmes- pes"s
peleje, heÌ[ne peleje, F&vo peleje, oMeF& peleje, Deienve
peleje, meesnjeF& Deewj [gcyeg peleje~

Skeâ ner ve=lÙe De}ie-De}ie heÌ[ne #es$e ceW De}ie-
De}ie nesleer nw~ kesâke} Yeeoes (Deiemle) kesâ cenerves ceW
keâjce heke& kesâ Dekemej hej meye peien }ieYeie Skeâ ner
Øekeâej keâe keâjce ve=lÙe keâjles nQ Fme ve=lÙe ceW efYeVelee
keâce ner osKeves keâes efce}leer nw~ cegÌ[cee peleje pees keâer
keâeefle&keâ (Dekeäatyej) cenerves ceW }ieleer nw Fme meceÙe
peleje ceW ve=lÙe keâjves keâer hejbheje ner De}ie nesleer nw~
De}ie-De}ie ieeBke heÌ[ne kesâ }esie Deheves {bie mes
mkeleb$e neskeâj ve=lÙe keâjles nQ Deewj peleje ceW efkeefYeVe
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Øekeâej kesâ pes"keejer peleje veeÛe veeÛes peeles nQ Ùen ve=lÙe
cegKÙe #he mes ØeefleÙeesefielee kesâ Yeekevee mes veeÛes peeles nQ~

ve=lÙe keâjles ngS peleje mLe} keâer heefj:eâcee keâjves
keâer efkeefOe keâes 8Iees}9 ÛeÌ{evee keânles nQ pees nj heÌ[ne
Deewj Gvekesâ KeesÌ[ne (o}) keâes keâjvee DeekeMÙekeâ neslee
nw meYeer o} kesâ Deheves De}ie efveÙece Deewj efveOee&efjle
meceÙe hej ner Ùen keâjvee neslee nw~ efpeme ieeBke kesâ }esieeW
keâes meyemes hen}s Iees} ÛeÌ{eves keâe efveÙece nw kener ieeBke
meyemes hen}s peleje mLe} keâer heefj:eâcee keâjlee nw~

keeÅeÙeb$e : GjeBke }esie ve=lÙe keâjles meceÙe keeÅeeW
keâe ØeÙeesie keâjles nQ~ Fvekesâ ØecegKe keeÅe nQ3 ceeBoj,
veieeÌ[e, Ieba, PeebPe, LesÛekeâe, meesF&Kees, Pegvekeâer, kesâbõe,
aesefn}e, yeeBmegjer, cegj}er Deeefo hejbleg ceeBoj-veieeÌ[e kesâ
lee} ceW ner ve=lÙe keâe mebiece neslee nw~ ve=lÙe kesâ mebyebOe ceW
kegâÚ Keeme yeeleeW keâe OÙeeve osvee DeekeMÙekeâ nw pewmes-
meeOeejCele: ve=lÙe keâjles meceÙe DeKeeÌ[e Ùee ve=lÙe mLe}
ceW oeefnves mes yeeSb Ietceles nQ~ }Ì[keâeW keâe o} ner ieerle
Skeb ve=lÙe keâer DeiegkeeF& keâjles nQ~ ve=lÙe keâjles meceÙe
Mejerj kesâ efkeefYeVe DebieeW keâes mkeeYeeefkekeâ #he mes }Ûekeâevee
Ùee efn}evee- [g}evee heÌ[lee nw~ keeokeâ peye mehe}leehetke&keâ
{bie mes keeÅeÙeb$e yepeelee nw lees ve=lÙe keâjves kee}eW ceW
peesMe Dee peelee nw~ cegÌ[cee ieeBke kesâ peleje mLe} lekeâ
Deeves mes hen}s meYeer ieeBke kesâ }esie Deheves ieeBke kesâ
DeKeeÌ[e ceW efce}les nQ Deewj efheâj Deheves-Deheves keeÅeÙeb$eeW
Deewj o}-ye} kesâ meeLe peleje mLe} keâer Deewj veeÛeles,
ieeles-yepeeles Deeles nQ Deewj Deheves mecetn kesâ meeLe peleje
mLe} keâer heefj:eâcee keâjles ngS keeÅeÙeb$e yepee keâj Deewj
ve=lÙe keâjkesâ Deheveer Øemlegefle osles nQ~

ieeÙeve hejbheje : GjeBke meceepe ceW lejn-lejn kesâ
}eskeâieerleeW keâer Yejceej nw Fvekesâ }eskeâieerle Deveskeâ Øekeâej
kesâ nesles nQ pewmes meeceevÙe ieerle, heke&-lÙeewnej Skeb Glmeke
kesâ ieerle, Oeeefce&keâ ieerle Gcebie kesâ ieerle, Yepeve Skeb
efMekeâej ieerle ØecegKe nQ~ pees ieerle heke&-lÙeewnej Ùee Oeeefce&keâ
keâeÙe& mes mebyebefOele nw Gmes ner ieÙee peelee nw~ DeveekeMÙekeâ
Ùee efyevee ceewmece kesâ ieerle ieeves hej meceepe kesâ yeÌ[s

yegpegie& efkejesOe keâjles nQ leLee ogKe Øekeâa keâjles nQ~ ken
keânles nQ 8neWVes [b[er heeÌ[esj nes}s efvecnÙe keâeÙee vet
Kemmet cevees' DeLee&le efyevee DeLe& Ùee meceepe efkejesOeer ieerle
ieeves hej Deehekesâ Mejerj ceW heâesÌ[e-hegâbmeer Ùee jesie nesiee~
heke&-lÙeesnej Skeb Oeeefce&keâ mebmkeâej kesâ De}ekee ØelÙeskeâ
ceewmece kesâ De}ie-De}ie ieerle nQ leLee De}ie-De}ie
}Ùe Yeer nw~ GjeBke meceepe ceW cegKÙele: ieerle Ûeej Øekeâej
kesâ nQ : heke&-lÙeesnej Skeb Glmeke ieerle, Gcebie-Gu}eme
ieerle, Oeeefce&keâ ieerle Skeb Yepeve ieerle~

cegÌ[cee peleje ceW Fve meYeer Øekeâej kesâ ieerleeW keâe
mebiece nw peleje keâes heke& keâer lejn ceveeÙee peelee nw
Fmeef}S meceepe kesâ Éeje Glmeke ieerle Yeer ieeÙee peelee
nw~ ve=lÙe ØeefleÙeesefielee DeeÙeesefpele nesves kesâ keâejCe ÙeneB
Gcebie-Gu}eme ieerle Yeer osKeves keâes efce}leer nw Deewj
cegÌ[cee peleje Meg# keâjves mes hen}s leLee meceeefhle lekeâ
Oeeefce&keâ ke=âlÙe nesves kesâ keâejCe Oeeefce&keâ ieerle Yeer ieeÙes
peeles nQ leLee peleje ceW hetpee-hee" kesâ oewjeve Yepeve Yeer
ieeÙee peelee nw~ peleje ceW kegâÌ[gKe Yee<ee kesâ De}ekee
meeojer (veeiehegjer) Yee<ee (PeejKeb[ kesâ cet}keeefmeÙeeW/
DeeefokeeefmeÙeeW kesâ Éeje yees}er peeves kee}er pevemecheke&â
keâer Yee<ee) ceW Yeer ieerle ieeS peeles nQ Fve }eskeâ ieerleeW ceW
cegKÙele: oes keâefÌ[ÙeeB nesleer nQ~ DeejcYe keâjvee efpemes
8Deesjs veVee9 keânles nQ otmeje 8keâerle&Deevee9 DeLee&le ognjevee
Ùee pekeeye osvee keânles nQ~ ØeMve keâjves Ùee Gmekeâe Gòej
keâjves keâe Yeeke ieerleeW ceW osKeves keâes efce}lee nw~ kegâÚ
ieerleeW ceW Ssmes Meyo nQ pees ieerle ceW vener jnles nQ hejbleg
Gmes kÙekenej ceW }eÙee peelee nw cegKÙele: kees ieeves kesâ
Meg# ceW nesles nQ Ùee Deble ceW pewmes  : nes neF} js, YeFÙee
js, YeeFÙees js, DeÙebiees, neÙejs neÙe Deeefo~

heefjOeeve Deewj DeeYet<eCe : GjeBke meheâso jbie kesâ
keâheÌ[s hemebo keâjles nQ~ heg®<eeW ceW cegKÙele: Oeesleer Deewj
iebpeer Deewj hejbhejeiele 8keâjÙee9 DeYeer Yeer ØeÛe}ve ceW nw
pees heeBÛe iepe }byee Deewj Skeâ [sÌ{ neLe ÛeewÌ[e keâheÌ[e
neslee nw efpemekesâ oesveeW Úesj hej jbieerve OeeieeW keâer vekeäkeâeMeer
yeveer jnleer nw~ keâcej ceW keâcejOeveer henveles nQ leLee hewj
ceW Keemhee (Ûehhe}) henveles nQ~ heieÌ[er keâe ØeÛe}ve
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veneR kesâ yejeyej nw hej yeÌ[s yegpegie& Deewj cegefKeÙee Deye
heieÌ[er Yeer henveles nQ~ ceefn}eÙeW Yeer }byeer, ceesaer meeÌ[er
keâe ØeÙeesie keâjleer nQ~ Skeâ ner meeÌ[er mes cegKÙele: meeje
Mejerj {keâ peelee nw efpemes 8KeveefjÙee9 keânles nQ~ DeeYet<eCe
keâe Meewkeâ lees ceefn}eDeeW ceW mkeeYeeefkekeâ nw efkeâvleg iejeryeer
kesâ keâejCe GjeBke ceefn}eÙeW heerle}, leebyes, }esns Deewj
DevÙe memleer Oeeleg mes yeves ienves henveles nQ~ yeerpe,
Oeeies, keâewÌ[er Deeefo keâe Fmlescee} Yeer ienves kesâ #he ceW
keâjles nQ~ ie}s ceW nBmeg}er, cevekesâ keâe nej Ùee efmekeäkeâes
kesâ nej Ùee efmekeâÌ[er henveleer nQ~ keâeve ceW 8efyebefoÙeeW9 Ùee
lejhele, 8Thej keâveer9 Deewj 8yeerÛe keâveer9, veekeâ ceW 8vekeâ
cegajer9 ke 8yesmej9, Gbie}er ceW 8cegb[er9 (Debiet"er) Deewj
8keâajer9 leLee hewjeW ceW 8hewjer9 henveleer nQ~ veF& Meeoer-
Megoe ceefn}eDeeW keâes hewjer henvevee DeefvekeeÙe& ceevee peelee
nw leLee kes keâ}eF& hej meele ceesas-ceesas heerle} kesâ Skeâ-
Skeâ jmeefveÙeeB oesveeW neLeeW ceW henveles nQ~ meeceevÙele:
ceefn}eÙeW yee}eW ceW keâbIeer Ùee KeeWmeiees henveleer nQ }sefkeâve
peleje Deewj heke& hej veeÛe kesâ meceÙe Meener kesâ keâebas, Ùee
efheâj he#eer kesâ hebKeeW keâes KeeWmeles nQ~ ceefn}e-heg®<e oesveeW
ner leeyeerpe Deewj peblej Yeer henveles nQ~ ceefn}eÙeW efyevee
efkeâmeer ienves kesâ jnves keâes DeÛÚe veneR ceeveleer nQ~ GjeBke
meceepe ceW DeeYet<eCe kesâ #he ceW 8ieesovee9 keâe Yeer cenlkehetCe&
mLeeve nw~ ieesovee kesâ #he ceW ceefn}eÙeW Mejerj kesâ
efkeefYeVe YeeieeW hej heât}, efÛe$e Deeefo keâes cenlke osleer nQ
Fvekesâ yeerÛe keânekele nw; 8cejves kesâ yeeo meejs ienves Gleej
ef}S peeles nQ hej ieesovee otmejer ogefveÙee lekeâ meeLe peelee
nw9~ heg®<e Yeer keâ}eF& ceW heerle} kesâ 8yewÌ[e9 Deewj ie}s ceW
8keâeBmeer Ieeme9 Ùee 8keâebÛe kesâ oeves9 mes yeves nej henveles
nQ~ kesâMe keâes yebOes Ùee meBkeejs jKeves kesâ ef}S ceeLes hej
8heagDee9 (keâheÌ[s keâe agkeâÌ[e) keâe ØeÙeesie keâjles nQ~ Deye
peleje ceW }e} heej meeÌ[er kesâ DeeOegefvekeâ heefjOeeve Deewj
Fvner meheâso Deewj }e} jbie kesâ keâheÌ[eW keâe DeeOegefvekeâ
mke#he keâesa-heQa, keâceerpe leLee DeeOegefvekeâ petles Deewj

neLe ceW IeÌ[er Yeer osKee pee mekeâlee nw~

efve<keâ<e& :

cegÌ[cee peleje Gjebke pevepeeefle keâer meebmke=âeflekeâ
efkejemele, hejbhejeDeeW Deewj meecegoeefÙekeâ Skeâlee keâe Øeleerkeâ
nw~ Ùen heke& Gvekeâer Oeeefce&keâ DeemLee kesâ meeLe-meeLe
Gvekeâer }eskeâkeâ}e, ve=lÙe, mebieerle Deewj hejbhejeiele jerefle-
efjkeepeeW keâes mebjef#ele jKeves ceW Dence Yetefcekeâe efveYeelee
nw~ Ùen DeeÙeespeve ve kesâke} Gvekeâer pevepeeleerÙe peerkeveMew}er
keâes oMee&lee nw, yeefukeâ Gvekeâer meebmke=âeflekeâ henÛeeve keâes
veF& heerÌ{er lekeâ hengbÛeeves keâe Yeer Skeâ meMeòeâ ceeOÙece
yevelee nw~ Ùen heke& efvejblejlee mes Deepe Yeer efpeme peesMe
Deewj pegvetve kesâ meeLe ceveeÙee peelee nw Gmemes Ùen mhe<a
neslee nw efkeâ 21keeR meoer ceW Yeer GjeBke pevepeeefle Deheveer
meebmke=âeflekeâ Deefmcelee keâes yeÛeeves ceW yesno meheâ} nQ~

meboYe& «ebLe metÛeer :

1. efceße, me. Me., Skeb Skeäkeâe, ke. (1996)~ cegÌ[cee
peleje: Skeâ heefjÛeÙe (he=. 2)~ DeMeeskeâ ØekeâeMeve~

2. efceße, me. Me., Skeb Skeäkeâe, ke. (1996)~ cegÌ[cee
peleje: Skeâ heefjÛeÙe (he=. 27)~ DeMeeskeâ ØekeâeMeve~

3. Yeiele, ve. (2017)~ Úesaeveeiehegj kesâ GjeBke jerefle-
efjkeepe (he=. 306)~ PeejKeb[ PejesKee~

4. Yeiele, ve. (2017)~ Úesaeveeiehegj kesâ GjeBke jerefle-
efjkeepe (he=. 303)~ PeejKeb[ PejesKee~

5. eflekeâer&, ye. (2014)~ GjeBke-mejvee: Oece& Deewj mebmke=âefle
(he=. 247)~ PeejKeb[ PejesKee~

6. Yeiele, ve. (2017)~ Úesaeveeiehegj kesâ GjeBke jerefle-
efjkeepe (he=. 315)~ PeejKeb[ PejesKee~

7. Yeiele, ve. (2017)~ Úesaeveeiehegj kesâ GjeBke jerefle-
efjkeepe (he=. 299)~ PeejKeb[ PejesKee~

8. Yeiele, ve. (2017)~ Úesaeveeiehegj kesâ GjeBke jerefle-
efjkeepe (he=. 2963297)~ PeejKeb[ PejesKee~
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mebmkeâej kesâ ieerleeW keâer }Ùe ceW yebOeer nefjÙeeCee keâer mebmke=âefle
oerefhekeâe [e@Ê jervee mkeeceer
MeesOeeLeer& meneÙekeâ DeeÛeeÙe&
nefjÙeeCee kesâbõerÙe efkeÕeefkeÅee}Ùe nefjÙeeCee kesâbõerÙe efkeÕeefkeÅee}Ùe
censvõieÌ{ (nefjÙeeCee) censvõieÌ{ (nefjÙeeCee)

MeesOe meej :

}eskeâieerle, }eskeâkeâLeeSb Skeb }eskeâ hebjhejeS efkeâmeer Yeer meceepe Deewj mebmke=âefle keâes mecePeves keâe GefÛele ceeOÙece
nw~ }eskeâieerleeW keâes ceveesjbpeve keâer efkeOee keâne peelee nw keäÙeeWefkeâ Fvekeâer Meg®Deele ceveesjbpeve kesâ meboYe& ceW keâer ieF& Leer~
}sefkeâve kele&ceeve ceW }eskeâieerleeW keâer hejbheje }ghle nesles pee jner nw~ }eskeâieerleeW keâes mecePeves Deewj Deeves kee}er heerÌ{er
lekeâ hengbÛeeves kesâ ef}S DeekeMÙekeâ nw efkeâ }eskeâieerleeW keâes ef}efKele #he ceW Øeoeve efkeâÙee peeSb~ }eskeâieerle Deye meceepe
kesâ ke=æ keie& keâer mce=efleÙeeW ceW ner nw~ peyeefkeâ hen}s kesâ meceÙe ceW }eskeâieerle peerkeve ceW Deeves kee}s DeÛÚs,yegjs meceÙe
ceW ieeS peeles Les~ kegâÚ #es$eeW ceW Deepe Yeer }eskeâieerleeW keâer hejbheje efveYeeF& peeleer nw~ nefjÙeeCee ØeosMe ceW Yeer }eskeâieerleeW
keâe yengle cenlke nw~ Fme }sKe kesâ ceeOÙece mes nefjÙeeCee kesâ }eskeâieerleeW ceW meceepe keâer meeceeefpekeâ, meebmke=âeflekeâ
efmLeefle kesâ meeLe ner mebmkeâejeW keâe Yeer #he efoKeeF& oslee nw~ efnbot Oece& ceW lees mebmkeâejeW keâe yengle DeefOekeâ cenlke nw~
nefjÙeeCee kesâ }eskeâieerleeW ceW cegKÙele: pevce, efkekeen, ce=lÙeg kesâ meceÙe }eskeâieerle ieeSb peeles nQ~ Fme }sKe keâe GösMÙe
nefjÙeeCee kesâ }eskeâieerleeW kesâ ceeOÙece mes nefjÙeeCee keâer mebmke=âefle keâes mecePeevee nw~

yeerpe Meyo :

}eskeâieerle, mebmkeâej, mebmke=âefle, efkekeen, pevce, ce=lÙeg , meceepe , «eeceerCe

mebmkeâej Meyo keâe leelheÙe& 8MegæerkeâjCe9 mes nw~
YeejleerÙe meceepe Deewj mebmke=âefle ceW mebmkeâejeW keâe cenlkehetCe&
mLeeve nw~ DeÛÚs mebmkeâejeW mes ceveg<Ùe kesâ Mejerj, Deelcee
Deewj ceefmle<keâ keâe efkekeâeme neslee nw~ mebmkeâej efnbot
Oece& ceW kÙeefòeâ kesâ peerkeve ceW efkeâS peeves kee}s kegâÚ
efkeMes<e Oeeefce&keâ Deveg&eve nesles nQ~ Ùes Deveg&eve kÙeefòeâ
kesâ pevce mes }skeâj ce=lÙeg lekeâ kesâ efkeefYeVe ÛejCeeW ceW efkeâS
peeles nQ Deewj Gvekeâe GösMÙe kÙeefòeâ keâes veweflekeâ cetuÙeeW,
meeceeefpekeâ efpeccesoeefjÙeeW Deewj DeeOÙeeeflcekeâ %eeve mes
peesÌ[vee neslee nw~

mebmkeâejeW Deewj }eskeâieerleeW keâer hejbheje Yeer yengle
hegjeleve hejbhejeSb nQ~ }eskeâieerle Skeb mebmkeâejeW keâes mecePeves
mes hetke& nceW }eskeâ kesâ yeejs ceW helee nesvee DeefvekeeÙe& nw~
}eskeâ Meyo keâe DeLe& nw }esie Ùee }esieeW keâe mecetn~
}eskeâ keâes efkeâmeer efkeMes<e #es$e Ùee heefjkesMe kesâ meboYe& ceW
veneR mecePee pee mekeâlee nw~ }eskeâ ceW jnves kee}s }esie
efoKeekes keâer Dehes#ee keemleefkekeâlee keâes cenlke osles nw~
}eskeâ ceW jnves kee}s }esieeW keâes Deheveer mebmke=âefle Deewj
meceepe keâer peevekeâejer keâer DeÛÚer mecePe nesleer nw~
Gvekeâer mecePe keâe DeeOeej efkeâleeyeW Ùee Meem$e veneR Deefheleg
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kÙeekeneefjkeâ mecePe Deewj DevegYeke neslee nw~ npeejer Øemeeo
efÉkesoer Yeer }eskeâ keâer heefjYee<ee osles ngS keânles nQ efkeâ
8}eskeâ Meyo keâe DeLe& peveheo Ùee «eece veneR yeefukeâ
veiejeW Deewj ieebkeeW ceW heâw}er ngF& mecetÛeer pevelee nw, efpevekesâ
kÙeekeneefjkeâ %eeve keâe DeeOeej heesefLeÙeeb veneR nw~91

}eskeâ meeefnlÙe ceW }eskeâ mes pegÌ[er keâLeeSb, keâneefveÙeeb,
ieerle, hensef}Ùeeb Meeefce} nw~ }eskeâ ieerle keâe meeceevÙe
DeLe& }eskeâ ceW jnves kee}s }esieeW Éeje Deheves DevegYekeeW
keâes }Ùeyeæ lejerkesâ mes DeefYekÙeòeâ keâjvee~ }eskeâieerleeW
keâer hejbheje yengle hegjeveer hejbheje jner nw~ npeejer Øemeeo
efÉkesoer }eskeâieerleeW kesâ cenlke keâes mhe<a keâjles ngS keânles
nw efkeâ 8}eskeâieerleeW keâe mecemle cenlke Gvekesâ keâekÙe Deewj
meeQoÙe& lekeâ ner meerefcele veneR nw~ Fvekeâe Skeâ cenlkehetCe&
keâeÙe& nw, Skeâ efkeMee} meYÙelee keâe GodIeeave pees Deye
lekeâ Ùee lees efkemce=efle keâer ieYe& ceW [tyeer ngF& nw Ùee ie}le
mecePe }er ieF& nw~ }eskeâieerleeW keâe cenlke ceesnvepeesoÌ[es
kesâ Yeive mletheeW kesâ DekeMes<eeW Skeb FËa helLej kesâ agkeâÌ[eW
mes keâneR DeefOekeâ nw~92 nefjÙeeCee ceW Yeer }eskeâ meeefnlÙe
keâer hejbheje yengle hen}s mes Ûe}er Dee jner nw~ nefjÙeeCee
kesâ }eskeâ meeefnlÙe ceW }eskeâieerle, }eskeâ jeefieveer, }eskeâ
keâLeeSb Meeefce} nw~ }eskeâieerleeW keâe cenlke Fmeef}S Yeer
DeefOekeâ nw keäÙeeWefkeâ }eskeâieerle ve kesâke} meceepe Deewj
mebmke=âefle mes pegÌ[s nesles nQ yeefukeâ ceveesjbpeve keâe Yeer
ceeOÙece nesles nQ~

mebmkeâej ieerle ken ieerle nesles nQ pees efkeâmeer efkeMes<e
meceÙe Ùee mebmkeâej kesâ meceÙe ieeS peeles nQ~ 8 }eskeâieerleeW
ceW mebmkeâej kesâ ieerleeW keâe Dence mLeeve nw~ efnbot Oece& ceW
pevce mes }skeâj ce=lÙeg lekeâ Deveskeâ mebmkeâej efkeâS peeles
nQ~ mebmkeâejeW kesâ Dekemej hej meceÙeevegkeât} pees ieerle ieeS
peeles nQ ken mebmkeâej kesâ ieerle keân}eles nQ~93 mebmkeâej kesâ
ieerleeW ceW efkeMes<ele: pevce, efkekeen Deewj ce=lÙeg mes mebyebefOele
ieerle ieeS peeles nQ~ mebmkeâej kesâ ieerleeW kesâ ceeOÙece mes
nefjÙeeCee kesâ heefjkesMe mes pegÌ[er kegâÚ jerefle-efjkeepe Skeb
hejbhejeDeeW keâes Deemeeveer mes mecePee pee mekeâlee nw~
nefjÙeeCee ceW efkeMes<e DekemejeW pewmes keâer mebmkeâej, efkekeen,

pevceeslmeke, heâme}, lÙeewnej, ßece, ce=lÙeg Deeefo DekemejeW
hej }eskeâieerleeW keâe ieeÙeve efkeâÙee peelee nw~

nefjÙeeCee ceW peye Iej ceW yeÛÛes keâe pevce neslee nw
leye mes ner }eskeâieerle ieeves Meg# nes peeles nQ~ hen}s
nefjÙeeCee ceW kesâke} }Ì[kesâ kesâ pevce hej ner }eskeâieerleeW
keâe DeeÙeespeve efkeâÙee peelee Lee hejbleg kele&ceeve ceW }Ì[keâer
kesâ pevce hej Yeer Fmeer lejn DeeÙeespeve efkeâÙee peelee nw~
yeÛÛes kesâ pevce kesâ yeeo peye yeÛÛes Skeb ceeb keâes hen}er
yeej ven}eÙee peelee nw Gme efove veneCeyeej kesâ ieerle
ieeS peeles nQ~ veneCeyeej kesâ efove efkeMes<ele: Yeiekeeve
Deewj efheòejeW kesâ ieerle ieeS peeles nQ~ Fve ieerleeW kesâ
ceeOÙece mes Yeiekeeve keâer ceefncee kesâ meeLe ner yeÛÛes kesâ
Gppeke} Yeefke<Ùe keâer keâecevee kesâ ieerle Meeefce} nesles nQ~

8}sÙe jece keâes veece peefCeÙees peerkeefaÙees~
jecee Deb heeCeer keâer yetbo mew hewoe S efkeâÙees~
Ùes veew Ùes ome ceeme ieYe& ceQ jeKe ef}Ùees~94

DeLee&le Yeiekeeve keâer ke=âhee mes veew cenerves kesâ yeeo
Iej ceW KegefMeÙeeb DeeFË nQ~ Yeiekeeve ves Dehevee ner DebMe
Iej ceW Yespe efoÙee nw~ Fme ieerle kesâ ceeOÙece mes Yeiekeeve
keâer ceefncee keâe keCe&ve efkeâÙee ieÙee nw~ yeÛÛes kesâ pevce kesâ
Ú: efove heMÛeele (mÙeekeÌ[) efvekeâe}er peeleer nw DeLee&le
Iej keâer DeÛÚs mes meeheâ meheâeF& keâer peeleer nw~ efpemekesâ
heerÚs Ùener keâejCe nw efkeâ Úesas yeÛÛeW kesâ Deemeheeme meeÌHeâ
meheâeF& yeveer jns~ yeÛÛes kesâ pevce kesâ Ú: efove yeeo Ú"er
keâe DeeÙeespeve efkeâÙee peelee nw~ Ú"er kesâ efove Iej keâer
ceefn}eSb ieeÙe kesâ ieesyej mes meeefLeÙee yeveeleer nw Deewj
jele keâes ieerle ieeS peeles nQ~ Ú"er kesâ efove Yeiekeeve Deewj
efheòejeW keâer DeejeOevee mes mebyebefOele ieerle ieeS peeles nQ~

8heebÛe heleeMee heevee jes efye[}es , }s efhelej hew
Ûee} heÌ[er~

peQ [e}er cnejes efheòej yew"es , kee [e}er Pegkeâ
peFÙees peer~95

peye Yeer Iej ceW keâesF& MegYe keâeÙe& neslee nw lees
meke&ØeLece efheòejes keâer hetpee DeefvekeeÙe& ceeveer peeleer nw~
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Iej ceW yegpegie& Ùee DevÙe meomÙe keâer ce=lÙeg kesâ heMÛeele
Gvekeâer DeejeOevee efheòej #he ceW keâer peeleer nw~ Fme ieerle
kesâ ceeOÙece mes efheòejes keâes Deecebef$ele keâjves kesâ meeLe ner
Gvekeâer ceefncee keâe yeKeeve efkeâÙee ieÙee nw~ nefjÙeeCee ceW
yeÛÛes kesâ pevce kesâ yeeo osKeYee} kesâ ef}S veveo keâes
efkeMes<e leewj mes yeg}eÙee peelee nw~ peÛÛee (yeÛÛes keâer ceeb
keâes nefjÙeeCee ceW peÛÛee Meyo mes mebyeesefOele keâjles nQ)
Deewj veJepeele efMeMeg mes pegÌ[s meejs keâece Deewj jmce
efjkeepeeW keâer efpeccesoejer veveo keâes ner efveYeeveer heÌ[leer nw~
efpemekesâ ef}S YeeF& Deewj YeeYeer Gmes Ghenej ceW DeeYet<eCe
Deewj kem$e osles nQ~ kegâDeeb hetpeve mes hetke& ieeS peeves kee}s
ieerle Fme Øekeâej nw :

8YeeYeer efo}oej nw, YeeF& Leevesoej nw,
ceebieCee nes mees ceebieeW Dees veveoer,ceebieCe keâe

efove Deepe nw~96

veveo kesâ meeLe ner Iej kesâ DevÙe meomÙeeW kesâ Éeje
Yeer kegâÚ jmceW keâjkeeF& peeleer nw~ heefjkeej ceW nj efjMles
kesâ meeLe ner kegâÚ efpeccesoeefjÙeeb Yeer pegÌ[er nesleer nw~
efpeccesoeefjÙeeW kesâ meeLe ner kegâÚ jmceW Yeer nesleer nw,efpemeceW
meeme ÛejKee Ûe}eves keâer jmce efveYeeleer nw~ pes"eveer
peÛÛee kesâ ef}S De}ie mes efyemlej }ieeleer nw~ Deeme
heÌ[esme keâer ceefn}eSb cebie} ieerle ieeleer nw~ jmceeW keâes
efveYeeves kesâ heMÛeele mecceeve kesâ #he ceW vesie oskeâj
DeeMeerkee&o ef}Ùee peelee nw~

8meemet Deekew, ÛejKee Ûe}ekew, ceebiew DeheCee vesie
efpe"eCeer Deekew efhe}bie efyeÚekew, ceebiew DeheCee vesie

oskej Deekew hejoe }ieekew, ceebiew DeheCee vesie
meefKeÙeeb DeekeQ cebie} ieekeQ, ceebiew DeheCee vesie97

efheâj kegâÚ efove yeeo yeÇeÿeCe Éeje yeleeS ieS MegYe
cegntle& hej kegâDeeb hetpeve keâe DeeÙeespeve efkeâÙee peelee nw~
kegâDeeb hetpeve kesâ keâeÙe&:eâce keâe DeeÙeespeve yengle OetceOeece
mes efkeâÙee peelee nw~ efpemeceW meYeer efjMlesoejeW Deewj heefjkeej
kesâ meomÙe Meeefce} nesles nQ~ nefjÙeeCee ceW kegâDeeb hetpeve
hej nj #es$e keâer Deheveer De}ie hejchejeSb nesleer nw~8Meece
kesâ meceÙe keâtkeeb hetpeve kesâ yeeo heebÛe Ùee meele efove MegYe

ieerle ieeS peeles nQ~ FmeceW efkeefYeVe Øekeâej keâer peÛÛee,
mees}j, DepekeeFve, meeQ", vesieeW mes mebyebefOele ieerle nesles
nQ~ meeLe ner efkeMes<e Meiegve kesâ leewj hej ÛetÌ[es, aerkeâeW,
metb", meeW", keâÌ[ener Deeefo ieeS peeles nQ pees cegKÙele:
ieebke keâer yeÇeÿeCeer Ùee veeF&ve Éeje ieeS peeles nQ~98

kegâDeeb hetpeve kesâ efove ner peÛÛee kesâ ceeÙekesâ mes
ÚtÚkeâ (kem$e, DeeYet<eCe Deewj Ghenej keâes nefjÙeeCee ceW
ÚtÚkeâ keâne peelee nw) cebiekeeÙee peelee nw~ nefjÙeeCee ceW
peye yeÛÛes keâe pevce neslee nw leye yeÛÛes kesâ veevee, ceecee
kegâÚ kem$e, efce"eF&Ùeeb Deewj Ghenej }skeâj Deeles nQ~ Fme
hejbheje keâe GösMÙe Ùener nw efkeâ peÛÛee-yeÛÛee keâes Iej kesâ
ØelÙeskeâ meomÙe mes Øesce Deewj DeeMeerkee&o Øeehle nes mekesâ~
Ùen hejbheje kele&ceeve ceW Yeer efveYeeF& peeleer nw~

pevce kesâ yeeo efkekeen keâes cenlkehetCe& mebmkeâej ceevee
peelee nw~ hen}s kesâ meceÙe ceW Iej kesâ yegpegie& kÙeefòeâ
efkekeen kesâ ef}S }Ì[keâe Deewj }Ì[keâer keâes osKeves peeles
Les~ hejbleg meceÙe kesâ meeLe ner Fve jerefle-efjkeepeeW ceW Yeer
yeo}eke Deeves }iee~ Deye }Ì[keâe, }Ì[keâer mkeÙeb ner
efkekeen kesâ ef}S Deheves peerkeve meeLeer keâe ÛeÙeve keâj }sles
nQ~ efheâj Deeheme ceW oesveeW heefjkeej Fkeâªe neskeâj }Ì[keâe
Deewj }Ì[keâer keâes Meiegve oskeâj efkekeen efveefMÛele keâjles
nQ~ efkekeen mes }ieYeie 15 efove hetke& ner }Ì[kesâ Deewj
}Ì[keâer keâer ceeb Deheves ceeÙekesâ ceW YeeF& keâes veesleves peeleer
nw~ nefjÙeeCee ceW Yeele veesleves keâer jmce keâe yengle cenlke
nw~ meyemes hen}s YeeF& keâes efle}keâ }iee keâj leLee
veeefjÙe} osleer nw~ Gmekesâ yeeo YeeYeer Deewj yeÛÛeeW keâes
Yeer efle}keâ }ieekeâj veeefjÙe} osleer nw~

8yeerje vÙetletbieer Yeele meyesjw DeeFS js~
yeerje Yeekepe pewmeer ÛetvoÌ[er cesjer Yeer }eFS js~99

efkekeen kesâ efove YeeF& Deheveer yenve kesâ Iej Yeele
}skeâj Deelee nw~ yenve Deheves YeeF& keâe mkeeiele efle}keâ
}ieekeâj keâjleer nw Deewj YeeF& Deheveer yenve keâes ÛegvoÌ[er
Deewj iegÌ[ keâer Yes}er oskeâj jmce keâes hetjer keâjlee nw~
nefjÙeeCee ceW iegÌ[ keâer Yes}er osves keâer hejbheje yengle hegjeveer
nw~ hen}s iegÌ[ ner Ssmeer efce"eF&Ùeeb Leer pees meyekeâer hengbÛe
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ceW Yeer Leer Deewj «eeceerCe #es$eeW ceW Deemeeveer mes Ghe}yOe
Yeer nes peeleer Leer~ kener hejbheje Deepe Yeer efveYeeF& peeleer
nw~ Yeele Yejves keâer jmce YeeF& Deewj yenve kesâ DeÛÚs
mebyebOeeW keâes mhe<a keâjlee nw~ Gmekesâ yeeo YeeF& kesâ
Deeieceve keâer KegMeer ceW cebie} ieerle ieeS peeles nQ~ YeeF&
Yeer Deheveer yenve kesâ ef}S DeeYet<eCe, kem$e Deewj Yeer
Deveskeâ Ghenej }skeâj Deelee nw~

8yeneCe lesje YeFÙee Yeele }eÙee~ peerpeer S lesje
YeFÙee Yeele }eÙee~

Yej ieeÌ[eW #heÙeeb keâes }eÙee~ Kepeevee keâe
}Ì[keâe meeLe }eÙee~910

Yeele veesleves kesâ yeeo mes ner }Ì[keâer kesâ Iej ceW
megneie, keâeceCe, yevoÌ[er ieeles nQ leLee }Ì[kesâ keâer Meeoer
ceW yevoÌ[e Deewj mesnje mebyebOeer ieerle ieeS peeles nQ~
efkekeen mes heebÛe Ùee meele efove hen}s }Ì[keâer kee}s }ive
}skeâj }Ì[kesâ kesâ Iej peeles nQ~ 8peye }ive ceb[he ceW
yeVee yew"lee nw lees }Ì[kesâ Skeb }Ì[keâer he#e kesâ meeceves
}ive heÌ{e peelee nw leLee efkekeen keâer efÛeªer oer peeleer nw~
pees Yeer meeceeve Ùee vekeâo neslee nw, ken }Ì[kesâ keâer
Pees}er ceW [e}e peelee nw~911

}ive kesâ Dekemej hej heefjkeej, Deemeheeme leLee
ieebke keâer ceefn}eSb cebie} ieerle ieeleer nQ~ Fme Dekemej
hej meke&ØeLece oskeer oskeleeDeeW kesâ ieerle ieeS peeles nQ~
}ive kesâ yeeo mes ner }Ì[keâe Deewj }Ì[keâer keâes yeeve
yew"eÙee peelee nw efpemeceW meele megneefieve efm$eÙeeb nuoer
}ieeleer nw~ yeeve yew"eves kesâ yeeo }Ì[kesâ Deewj }Ì[keâer
keâes efkekeen lekeâ Iej mes yeenj peeves veneR efoÙee peelee nw~
}ive meceejesn kesâ }skeâj efkekeen lekeâ Deeme heÌ[esme keâer
ceefn}eSb ieerle ieeleer nw~ DeefOekeâlej ieerle yeVee, yeVeer
keâes efÛeÌ{eves kesâ ef}S ieeS peeles nw~ Fmekesâ De}ekee Iej
kesâ ØelÙeskeâ meomÙe mes mebyebefOele ieerle Yeer ieeS peeles nQ~

8yeVes kesâ cegKe hew Goemeer vee peeves yeVeer keâwmeer efce}sieer~

pew yeVeer efce} ieF& ieewjs-mes jbie keâer~ cenefÌHeâ} ceW
cesce meer }iesieer 912

 efkekeen kesâ efove }Ì[kesâ kee}s yeejele }skeâj peeves
mes hetke& otuns kesâ Éeje heeme kesâ cebefoj ceW hetpee keâjeF&
peeleer Leer Deewj ieebke kesâ ÛeejeW Deesj veeÛeles, ieeles ngS
heâsjer }ieeF& peeleer nw~ peye yeejele }Ì[keâer kesâ Iej hengbÛe
peeleer nw leye heâsjeW kesâ meceÙe }Ì[keâer kesâ Iej keâer
ceefn}eSb yeejeefleÙeeW keâes efÛeÌ{eves kesâ ef}S meer"Ces ieeleer
nw~ meer"CeeW ceW otune Deewj otuns kesâ heefjkeej keâes Kejer
Keesaer megveeF& peeleer nw~

8peerce Ûe}e peer peerce Ûe}e, pesyeeb ceQ Ûeeke}
Iee} Ûe}e

LeesÌ[e Ieeef}ÙeeW peerpee peer, vee Oeehee lees Deewj }eskeâ~913

keneR yeejele Deeves kesâ yeeo pees ceefn}eSb veke keOet
keâe mkeeiele keâjves kesâ ef}S Iej hej ner jn peeleer nQ kes
ceefn}eSb KeesefÌ[Ùeeb kesâ ieerleeW Éeje ceveesjbpeve keâjleer nw~
efpemeceW ceefn}eSb heg®<eeW kesâ keâheÌ[s henvekeâj DeefYeveÙe
keâjleer nw~

efkekeen ceW efkeoeF& keâer jmce meyemes cenlkehetCe& jmce
nesleer nw~ Iej ceW yesaer keâes oskeer kesâ meceeve mecePee peelee
nw Fmeef}S efkeoeF& mes hen}s }Ì[keâer Iej kesâ jmeesF&Iej
Deewj on}erpe hej Dehevee efmej vekeeleer nw Deewj ØeeLe&vee
keâjleer nw efkeâ Gmekeâer efkeoeF& kesâ heMÛeele Yeer Gmekesâ
ceeÙekesâ ceW DeVe, Oeve Deewj KegefMeÙeeb yeveer jns~

8DeheCee meemet- megmeje vew iebiee keâe veneCe
meceefPeS S,

nce lees yesaer Yespe oF&, Iej keâe mee keâece
meceefPeS S914

Fme ieerle ceW ceelee-efhelee }Ì[keâer keâes me}en os jns
nQ efkeâ Deheves memegje} ceW nj Úesas-yeÌ[s keâe mecceeve
keâjvee Deewj memegje} keâes Dehevee ner Iej mecePekeâj keâece
keâjvee~ efkeoeF& kesâ heMÛeele memegje} ceW veke keOet keâe ie=n
ØekesMe keâjeÙee peelee nw~ meeme meele Leeef}Ùeeb Skeâ ner
hebefòeâ ceW jKe osleer nw~ Ùeefo yent efyevee Deekeepe efkeâS
meejer Leeef}Ùeeb Fkeâªe keâj osleer nw lees Gmes Meeble mkeYeeke
keâer Deewj heefjkeej keâes peesÌ[ keâj jKeves kee}er ceeve ef}Ùee
peelee nw~ veke keOet keâe mkeeiele oskeer }#ceer kesâ #he ceW
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efkeâÙee peelee nw Fmeef}S Iej ceW DeVe Deewj Oeve keâes yent
kesâ Éeje mheMe& keâjeÙee peelee nw leeefkeâ DeVe, Oeve keâer
keâYeer keâesF& keâceer vee jns Deewj Fmeer kesâ meeLe veke keOet
keâes Iej keâer meejer efpeccesoejer meeQhe oer peeleer nw~ veke keOet
kesâ Deeieceve hej Ùen ieerle ieeÙee peelee nw efkeâ :

8cnejw meemet peer }eÌ[ }Ì[eFS, Ieer, iegÌ[, ceQ
neLe efokeeef}ÙeeW~

 cnejer efpe"eCeer }eÌ[ }Ì[eFS, iegÌ[, Ieer ceW
neLe efokeeef}ÙeeW~915

Gmekesâ yeeo kej-keOet ceefvoj ceW peekeâj Deeves kee}s
peerkeve kesâ ef}S ØeeLe&vee keâjles nQ~ veke kej-keOet kesâ Éeje
kegâÚ jmceW Yeer keâjeF& peeleer nw~ nefjÙeeCee jepÙe kesâ
«eeceerCe heefjkesMe ceW Fve jmceeW kesâ meeLe ner efkekeen
mebmkeâej hetje neslee nw~

Debeflece mebmkeâej ce=lÙeg mebmkeâej keâes ceevee peelee nw~
nefjÙeeCee ceW peye efkeâmeer ke=æ kÙeefòeâ keâer ce=lÙeg nes peeleer
nw leye Debeflece mebmkeâej kesâ heMÛeele ce=lÙeg kesâ ieerle ieeS
peeles nQ~ kesâke} ke=æ kÙeefòeâ keâer ce=lÙeg kesâ heMÛeele ner
Yepeve ieeS peeles nQ~ ce=lÙeg kesâ yeeo }ieYeie yeejnkeW
efove metlekeâ efvekeâe}er peeleer nw DeLee&le meeheâ meheâeF& keâer
peeleer nw Deewj Deelcee keâer Meebefle kesâ ef}S nkeve Yeer
keâjeÙee peelee nw~ nefjÙeeCee ceW peye heefjkeej ceW efkeâmeer
Yeer kÙeefòeâ keâer ce=lÙeg nes peeleer nw lees Gmekeâer efhelej kesâ
#he ceW DeejeOevee keâer peeleer nw~ ce=lÙeg kesâ yeeo }ieYeie
7 mes 12 efoveeW lekeâ ceefn}eDeeW Éeje ieerleeW Skeb YepeveeW
keâe DeeÙeespeve efkeâÙee peelee nw~ ce=lÙeg mebmkeâej kesâ meceÙe
ieeS peeves kee}s ieerleeW ceW Yeiekeeve Skeb ke=æ DekemLee keâer
efmLeefle hej kÙebiÙe keâjles ngS ieerle Meeefce} nQ~

8nj keâe DeeÙee nw yeg}ekee, nbmee ÚesÌ[ veiejer~
leskeâ [a keâw DeeFS jw yeg}ekee, ceeÙee heÌ[er

FKejer efyeKejer~916

 nefjÙeeCee ceW ke=æ kÙeefòeâ keâer ce=lÙeg hej Yeespe keâe
Yeer DeeÙeespeve keâjeÙee peelee nw~ ce=lÙeg Yeespe hej meYeer

efjMlesoej Skeb heefjkeej keâer GheefmLeefle ceW Iej kesâ keefj&
heg$e keâes heieÌ[er henveeves keâer jmce Yeer Deoe keâer peeleer nw~
heieÌ[er henveeves kesâ heMÛeele Iej heefjkeej mes pegÌ[s heâwme}s
Deewj Iej keâer meejer efpeccesoejer keâe efveke&nve Gmeer keâes
keâjvee heÌ[lee nw~

Fme Øekeâej }eskeâieerleeW kesâ Éeje ØelÙeskeâ #es$e kesâ

jerefle efjkeepeeW keâes mecePee pee mekeâlee nw~ pevce, efkekeen

Deewj ce=lÙeg leerveeW ner mebmkeâejeW keâer peevekeâejer }ieYeie

meYeer }esieeW keâes nesleer nQ~ Fvekesâ De}ekee Yeer yengle mes

}eskeâieerle nw efpememes keneb kesâ Keeve-heeve, ke=âef<e, henveekee

kesâ yeejs ceW peevee pee mekeâlee nw~ nj #es$e keâer Deheveer

De}ie hejchejeSb Deewj ceevÙeleeSb nesleer nw~ nefjÙeeCee

#es$e ceW Fmeer Øekeâej meYeer jmce efjkeepeeW keâe DeeÙeespeve

efkeâÙee peelee nw~

efkeâmeer }eskeâ kesâ Fefleneme keneb keâer mebmke=âefle, keneb

kesâ jerefle efjkeepe Ùee }eskeâ mes pegÌ[s hen}t }eskeâ meeefnlÙe

kesâ ceeOÙece mes peeveW pee mekeâles nQ~ }eskeâ meeefnlÙe keâe

Deeoeve-Øeoeve hen}s kesâ meceÙe ceW ceewefKekeâ #he mes

efkeâÙee peelee Lee hejbleg kele&ceeve ceW ceewefKekeâ kesâ meeLe

ef}efKele #he ceW Yeer ieerleeW keâe mebÛeÙeve efkeâÙee peeves

}iee nw~ efpemekeâe cegKÙe keâejCe Ùen nw efkeâ }eskeâ

meeefnlÙe kesâke} ceveesjbpeve keâe meeOeve ner veneR yeefukeâ

Deeves kee}er heerÌ{er keâes }eskeâ Skeb }eskeâ mebmke=âefle kesâ

cenlke keâes mecePeeves keâe Yeer ceeOÙece nw~ }eskeâieerleeW keâer

hejbheje Oeerjs Oeerjs }ghle nesleer pee jner nw~ Ùen nceeje

oeefÙelke nw efkeâ Deheveer }eskeâ hejbhejeDeeW keâes Fme lejn

mebpees keâj jKeW, efpememes Deeies Deeves kee}er heerefÌ{Ùeeb Yeer

}eskeâ kesâ cenlke keâes mecePe mekesâ~ kele&ceeve ceW Yeer Ssmeer

yengle meer mecemÙeeSb nQ efpevekeâe meceeOeeve }eskeâ ceW efÚhee

jnlee nw~ }sefkeâve nce }eskeâ hejbhejeDeeW keâes ØeeÛeervelee

Deewj #efÌ{keeefolee keâe Øeleerkeâ ceeveves }ies nQ~
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Abstract :

This study explores the character representations in the Basanta R�s, a sacred

Manipuri dance drama that enacts the divine love play of Radha and Krishna. Through

an analysis of the song lyrics and performances, this research examines how the

Sutradhari9s multilingual narration (Sanskrit, Bangla, and Brajabuli) enhances the

emotional depth and devotional engagement of the audience. The portrayal of Krishna,

Radha, Gopis, and Chandrabali in the Basanta R�s reflects their symbolic and spiritual

significance. Krishna9s depiction, adorned in divine attire with poetic descriptions of

his celestial beauty, highlights his role as the supreme deity and divine lover. Radha9s

luminous presence and graceful movements emphasize her unique status as Krishna9s

beloved, while the Gopis devotion underscores their yearning for spiritual unity.

Chandrabali introduces a dramatic tension that enriches the narrative. The study

argues that these lyrical and performative elements construct a deeply immersive and

transcendental experience, reinforcing the spiritual and cultural importance of the

Basanta Râs in Manipuri Vaishnavism.

Keywords :

Manipuri R�s L+la, Basanta R�s, Krishna, Radha, Gopi, Chandrabali

Introduction :

The 18th-century reign of Rajarshi

Bhagyachandra is considered a <Renai-

ssance= for Meitei Vaishnavism, marked

by a flourishing of Vaishnavite-themed

dance and music traditions in Manipur.

<Rajarshi Bhagyachandra9s by his own

initiative founded the three R�s forms of

Manipur-Maha R�s, Kunja R�s and Basanta

R�s, each embodying different aspects of

Krishna9s divine love play= (Danisana

161). These dances are performed are Shri

Govindaji temple and became integral to

Manipuri spiritual and cultural life. Later,

in the 20th century, two additional forms,

Nitya R�s and Diva R�s, emerged, further

enriching the Manipuri R�s tradition and

preserving its sacred legacy under subse-

quent monarchs. Rajarshi Bhagyachandra9s

influence laid a profound foundation for

Manipuri Vaishnavite culture, establishing
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a unique spiritual identity that continues

to resonate in the region.

<It is not easy to understand the Ras

dance of Sri Krishna until and unless the

hidden mystery construed in it, upon the

authority of the Shrimad Bhagawatam, the

authentic encyclopedia of the Hindu faith,

is not first understood= (Danisana 147).

Likewise, the narrative of a normal man

won9t be able to understand Basanta R�s

without an indepth analysis of its lyrics. One

distinctive feature of Basanta R�s is that

some verses from Gita Govinda by Jayadeva

are taken to make the song more meaningful

and vibrant. <The famous lyrical poet Sri

Jayadeva Mahakavi sings thus in celebra-

tion of this immortal episode.

Smaragala khandanang&&&dehi

padapallava mudaram=

(Danisana 167)

<The season of Basanta in the month

of Cahitra/Baisakh (Sanskrit) correspon-

ding to March/April in English calendar

and Lamda/Sajiphu (in Manipuri calendar)

is the most vibrant of the six seasons prevai-

ling in India. It is called spring in English=

(Danisana 168). Basanta R�s being one

of the five R�s forms celebrates the divine

love of Radha and Krishna through the art

of dance, music and poetic lyrics. Set

against the vibrant backdrop of spring, or

<Basanta,= Basanta R�s transports audien-

ces into the enchanting world of Vrindavan,

where the characters of Radha, Krishna,

and the Gopis (cowherd maidens) come

alive through symbolic attire, rhythmic

movements, and emotionally charged

storytelling. The Sutradhari singer, sings

in Sanskrit, Bangla, and Brajabuli, bring-

ing the spiritual themes to life and connec-

ting the audience deeply with the divine.

<Songs consist of music, language, and

cultural knowledge= (Ilari et al 203)

Objectives :

1. To examine the lyrical structure of

Basanta R�s.

2. To analyze the symbolic representa-

tion of Krishna.

3. To explore the character of Radha.

4. To explore the character of Gopis and

Chandrabali.

Methodology :

The methodology of this study on the

Basanta R�s dance tradition employs a

multi-faceted approach to capture the

intricate blend of spirituality, cultural

expression and natural symbolism inherent

in the performance. First, direct observa-

tion of live performances at the Shri

Govindaji Temple forms a foundational

aspect. Analysis of the thematic lyrics in

Sanskrit, Bangla and Brajabuli is a core

component, focusing on linguistic and

poetic aspects that convey emotional

depth and spiritual resonance.

The study also incorporates consulta-

tions with local scholars, performers, and

priests to gain contextual insights into the

religious significance and traditional

interpretations of the performance. Toge-

ther, these methods reveal the Basanta R�s

as a multi-layered cultural and devotional

art form integral to Manipuri Vaishnavism.

Appraisal of the Characters :

The lyrics of the song serve as a win-

dow to the storyline of Basanta R�s. The

Sutradhari, acting as the storyteller, sings

in three languages-Sanskrit, Bangla, and

Brajabuli. Through her emotionally charged

performance, she vividly brings to life the

divine play of Radha and Krishna in Vrin-
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davan. <Song lyrics have the power to

enhance emotions= (González 422). The

repetition within the verses emphasizes

their importance, drawing the devotees

deeper into the narrative. Each verse, rich

with devotion and emotion, transforms the

audience9s experience, making them feel

as if they are witnessing the enchanting

love play of Radha and Krishna, thus crea-

ting a powerful and immersive spiritual

experience. The characters and themes are

exclusively derived from the lyrics.

Krishna :

In Basanta R�s, Krishna is vividly

portrayed, especially in the Shri Govindaji

Temple. The Sutradh�ri9s song likens his

complexion to a blue diamond or a stormy

cloud, symbolizing divinity and transcen-

dence. His irresistible charm and passionate

nature captivate devotees, embodying

divine love. Draped in exotic attire, he

wears a Vanamala (garland), a Chura

(peacock feather), and a golden Dhoti,

radiating celestial beauty. His enchanting

aura draws all who witness him, evoking

devotion and admiration. Krishna9s prese-

nce transforms the R�s Mandap, making

it a sacred space where love, spirituality,

and artistry merge in a mesmerizing, divine

spectacle.

Jaya jayananda nandana gopijana

ballabhe

Jayachittamohan dhaama

(Sharma 46)

Each element of Krishna9s attire carries

deep symbolism. The Vanamala, woven

from forest blossoms, reflects his bond

with nature and duty to protect all beings.

The peacock feather enhances his divine

beauty, while the golden Dhoti signifies

his supreme, royal essence. Praised in

song, Krishna embodies triumph, love,

and devotion.

Meghapunjanindirbana bidyudaaba basak

Twancha jami bhagyachandra

praananath madhaba.

 (Sharma 48)

The description of Krishna9s dhoti

sparkling like lightning and pearls resem-

bling the line of a heron adds to the overall

imagery of his divine radiance and beauty.

It paints a picture of Krishna as a luminous

and enchanting figure. Krishna9s physical

attributes are also described in a captiva-

ting manner. His broad and solemn face

exudes a sense of strength and deep emo-

tion. His earrings adorn his happy face,

emphasising his joyous and playful nature.

The mention of gorgeous cheekbones and

a delightful sweetness on his face further

enhances the imagery of his divine beauty.

Radha :

In Basanta R�s, Radha holds a central

role, symbolizing divine love and grace.

She adorns herself in gold and green, her

kinkini bells resonating enchantingly.

Captivated by the rhythmic melody of

Krishna9s Noopur (Runu Jhunu), she finds

boundless joy. Her dance, fluid and exqui-

site, embodies devotion and elegance.

Among the Gopis, Radha shines as Krishna9s

most beloved, her radiance surpassing the

moon9s glow. She illuminates Vrindavan,

casting an ethereal brilliance. With Krishna,

she enhances the splendor of the R�s

Mandap, making it a celestial realm where

love and spirituality merge in a mesmeri-

zing symphony of movement and devotion.

Chandanabani nrityati mana

mohinidhani hai hai

Chandrabadani mriginatani

brindabaneshwari raita bhal
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Heri kata muruli anangga.

 (Sharma 51)

 The lord and the lady are also assu-

med to be two moons shining brightly.

Even the moon is afraid of their beauty.

Even the moon has no place to hide since

both of them shine brighter than the moon.

Gopi :

Gopis are depicted as deeply devoted

to Lord Krishna, with their hearts captivated

by the enchanting melodies of his flute.

This music on his flute is symbolic of

Krishna9s divine call that draws them away

from their homes and worldly attachments,

symbolising their yearning for a higher

spiritual connection. The Gopis are desc-

ribed as youthful and attractive women,

emphasising their physical beauty. How-

ever, their beauty is not just external; it also

reflects their inner purity and devotion.

The imagery of the Gopis parading

like a group of moons in a queue signifies

their radiant and pure presence. The

fragrance of the flowers and fruits along

their path symbolises the enchantment and

sweetness that surround them. Their com-

plexion radiates a silvery-white glow in

the moonlight, indicating their divine aura

and purity. They are portrayed as skilled

musicians who create melodies that

reverberate through the sky.

Sabahu jantra meli baaje kartali aare(2)

Brajaguwalini aare.

 Kiba sei hasta pada juger kapani

(Sharma 50)

They fan the divine couple, drape

garlands around their necks, and offer

flower bouquets at their feet. These actions

symbolise their profound dedication,

submission and eagerness to serve the

divine couple in every possible way. Their

devotion goes beyond the present, as they

aspire to remain devoted in their future

lives as well.

Aei pushpanjali aemana banja puri

Na shariba shee charane.

(Sharma 57)

Chandrabali :

Chandabali is a character present only

in Basanta R�s. She plays an important

role in making this play very dramatic. It

is her presence that adds up to an episode

called Radha maan, where Radha resented

seeing Chandrabali and Krishna dancing

together. He dances joyfully in an amorous

mood and surrounds Krishna. 

dekho chandrabali sange banamali

Heri muruchhi ananga.

(Sharma 53)

Conclusion :

The Basanta R�s embodies devotion,

artistry, and cultural identity, reflecting the

essence of Manipuri Vaishnavism. Through

song, dance and lyrical narration, it trans-

cends theatricality to offer a spiritual

experience. The Sutradhari9s multilingual

narration enhances emotional depth, while

Krishna, Radha, the Gopis and Chandrabali

symbolize divine love and spiritual yearn-

ing. Krishna9s celestial presence, Radha9s

grace, and the Gopis devotion construct a

narrative of transcendence. Chandrabali

adds complexity, portraying love9s human

nuances. Interwoven with Gita Govinda

and Vaishnavite texts, Basanta R�s remains

a cultural treasure, a sacred ritual that

continues to inspire devotion and connect

generations to its divine legacy.
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Abstract :

Ojapali is a traditional folk music form of Assam, India, known for its vibrant and

energetic performances that combine music, dance, and storytelling. Some expert and

historian agree that ojapali originated in assam during the 9th to 10th centuries, but it

become an important cultural form only in the 14th century. Over time, classical raga,

dance, and music blended with local tradition to develop the ojapali performance

style. There are mainly two most popular form alive in Darrang district: Byas ojapali

and Suknani ojapali. Byas ojapali or Byah gowa ojapali is epic based ojapali music

while, Suknani ojapali is non epic based ojapali music. According to the ojapali singers

both the ojapali form are the most ancient tradition of the ojapali singing.

Keywords :

Ojapali, Folk, Byas, Suknani, Assam.

1.0 Introduction :

Assam9s epic singing culture incorpo-

rates both written and oral traditions.

Ojapali is a traditional Assamese epic sin-

ging performance. Ojapali is said to have

originated with Arjuna, the third Pandava

of the Mahabharata. He introduced the art

of Ojapali, also known as Gandharba

Vidya, from the Devatas.1 The ojapali music

is presented by the lead singer known as

8Oja9, accompanied by supporting singers

as 8palis9, hence the term 8Ojapali9 who

together create this unique musical tradition.

Palis also includes a prominent singer,

called as Dainapali.

In Darrang, there are two primary types

of Ojapali. While they share many similar

elements in the performance but there are

notable differences in some aspects, in

terms of religious ideals, musical features

and its thematic content.

During the period of Assamese litera-

ture, the Assamese poets contributed Assa-

mese poetry, whereas traditional singers

composed Byas Sangit, musical tune

reciting epics tales from the Mahabharata,

Ramayana, Bhagavat, Puranas in local

language thereby spreading them among

the people which gave rise to the 8Byas
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sangit9 or 8Byas ojapali9.2  On the other

hand, Suknani ojapali is an oldest non-

epic ojapali form, based on folk myths.

The Suknani ojapali recites the song on

Hindu folk goddess of snakes Ma-manasa

from the Padma Puranas by Sukabi

Narayan Deva.

8Ojapali9 has no specific grammer like

Indian classical music but these songs has

distinct qualities and characteristics which

have been prevalent since ancient to the

present day.

1.1 Byas sangit or Byahar ojapali

music :

8Byas music9 or 8Byahar ojapali9 is a

predominantly margi and classsical music

tradition. The Byaspara of darrang is the

origin of this semi dramatic margiya sangit

form. In Byaspara, the Parijati vyasini,

Sarbananda Vyas and others initially popu-

larized this margi or traditional form of

music. Later, with the patronage of king

Dharmanarayan, the pride of darrang9s

gained a significant prominence. There

was a tradition of performing Byas music

during the Durga rituals and Jagor rituals

organized by the darrang king, at that time

the performer presented Malchi geet

holding the mudra or Tauryantrik yantra,

a royal symbol (made of metal), king

Dharmanarayan granted authority to his

daughter parijati and sarbananda vyas to

perform the classical form of Byas music

with its purest form during the ojapali

performance.3

The saint of Byas music, inherited by

Sarbananda Byas, have maintained pure

tradition of Byas sangit, so on the basis of

the tradition prelevant in the darrang, the

byas ojapali music is further divided as :

� Pure or traditional Byas ojapali music.

� Faringatiya or non-traditional Byas

ojapali music.4

1.2 Performing structure of Byas ojapali

music :

The Byas sangit is also known as the

89Panchanga Sangit99, this is because that

the performance of the Byas music is

based on the five elements (Panchanga

Prakaran).

For example :

1. Elements of Swar Sadhana (Note

practices) :

Swar sadhana is a musical process that

establishing the musical notes (Swaras).

The Swar sadhana is made with the letters

like - Ha, Ta, Na, Ri, Ritta etc.

Here :

Ha - indicates Ganapati,

Ta - represents Sada Siva,

Na - indicates Maha maya,

Ri - indicates Krishna and

Ritta - represents the Gandharvas.

The tune ascends from a lower to

higher notes. It is also called as the initial

practice of notes.

1. Five elements of customary sangit:

a) Guru vandana,

b) Patoni Geet

c) Vishnupada,

d) Sangitalap And

e) Jhuna.

After singing Swar sadhana, singers

presents a song known as guru vandana,

which generally sung in Gunjari or Bhra-

mari Raga.5 In the patoni geet, the essence

of byas music is expressed through rhythm,
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tempo, movement dance and hand

gestures. There is a saying in the Darrangi

language-

89Mukhe raag haste mudra

pawe dhore taal

mayur sadrish nase sehi ojah bhal996

Meaning : The Oja who accompanies

the mayur dance by playing the nepur

maintaining the rhythm of the palis and

knows how to sing the correct raga has

been recognized as a skilled Ojah A skilld

practitioner of Byas ojapali music is recog-

nized through the above saying. A skilled

practitioner of Byas ojapali music is

recognized through the above saying.

In the Vishnupada, the group perfor-

ming Byas music presents a pure form of

rhythm or melody. The performance

evokes a specific raga and the accompa-

nying dances respond in harmony. The

main theme is known as the 89Vishnupada

Thawar or carana99.

For example, sloka :

89Bola mukhe ram narayan

Hridoy chinta aruna charana99

or

Vinanda nagero re shyama rai ...

Taria kadamba tole muruli bojai ..

Govindai govindai govindai ee...

Hari moi pashilo sarana............7

2. Five elements of performance of

sangit :

The third sequence of Byas music is

89Sangit alap99. The 89Sangit alap is also

known as the 89Chaban bana99. Based on

the sequence and characteristics of the

song, the Sangitalap can be further divided

into five types.8

� Malita : The songs which describing

the origin and characteristics of the

Raga can be called as 8Malita9. It defines

tune and swaras and is the basic

structure of ojapali music tradition.

This can be compared to Ballad of

western music.9 Singing the Malita

highlights specific tonal and musical

quality with unique characteristics of

Raga and makes it easier for the

practioner to learn and remember the

swaras or notes of the Raga. 10

� Raga : After singing the Malita oja-

pali singer presents Raga Charan. In

byas ojapali raga is sung with the help

of Pada. There is a tradition of singing

each raga in 8Payar or 8Payar chanda9.

In byas ojapali there are seven levels

of Ragas.11

For example :

a) Swar sadhana and sur pratipadon

[swar or notes practice and pro-

duction]

b) Ghunni [representation]

c) Malita or Raga janmalap

d) Carana or Murchana [ascending

and descending series of the seven

notes or swaras]

e) Dhura [avaroh or descending]

f) Diha or sanchari [combination of

ascending and descending tones]

� Bana : In the Sangitalap, the perfor-

mance starts with a 89Bana99 (notes in

the higher range) followed by an Akhyan.

It is mentioning that Bana refers to

Raga,and both are interchangeable

terms. Bana considered as the Pada

which refers to the section of caranas

comprising the primary text and sung

relatively on a high pitch. Simply the
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pada sung in a high pitch is called as

<Bana=12

� Diha : Diha is a part of song based on

the stories of epics. It is said that the

Dhurva (main body of the song) of

classical music and diha are quite

similar. There are basically two types

of diha-Khola diha and Bandha diha.

Khola diha consists of twenty-three

and usage is generally observed with

a Akhyan in pada, that doesnot follow

a Bana or Raga Bana. While the

Bandha diha is sung with the Bana or

Raga Bana. 13. In the Diha the pitch

of the pada gradually land on a high

pitch to low pitch, it can be refered as

89Jaat99. 14

� Pada or Thoka : The fifth stage of

Sangitalap is Pada or Thoka which

also a sections of the song based on

the epic stories. In this stage ojapali

concluded the the part of the chapter

by singing in a fast pace with low

pitch. 15

4. Five types of Tala :

There are five types of talas used in

Byas ojapali music, such as :

� Chab tala:

� Chau tala:

� Jikari tala:

� Lecheri tala:

� Thoka tala:

The first accented beat is shown by

the symbol of x, second by 2 and 0 means

an unaccented beat.

For example :

� CHAB-TALA : There are two varities

of Chabtala 3 Chabtala I and Chabtala

II, Chabtala I is known as Tin teliya

or Tin cebiya Chabtala. It has a four-

beat cycle with three accented beats

followed by a one count rest. Chabtala

II is called as Eksebiya Chabtala, that

has a single accented beat of one count.

This single beat is repeated continuously,

later for the notation purposes it

represented as a two-beat cycle.16 For

example :

o Chabtala-I (a) Tuk  Tuk  s

  x       2    0

o Chabtala-I (b) Tuk Tuk Tuk s

  x     2      3   0

o Chabtala-II : Tuk   Tuk

   x      2

� CHAU-TALA : Chautala is a two-

beat cycle producing sharp resonating

sound followed by a dull non-resona-

ting sound. Notated text looks like :

Kham     Tuk

x            0

Chautala is basically presence in

Akhyans like 3 Pada, Chabi and Duladi

etc. This usually played at a slow

tempo, which can accelerate to the

fast tempo.17

� JIKARI TALA : Jikiri tala generally

follows the Chautala and it has a single

beat as 8Likiri9 arrangement. For nota-

tion it has been arranged into two beat

cycle, one count each. It is found in

the patoni geet and vishnupada.18

Likiri Likiri

    x     2

� LECHERI TALA : It has two vari-

ties 3 Lecheri I and Lecheri II, both

are played in a same way. It produces

two non-resonating sound followed

by a resonating one. Sequence of bols

looks like19:
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Lecheri-I  :  Tuk  Tuk  Kham  s  ss

    x       2      0

Lecheri-II :  Tuk  Tuk  Kham  s  s

    x       2      0

� THOKA TALA : Thoka tala is played

only in a fast tempo. It consists of two

beats of one count each. The measure

looks like

Kut 3 tum Kut 3 tum

x  2

It is mentioning that in the context of

Byas music, five types of talas are used

however, there is another type of talas used

in the religious section, in malchi geet and

vandana geet as well, which is known as

the 89 Rupahi tala99.

5. Five elements of the art of dance :

Byas ojapali music includes the five

dance forms along with the musical pre-

sentation, such as :

� Bulan (gati)

� Savan (drishti)

� Ora ( dehobhangi)

� Laya (combination of pitch and

quality of sound)

� Mudra or hand gesture

1.3 Raga-Raginis of Byas ojapali :

Byas ojapali music uses the following

Ragas forms: mallav, saranga, ahira, dulari,

borari, calana, pahari, kalyan, deshag,

suwai, dhanashri, karunya, srigandhar,

basanta, reli, courath, ramgiri, bhatiyali,

bhairavi, and malari,so on .20 This twenty

raga is used as < raga or bana99 in the sangi-

talap section. There are also eight different

ragas used in the guru vandana, patoni

geet, jhuna, and in the malchi section as

well, namely: Dihagara, syamgara, ganda-

giri, nata, sindhura, puravi, gunjari and

malchi. There is a total of twenty 3 eight

ragas used in the byas ojapali sangit.21

1.4 Swara of Byas ojapali :

Byas ojapali singer classify the swara

into Ghora (madhyalay), Mandra (mandra)

and Chara (tara). 22 Again, some active

performer classifies the swaras in the

following manner 23

a) Nabhi sura (navel swara ) - mandra

b) Nak sura (nasal swara ) - madhya

c) Talu sura (palatel swara) - tara

2.0 Musical aspects of Suknani ojapali :

2.1 Raga Raginis of suknani ojapali :

The uses of Ragas and Raginis cannot

be ignored in the Suknani ojapali music.

By and large, singers employ the follow-

ing Ragas in their ojapali music. The main

ragas used in suknani ojapali are24 :

a. Srimallar h. Dhanshri

b. Bharavi i. Ramgiri

c. Ahira j. Borari

d. Sribasanta k. Gandhar

e. Pahari l. Bhatiyali

f. Malgora m. Nata

g. Patamanjari n. Jhulna and so on.

2.2 Three laya (Rhythm) :

Suknani ojapali songs are also

presented in three types of laya (rhythm)

such as :

� Vilambit laya (slow)

� Madhya laya (medium)

� Drut laya (fast )

2.3 Tri -sur or three tune :

As like the byas ojapali music,

suknani ojapali songs also followed the

three distinct types of notes (sur) :
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� Nabhi sur or Garbha sur

� Gal sur or talu sur or madra sur

� Naksur or char sur

2.4 Talas of suknani ojapali music :

Like Byas ojapali music, suknani

ojapali music also has five types of talas.

� Bandha tala � Rupahi tala

� Duponi tala � Khuti tala

� Sitkoni � Malachi tala

� Chautala

The performance of Suknani ojapali

songs mainly presented in five parts,

therefore it is called as 89 Panchali99 sangit.

They are 25 :

a) Alap : In this stage singing begins with

alap as like Byas ojapali . The tune is

gradually rise from lower to higher

notes. Alap can be defined as 8 Swar

sadhana9.

b) Vandana : Same as Byas ojapali, van-

dana is sung after swar sadhana or

alap in Suknani ojapali too. But here

songs are presented from the mytholo-

gical stories of Padma purana.

c) Diha : It has been already mentioned

above, suknani ojapali singers perfor-

med a song based on Padma purana,

with Diha as the first part after the

Vandana.

d) Pada : In the next section as stated

above Pada, also based on the subject

of devi Padma or Manasa and other

mythological stories like beula lakhin-

der. In between the pada the different

style of singing variation like- Dhura,

Bana, Valya, Khiyali are presented.

e) Upasanhar : Upasanhar refers to the

concluding songs of Suknani ojapali

performance.

Conclusion :

The ojapali music is a sacred cultural

heritage of assamese folk culture,combines

songs, dance, instrumental music, acting,

featuring both desi (folk) and margi (class-

ical) qualities. Suknani ojapali and Byas

ojapali music performances are such a

devotional music form, having rich cultural

experiences that rooted in tradition and

society. This music form consists of six

ragas and they have six raginis of each.

This leads to the saying six ragas and thirty

six raginis . Among these thirty-six, only

15/16 are currently prevalent. From this

concept we can understand that this music

form has used the fix and clean rules of

raga-raginis and other elements of indian

classical music as well. Despite its ancient

origins ojapali music continues to main-

tain its margi and desi traditions. The

ministry of culture provides artist pension

and grants to promote ojapali music, but

many artists mainly from the rural areas,

face difficulties due to lack of financial

stability and education. There have been

specific steps to reintroduced this exclusive

yet obscure art to the new generation, it

offers a glimpse of hope for the future of

both the art form and society. We should

work to protect this music form before it

faded into history.
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Abstract :

The origin of the baul cult in Bengal, nay the entire Eastern part of the Indian

subcontinent dates back almost a thousand years and the harbingers of the propagation

of its theme, the bauls or more precisely the wandering minstrels are known for their

altruistic endeavours in the diffusion of universal brotherhood irrespective of caste,

creed, or religious faith. The author has tried to establish this basic approach of the

baul cult with conspicuous views of Tagore on this issue, who rendered a vigorous

and profound support to these trovatores in an unequivocal language by his own

lyrical compositions of baul songs, declaring them as the balladeers of peace, social

harmony and fraternity amongst people overriding any kind of bigotry and dogmatism.

The author concludes with the view that they have always been conscious to reflect

the social woes and angst of the people through the chanting of their humanistic views

holding the Ektaras in their hands.

Keywords :

Baul, harbinger, bigotry, harmony, altruistic.

1. Introduction :

The essence of the concept of the

songs of bauls has been recognized as the

message of <universal love= by no one else

than Tagore (Bandopadhyay[1], 209) who

on being deeply moved by the profundity

of the messages of the simple wandering

minstrels, realized the missive of these

folklores as the incessant quest for the

<Man of the Heart= (Bandopadhyay[2],

215). In his article entitled, <An Indian

Folk Religion=, Tagore[3] published the

translation of a song composed by one of

the famous Bauls (Gagan Harkara), which

manifests the true yearnings of the bauls

engaged in the process of salvation of the

soul. A relevant fragment of the translated

song reads as follows:

<Where shall I meet him, the man of my

heart? He is lost to me, and I seek him

wandering from land to land.
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I am listless for that moon rise of

beauty, which is to light my life.

Which I long to see in the fullness of

vision, in gladness of heart.=

The Bauls are believers in the concept

of <Dehatawta= which conveys the idea

of the spirituality imbibed inherently inside

the human body and they seek the man of

their heart in the precincts of their own

corporal abode and spread the message of

the religion of man in their own simplistic

language through songs carrying the message

of humanism. The Bauls are not in the

habit of sticking to the traditional dogmas

of religion instead they carry the mantel

of non-conformism in their efforts to get

assimilated with the man of their heart.

The origin of the word Baul can be traced

to the words <Vatul= and <Vayakul= (Das,

Subhamoy[4]) carrying the significance of

lunacy or craziness and a strong propen-

sity for being united with the supreme

being by harnessing the quest in one9s

physical entity which according to their

school of thought is the eternal domicile

of God.

In this context it is worth mentioning

that on being impressed by the profundity

of thought, melody of the tunes and a uni-

versal humanistic appeal, the UNESCO

in 2008 has included the Baul songs in its

list of <The Representative of the Intelli-

gible Cultural Heritage of Humanities[5]=.

The inherent humanism of the Baul songs

held beyond the periphery of the various

religious groups that dominated the Indian

society, attracted the intellectuals of the

nineteenth century Bengal and started

gaining its due importance initiated by

Kangal Harinath Mazumdar, Sarala Devi,

Indira Devi that culminated in its attain-

ment of a lofty platform through the deep

appreciation of Tagore who drew lot of

inspiration in his creation of his wonderful

lyrics from the thoughts of the Baul com-

posers (Zakria[6], Baul).

2. Initiation and dissemination :

The initiation of the Baul cult, probably

dates back to the era of caryapadas, the

most ancient version of Bengali songs

propagated by the wandering minstrels

who roamed around the corners of Bengal

almost thousand years back (Bauls of

Bengal, MU[7] 309).

Under the patronage of the rulers of

the Pala dynasty, the Buddhism flourished

in Bengal with a large number of believers

(Bhattacharya [8], Bela, Shodhganga,

Buddhism in Ancient Bengal, chapter -II).

It is also obvious from the evidences put

forward by Bhattacharya [9], that the

Buddhism in Bengal during the Pala

dynasty gradually got stabilized into the

<Mahayana structures of mysticism which

are known as Vajrayana and Tantrayana=

which contributed to strengthen the influ-

ence of the mysticism inculcated into the

concept of the Baul cult into which there

occurred a great influx of the Buddhists

and impact of mysticism was colossus in

view of the fact that it <dealt with certain

metaphysical problems which had greater

attraction for religious man= (Bhattacha-

rya[10], Shodhganga, p.44-45). During the

domination of the Sena dynasty beginning

the middle of the twelfth century, although

the cult of Brahmanism gained ground

under the patronage of the rulers, the

Buddhism did not undergo a total demise,

but followed a trajectory of steady decline

in the thirteenth century (Bhattacharya[11],

Shodganga, 50-53). With this perspective
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of the historical journey of the people of

Bengal, the growth of the Baul cult can

be analyzed which had its root in the

Buddhist Tantric Movement that laid its

conviction on the <belief that realization

of absolute was possible through the non-

duel state of union of the female and the

male aspect of the absolute prajna

(wisdom) and <upaya= (method)= and as

a consequence of this movement, the

society, witnessed a spurt in the <growth

of enormous Tantric literature in Sanskrit

and mixed Sanskrit in eastern part of India

especially in Bengal.=( Bhattacharya[12],

Shodganga, 53). As a result of the chang-

ing order of the sponsorship triggered by

the ascent and descent of political hiera-

rchies, the <Tantric Yogis & adopted many

Saiva-Tantra elements in their personal

ideology= which resulted in the birth of

many mixed cults in eastern India such as

<Kaula, Natha, Avadhuta, Sahajiya and

Baul= (Bhattacharya[13], Shodganga, 56,

57). The Bauls who have emerged from

the Sahajiyas amply demonstrate in their

lyrics that <their thought and songs are based

on the elementary Buddhist principles of

Anitya, Dukkha and Anatma= (ephemeral,

mournfulness and soul or spirit) (Bhatta-

charya[14], Shodganga, 58). Apart from the

trends created by Tantric Buddhism, the

Bauls also follow the ideology of Vaish-

navism and there is a third group consist-

ing of the minstrels who have embraced

Islam and are found abundantly in the

eastern part of Bengal, now known as

Bangladesh.

The two dominant distinguishing

features of the Baul cult adheres to the

cultivation of rupa and swarupa (Kar[15],

6) where the former refers to the corporeal

entity and the latter brings in fore the mind

engaged in the process of Sadhana (the

process of searching the omnipotent and

omnipresent eternal entity) which involves

rigorous deliberation in the attainment of

spiritual consciousness through the body

in which the power of cerebration has

found its permanent abode and induces the

Sadhak (person engaged in the process of

salvation) towards grasping the state of

selfless, sheer unsullied love and dedica-

tion to the supreme soul turning the love

that originates from human body into

transcendental love for amalgamation with

the divine soul. This process of cerebration

in God is open to all sects and due to its

indifference to adherence to any particular

religious faith, the Sadhaks have merged

into a community irrespective of class,

caste, religious or communal group. The

amalgamation of the individual and the

supreme being is also a reflection of the

thoughts propounded in the Upanishad

(Kar[16], 8), which goes to reverberate with

the concept of <I am He= (So aham).

Yet another influence that has molded

the cerebrations of the Baul Gurus in

Bengal is Sufism which has already made

a deep-seated route in Northern India.

Haq[17] in his article in his bid to trace the

origin of Sufism in Bengal elucidates the

concept of Sufism stating that <The word

Sufi is derived from the Arabic word 8safa9

meaning purity. Sufism worked for the

purification of the human soul (nafs) by

cleansing the spiritual heart (qalb) to give

it a mirror-like transparency for the reflec-

tion of Almighty9s love (Ishq). As one of

the mystic corollaries of Islam, Sufism

helped illuminate the spirit (ruh) by

emptying it of egoist drives and filling it
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with Allah9s attributes (Zekr) and to comp-

lete the journey of life with absolute puri-

fication=.

But findings of Mokammel[18] go on

to establish that Sufi saints (Aulias) in their

bid to popularize the religious concepts

showed flexibility and adopted the preva-

lent ritual practices and did <incorporate

quite a few meditational practices of pre-

modern Bengal into their own rituals, &,

Lalon Fakir perhaps being the most out-

standing one among them,= depicting the

<syncretic assimilation=.

Lalon was unique in dissemination of

his generous ideas with a universal appeal

of humanism by combining the dual sys-

tem of abstruse and recondite discussions

as well as by the rendition of the songs in

mysticism in simple comprehensible lan-

guages evading completely the jargon of

high-sounding words but with subtle use

of metaphors that have assumed an immor-

tal dimension of idiomatic usage in the

discourses on sublime greatness and mag-

nanimity of the divine being. The eternal

quest of the Supreme Being is manifest in

the theme of his universal famous song,

<khanchar vitor achin pakhi9 (the unknown

bird in the cage), which reflects the idea

of ignorance of the human being to appre-

ciate the presence of supreme power resi-

ding in his corporeal being and inability

to get absorbed in the man of heart. A

translation by Mukherjee[19] of the lyric

would probably decipher the esoteric

meaning of the concept of Baul cult to get

imbued with the inner feelings of the saintly

poet :

TRANSLATION (Mukherjee)

Look that unknown bird in the cage,

 Flies in and out; but how?

Catch it, if I could ever,

Fetter it I would forever.

Look that unknown bird in the cage, 

Flies in and out; but how?

Engrossed in the desire of the cage

you dwell, O mind! &

The cage being made of raw bamboos,

O Will collapse one day the cage,

O mind!

Laments Fakir Lalon, and asks,

It flies in and out; but how?

Look that unknown bird in the cage, 

Flies in and out; but how?

In his simplistic style of narrating the

essence of the theory of the Baul philoso-

phy, Lalon has used numerous metaphoric

uses of common words insinuating at the

supreme being by such expressions as

<achin pakhi (unknown bird)=, <moner

manush (man of the heart)=, <adhar manush

(man unbound)= in his compositions of

lyrics through which he tried to unravel

the message of attaining proximity to the

Almighty renouncing the differences among

faiths, creeds or castes. In this particular

song, the poet indicates in a subtle manner

that the Divine being, nay the unknown

bird is in the habit of frequenting the cage

(khancha), but he fails to understand how

and when he comes in and escapes

(alluding to the birth and death of human

being) and had he been able to catch it, he

would have chained him by putting the

manacle made of his thought of devotion

or in other words he has expressed the

basic idea of the Baul concept that the cage

is nothing but his body where He (the

Almighty) resides but he fails to perceive

his presence in his body and soul.
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Then it goes, <Lalon Laments : 8O

mind you are deluding in your dependency

on the Cage, your cage is destined to doom

someday.9, a message that reminds the

human beings about their eternal destiny

of doom and demise and becoming an

indistinguishable part of the boundless

universe.

 Thus, it emerges that the spiritualism

in the baul cult gets transformed into the

cult of the emancipation of the human

being leading him into the state of broader

universal perspective where the constraints

of ritualism cannot prove to be a barrier

to universal brotherhood.

3. Baul Songs in Modern Era :

In the late nineteenth century Tagore[20]

became instrumental in bolstering the

image of the poor folk singers of baul cult

of Bengal as he found in their simple lan-

guages of the lyrics the message of search

for the <Man of the heart= and a universal

brotherhood and amity (Tagore, chap. IX,

Religion of man.). In his inimitable style,

Tagore puts his feelings on listening to a

song rendered by a poor beggar revealing

the essence of realization of the religion

of man:

It spoke of an intense yearning of the

heart for the divine which is in Man and

not in the temple, or scriptures, in images

and symbols. The worshipper addresses

his songs to Man the idea and says:

Temples and mosques obstruct thy

path,

and I fail to hear thy call or to move,

when the teachers and priest angrily

crowd round me.

He does not follow any tradition of

ceremony, but only believes in love.

According to him

Love is the magic stone, that trans-

mutes, by its touch, greed into sacrifice.

Glaysher, Frederick[21], in his revealing

essay on Tagore, entitled, The Poet9s Reli-

gion (of Rabindranath Tagore) (pp.5),

quotes Tagore as stating :

<& We try to realize the essential unity

of the world with the conscious soul of

man; we learn to perceive the unity held

together by the one Eternal Spirit, whose

power creates the earth, the sky, and the

stars and at the same time irradiates our

minds with the light of a consciousness

that moves and exists in unbroken

continuity with the outer world.=

The eternal message of getting absor-

bed into the infinite spirit of the boundless

universe

has been amply reflected in different

Baul songs of Tagore as presented by

Nilofar Yasmin[22,23] who quotes the Baul

proverb as follows:

A citation from Yasmin[24] will further

corroborate the yearnings of Tagore in the

Baul songs which are engaged in the

eternal quest of truth elaborating the

concept of <Dehatawtta=:

The translation of a famous song goes like

this :

MY beloved is ever in my heart

That is why I see him everywhere,

He is in the pupils of my eyes

That is why I see him everywhere.

I went far away to hear his own words,

But, ah, it was vain!
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When I came back I heard them

In my own songs.

Who are you who seek him like a beggar

from door to door!

Come to my heart and see his face in

tears of my eyes! (Gitabitan.net)

Enchanted by the message of peace

and spiritualism preached through the

simple language carrying the profundity

in thoughts of the lyrics of the poor mendi-

cants of the Baul cult, Tagore relentlessly

asserted his efforts to propagate the themes

of the Baul songs in the international

forum (Yasmin[25]) and also launched baul

programs in the annual fair that is held in

Santiniketan.

In this connection, it deserves special

mention of the fact that Tagore was deeply

influenced by Navani Das Baul (Khayapa

Baul or the mad Baul) and held him in

high esteem for the hidden philosophy of

philanthropism and universal brotherhood

propagated through the simple lyrics and

compositions of the latter and treated him

both as one of his friends as well as his

<Guru= as is revealed by Sandra26 Trishul

Das in the article titled, <Nabani Das Baul

& Rabindranath Tagore=.

And by his own admission27, Tagore

declared himself as a baul in his famous

Hibbert Lecture, Oxford, 1930, as he stated

in his discourse,

<That is why, brother, I became a

madcap Baul. No master I obey, nor

injunctions, canons or custom. Now no

men-made distinctions have any hold on

me, and I revel only in the gladness of my

own welling love. In love there9s no separa-

tion, but commingling always. So I rejoice

in song and dance with each and all.=

The above sayings are enough to

understand the essence of the Baul cult in

Bengal which has been enjoying the

prestige of being a part and parcel of the

Bengali folk culture for about the past one

thousand years.

4. Conclusion :

Apart from what has so long been

stated about the universal spiritualism of

the Baul songs, the lyrics of the Baul songs

are presently being analyzed from the

perspective of the socio-historical dimen-

sions of metaphors (Mukharji, Manjita[28]).

Mukharji has demonstrated the inimitable

style of the lyrics of Baul minstrels with

copious usage of boat, steamer and railway

described as <Transportational Metaphors=,

utilized by the baul lyricists to describe the

common man9s trauma beginning mid-

nineteenth century. These metaphors have

their routes in the real-life disasters that

struck society causing enormous hardship

and sufferings of the people and such suffe-

rings have been reflected by the lyrics expo-

sing the hazards of human life. Mukharji

has been able to show how the baul minst-

rels also spoke about the <Changing Agra-

rian Power-Relations and Everyday Peasant

Resistance, Criminality, Colonialism and

the Home in Early Colonial Rural Bengal=

imposed by the foreign rulers throughout

India suppressing the aspirations for the

basic human needs for survival.

Bhattacharya[29], Bela has summed up

the contribution of the philosophical trait

of the Baul cult in her outstanding work

on <Buddhist studies and culture in West

Bengal= stating that:

The Bauls are still now found in West

Bengal and with a minute study we can

discover that their thought and songs are
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based on the elementary Buddhist prin-

ciples of Anitya, Dukkha and Anatma

(ephemeral, mournfulness and soul or

spirit) we may now come to the conclusion

that Buddhism did not entirely disappear

from Bengal, but it transformed itself into

those living forces, which encouraged

and guided the religious and literary life

in Bengal for centuries even after the

disappearance of its distinctive features.

(Bhattacharya[30], Bela, 58-59.)

The baul minstrels have captured the

hearts of the millions in Bengal and beyond

its boundaries in their undaunted and

unadulterated attitude in revealing the

afflictions of the common people apart

from their time old tradition of composing

melodious lyrics in mysticism with the

goal for an ever-vibrant search for the Man

of the Heart. It is this charisma of the baul

cult which has made it possible to survive

through the upheaval of centuries down

the path of history without suffering any

change in its basic approach of the process

of cerebration over the concept of the

<Man of the Heart= and their solidarity

with the people of all the strata in the

society, despite the political and social

turmoil that have engulfed Bengal for

centuries.
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efyenej kesâ efkekeen mebmkeâej ieerle
mkejeOevee Øees. DeespesMe Øeleehe efmebn
MeesOeeLeer&, mebieerle efkeYeeie mebieerle efkeYeeie
efou}er efkeÕeefkeÅee}Ùe efou}er efkeÕeefkeÅee}Ùe

meejebMe

Yeejle Skeâ efkeMee} osMe nw, efpemeceW De}ie-De}ie jepÙeeW keâer Deheveer }eskeâ hejbhejeSB nQ~ Fve jepÙeeW ceW mes
ner, Skeâ jepÙe 8efyenej9 jepÙe nw~ efyenej jepÙe keâer }eskeâ mebieerle hebjheje yengle Oeveer nw~ ceeveke peerkeve kesâ mebmkeâej
mes pegÌ[e ngDee ieerle-mebieerle yengle efkemle=le nw~ GvneR mebmkeâejeW ceW mes Skeâ yengle cenlkehetCe& mebmkeâej nw 8efkekeen
mebmkeâej9~ efkekeen mebmkeâej ceW efkeefYeVe jmce efjkeeÌpe nesles nQ, Gmeer :eâce ceW Gvekesâ Deveskeâ ieerle Yeer~ Fme meboYe& ceW
efkekeen mebmkeâej kesâ efkeefYeVe jmceeW ceW ieeS peeves kee}s ieerleeW keâe meceer#eelcekeâ efkekesÛeve nw~

yeerpe Meyo :

efyenej, ueeskeâieerle, mebmkeâej ieerle, ueeskeâ hejchejeÙeW~

efkeâmeer Yeer #es$e efkeMes<e kesâ }eskeâ mebieerle keâe meerOee
mebyebOe keneB keâer mebmke=âefle Skeb mebmkeâejeW mes neslee nw~
mebmkeâej Skeb mebmke=âefle Skeâ otmejs mes hejmhej pegÌ[s ngS
nQ, keäÙeeWefkeâ keâe}eblej ceW efkekeâefmele mebmkeâejeW keâer hejbheje
ner mebmke=âefle yeve peeleer nw~ efkeâmeer Yeer #es$e keâer }eskeâ
mebmke=âefle lelmecyevOeer jerefle efjkeeÌpe leLee mebmkeâejeW keâer
heefjÛeeÙekeâ nesleer nw, Deewj keneB keâe ØeÛeef}le }eskeâ
mebieerle Gme }eskeâ mebmke=âefle keâes Øeefleefyebefyele keâjlee nw~
}eskeâ mebieerle keâe pevemeeOeejCe kesâ peerkeve mes ienje
mebyebOe neslee nw leLee peerkeve kesâ efkeefYeVe cenlkehetCe& IeaveeDeeW
leLee mebmkeâejeW kesâ Dekemej hej ØeÙeesie efkeâÙee peelee nw~

YeejleerÙe }eskeâ mebmke=âefle DelÙeble mece=æ nw~ Fmekesâ
}eskeâ mebmke=âefle hejbheje ceW efkeefYeVe ØeosMeeW kesâ mebkeâejeW mes
pegÌ[s ieerle megveves keâes efce}les nQ~ mebmkeâejeW keâer kegâ}
mebKÙee 16 ceeveer ieF& nw~ FveceW mes ner Skeâ cenlkehetCe&
mebmkeâej 8efkekeen mebmkeâej9 nw~ Fmeer :eâce ceW efyenej Skeâ

Ssmee ØeosMe nw peneB kesâ }eskeâ mebmke=âefle ceW Deveskeâeveskeâ
ieerle efkeefYeVe DekemejeW hej ieeS peeles nQ~ efyenej ceW
Deiej efkekeen mebmkeâej keâer ieerleeW kesâ yeejs ceW yeele keâjW
lees, efkeefYeVe jmce efjkeepeeW kesâ :eâce kesâ Devegmeej ner ieerleeW
keâe Yeer :eâce neslee nw~ kej {tBÌ{ves mes }skeâj efkeoeF& kesâ
yeeo ogunve keâes ieeÌ[er ceW mes Gleejves DeLekee ieewvee
keâjeF& kesâ jmceeW kesâ Yeer ieerle efce}les nQ~ efkekeen mebmkeâej
ceW keâF& jmce efjkeepe nesles nQ, efpemekesâ keâejCe nceW keâF&
ieerle megveves keâes efce}les nQ~ Fme meboYe& ceW efkekeen keâe}
kesâ jmce ke Gvekesâ ieerleeW keâe Gu}sKe nw~

mebPee ieerle : peye efkekeen keâer leejerKe keâjerye Dee
peeleer nw, leye Iej kesâ Deeme heeme keâer ceefn}eSB keâvÙee
kesâ Iej Meece ceW mebPee ieerle ieeleer nw~ Deeceleewj hej mebPee
ieerle efkekeen mes hen}s heebÛe Ùee meele efove ieeS peeles nQ~
Ùen ieerle Fme Øekeâej nw :
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peieocyee DeneR Deye}cye ncej, ns ceeÙe DeneB
efyeveg Deeme keâkeâj~

pees ceeÙe DeneB ogaKe vew megveyew, le peeÙe keâng
keâkeâje keânyew~

osKet nce heÌ[} Úer yeerÛe Yebkej, ns ceeÙe DeeneB
efyeveg Deeme keâkeâj~991

ceeÌ[es ÚkeeF& : efkekeen mes Skeâ-oes efove hen}s
ceb[he }ieeÙee peelee nw~ Ùen njs keâÛÛes yeeBme keâe neslee
nw~ Ùen jmce heeBÛe kewkeeefnle heg®<e keâjles nQ~ Fmekeâe ieerle
Fme Øekeâej nw :

njs njs njs oeoe, yemekee keâaF&n, TBÛes TBÛes
ceÌ[kee ÚkeF&n nes~

TBÛe TBÛe ceÌ[TDee lej yeF"ern nes oeoe,
mepeve }esie Úskeâ}s ogDeej nes~992

ceeaer keâesÌ[vee : nuoer mes hen}s ceeaer keâesjves
keâer jmce nesleer nw~ FmeceW Iej keâer ceefn}eSB efceóer
keâesÌ[keâj Iej kesâ oskelee hej ÛeÌ{eleer nQ, Deewj efveefke&Ive
efkekeen mecheVe nesves keâer keâecevee keâjleer nw~ Fme Dekemej
hej ieeS peeves kee}s ieerle ße=bieej jme kesâ nesles nQ, Deewj
LeesÌ[s DeM}er} Yeer~ Fmeer keâejCe mes Fme jmce ceW heg®<e
veneR nesles nQ~ Fmekeâe ieerle Fme Øekeâej nw :

keânkee kesâ efheÙej ceeaer, keâneB kesâ kegâoej ns...
keânkee kesâ heeBÛe megneefieve, ceaer keâesÌ[s peeme ns~

Úheje kesâ efheÙej ceeaer, Deesner kesâ kegâoej ns...
DeesFpes kesâ heeBÛe megneefieve, ceeaer keâesÌ[s peeme ns ...~993

keâ}mee OejeF& : nuoer kesâ jmce mes hen}s ceb[he
ceW keâ}Me jKee peelee nw, Deewj Gme keâ}Me kesâ Thej
les} keâe oerhekeâ pe}eÙee peelee nw~ Fme Dekemej hej
ieeÙee peeves kee}e ieerle nw :

keâÙe iegves keâ}mee ns, keâÙe iegves Yeej, yees} ns
keâ}mekee ns, kesâ }sle Yeej~

Úke iegves keâ}mee ns, veke iegves Yeej, yees}efOe
peveFÙee efjKeer nce }syees Yeej~~994

}ekee YegveeF& : }Ì[keâer he#e leLee }Ì[keâe he#e,
oesveeW kesâ ÙeneB }ekee YegveeF& keâer jmce nesleer nw~ Ùen jmce
}Ì[kesâ/}Ì[keâer keâer yenve ke peerpee keâjles nQ~ Fme Dekej
hej ieeves kee}e ieerle :

Oeeve os o vee, nes YeeYeer Oeeve os o vee~ }ekee
YegBpeyeF& ceÌ[TDee YeeYeer Oeeve os o vee~
ceeefaÙee kesâ Ûegunkee hes }ekee veener heâtBaer~
meesvekee kesâ Ûegunkee ceBieeF& kesâ oFoke~995

nuoer : kej he#e Deewj keâvÙee he#e oesveeW kesâ Iej
nuoer keâer jmce nesleer nw, efpemeceW }Ì[keâe/}Ì[keâer oesveeW
kesâ hetjs Mejerj kesâ Thej nuoer Deewj Gyeave }ieeÙee
peelee nw~

Fme Dekemej hej ieeves kee}e ieerle nw :

keâewves yeeÌ[er Ghepes ns keâeBÛeer js njefoÙee
keâewves yeeÌ[er Ghepes heekeâ} heeve ns ...

KetÌ[er yeeÌ[er Ghepes }e keâeBÛeer js njefoÙee
hevenefjÙee yeejer Ghepes heekeâ} heeve ns~~996

ceele= hetpeve : Fme jmce ceW }Ì[keâer kesâ ceelee-
efhelee, peesÌ[s ceW yew"keâj ieewjer ieCesMe peer keâer hetpee keâjles
nQ~ ken Fme hetpee kesâ ceeOÙece mes Deheves hetke&peeW Skeb yeÌ[eW
keâes Ùeeo keâjles nQ~ Fmekeâe ieerle Fme Øekeâej nw :

cebie} kesâoelee jTDee efyeieÌ[er yeveeF& oer, ieTjer
kesâ }}vee nceje Debievee ceW DeeF& peer

Deemeve }ieeF& Deekesâ meesYee yeÌ{eF& peer, ieTjer kesâ
}}vee nceje Debievee ceW DeeF& peer~997

venÚt veenkeve : kej keâes mveeve keâjeles meceÙe kej
kesâ mej mes efiejelee ngDee heeveer keâes Skeâ IeÌ[s ceW Skeâef$ele
efkeâÙee peelee nw, ke Gmeer heeveer mes keâvÙee keâes mveeve keâjkeeÙee
peelee nw~ Gme Dekemej hej ieeves kee}e ieerle nw :

peye heie ÚgDe}keâ veGefveÙeeB peÙe peÙe keâng efmeÙee kesâ
}Úceer efyejepes efnjoe ogkeej peÙe peÙe keâng efmeÙe kesâ

Skeâ veesn efÚ}}s ogmej veesn efÚ}}s, peÙe peÙe
keâng efmeÙe kesâ
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agkesâ agkesâ efmeÙe cegBn leekesâ, peÙe peÙe keâng efmeÙe
kesâ~~998

kem$e OeejCe kesâ ieerle : yeejele efvekeâ}ves mes
hen}s peye kej peesÌ[e henvelee nw, leye ieerleeW ceW ëe=bieej
Deewj nemÙe jme keâer ØeOeevelee jnleer nw~

DeF& peiekee kesâ YetKe} keâkeve ot}e#, pecekee }sF&
heefnjs} nes DeF& peerpee keâes keâkeve jece pecekee heefnjekes}
nes~999

ceewj yeeBOeles meceÙe kesâ ieerle : peye }Ì[keâe kem$e
henvekeâj lewÙeej nes peelee nw, leye ceewj yeeBOeves keâer jmce
nesleer nw~ Ùen jmce }Ì[kesâ keâe peerpee keâjlee nw~ Fme
Dekemej hej ieeS peeves kee}e ieerle nw :

veefoÙee efkeâveejs }ne}ner ogefYeÙee Ûej}s
meesjefnÙee kesâ ieeÙe js

Deesefn js yeÚgjkee kesâ ieYe# yeveke}s efheÙee}s
keâaesjyes otOe ns

ogOekee efheDeFles yeeyet DePegjer hemeejs, ceebie}
ceGjer iegBLeeÙe ns

nesS o efyeneve hen-heâas o og}#Dee yeefme peFnW
menj yepeej ns~~9910

Fce}er Ieesavee : Ùen jmce kej he#e ke keâvÙee
he#e oesveeW kesâ ÙeneB neslee nw~ Fme jmce keâes }Ì[keâer/
}Ì[keâe kesâ ceecee keâjles nQ~ Fmekeâe ieerle nw :

heeBefÛeiees he}TDee ef}n}s veTDee yeÌ[s keâeÌ{ peer
keâneB yeeveer Deeheve ceecee, Fce}er IeeWaeF& peer~9911

heefjÚekeve kesâ ieerle : peye }Ì[keâe lewÙeej neskeâj
ieeÌ[er ceW yew" peelee nw, leye Ùen heefjÚekeve keâer jmceer
keâer peeleer nw~ Deece Yee<ee ceW, yeejele efvekeâ}les keòeâ
}Ì[kesâ keâer veÌpej Gleejer peeleer nw~ Fmekeâe ieerle Fme
Øekeâej nw :

meesves kesâ }esae }s}s Deccee KeÌ[er nw, Kees}e
yeeyet he}keâer nce Deejleer Gleejer nes,

keâFmes kesâ Kees}er Deccee kesâkeeÌ[ nw, ataer pes
peF&ns Deccee iepe ceesleer nej nes~

Gheje yensef}Dee js heât}s veerÛekeeb keâoce js het}s,
hejerÚerve }snt S Deccee Deeheve megboj jsyej~9912

Éej hetpee : keâvÙee kesâ Iej, kej keâe mkeeiele Éej
hetpeve mes efkeâÙee peelee nw~ Ùen jmce keâvÙee kesâ efhelee kesâ
Éeje keâer peeleer nw~

Ûe}veer kesâ Ûee}} og}ne, methe kesâ Úakeâej} ns~
Deece }Kee heekeâ} ogune, ieeBke kesâ efvekeâe}} ns~
DeFmeve yekeâ}es} yej Ûeakeâ oske kesâ Yeeke} nw~9913

[escekeâÛe/vekeâaewje : peye }Ì[keâe he#e kesâ ÙeneB
yeejele efvekeâ} peeleer nw leye Iej efyeukegâ} Kee}er nes
peelee nw~ leye keneB keâer ceefn}eSB jele keâes jlepeiee
keâjleer nw~ FmeceW nemÙehetCe& ØeoMe&ve Skeb pevce mes }skeâj
efkekeen lekeâ keâer }er}e oMee&Ùeer peeleer nw~

meQÙee nceej }Ì[keâFÙee ceQ keâe keâ#B,
yeejn yejme keâer ceQ kÙeenves DeeF&~

mewÙeeb Ûe}s heQÙee heQÙee ceQ keäÙee keâ#B~914

iegjnlLeer : Ùen jmce keâvÙee kesâ pes" Éeje keâer
peeleer nw~ pes" Éeje keâvÙee keâes Oeeiee, kem$e, ke DeeYet<eCe
henveeÙee peelee nw, efpemeceW DeewjleW pes" keâes iee}er osleer
nw, DeLekee Ùes efoKeeleer nw efkeâ Deepe kesâ yeeo hegve: keâvÙee
keâes cele Útvee~

DeÛÚe DeÛÚe ienvee ÛeÌ{FÙes js pes" Yewmegje
yeÌ[e peleve kesâ efOeÙekee js pes" Yewmegje

efakeâkee }s iegbinBefLeÙes js pes" Yewmegje
veefLeÙee }s iegbinBefLeÙes js pes" Yewmegje~9915

keâvÙeeoeve : efnvot Meem$e ceW keâvÙeeoeve keâe
yengle cenlke nw~ efyenej ceW Ùen ceevee peelee nw efkeâ
keâvÙeeoeve meyemes yeÌ[e oeve nw Deewj pees ceelee-efhelee
keâvÙeeoeve keâjles nQ, GvnW cees#e keâer Øeeefhle nesleer nw~
Fmekeâe ieerle nw :
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Lej Lej keâeBhes}e Leejs kesâ De#ele, Deye #ies
#yeepegÌ[ heeveer S~

Lej Lej keâeBhes }er efyeefaÙees keâkeve yesaer, ceesjs
yeeyee jÛe}s efyeÙeen S~~9916

efmeotjoeve : Fme jmce ceW kej keâvÙee kesâ ceebie ceW
efmevogj Yejlee nw~ efnvot Oece& ceW Ùen Skeâ yengle ner
cenlkehetCe& jmce nw~ Fmekeâe ieerle Fme Øekeâej nw :

ogune efmebotj neLe meesves megheejer kesâ meeLe, meerlee
GOeejer ef}DeT ceebie efmebotj }F}

jIegkej efmej hej meesYes Ûebove, meerlee neLe ceW
meesYes keâbieve meerlee Ghhehejer~9917

Ûegceekeve : efkekeen mebheVe nesves kesâ yeeo, keâvÙee
kesâ Iej, peesÌ[s keâe Ûegceekeve neslee nw~ Fme jmce keâes Iej
keâer efkekeeefnle ceefn}eSb keâjleer nw~ Fmekeâe ieerle Fme
Øekeâej nw :

nes}e Ûegceekeve Deepe osKees js meKeer efmeÙee
jIegkej kesâ

oeoer Ûegceekes}er DeveOeve }gaekes}er, Deccee
Ûegceekes nerje }e}~9918

keâesnkej : Ùen jmce keâvÙee kesâ Iej, Ûegceekeve kesâ
yeeo neslee nw~ Ûegceekeve kesâ yeeo, kej Deewj keâvÙee
keâesnkej kesâ ef}S }eS peeles nQ~ FmeceW meeef}ÙeeB pees
Meeoer kesâ meceÙe kej kesâ petles keâes Úgheeleer nw, kes Éej
Úskeâleer nw Deewj Dehevee vesie ceeBieleer nw~ Fmekeâe ieerle Fme
Øekeâej nw :

veke veke keâesyeje ceW veke veke heefaÙee, keâefLe
keâe" }eie} kesâyeeÌ[ ns~

veke-veke keâesyeje ceW meye jbie heefaÙee, Ûebove
keâe" }eie} efkeâyeeÌ[ ns~9919

efkeoeF& : efkeoeF& keâer jmce DelÙeble efkeoejkeâ nesleer
nw~ efkeoeF& keâer ieerleeW ceW keâ#Ce jme keâer ØeOeevelee nesleer
nw~ efkeoeF& kesâ meceÙe keâvÙee kesâ ceeB yeehe, YeeF& yenve
meye Gmes meerKe osles nQ efkeâ kees memegje} ceW meyemes efce}
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Reinterpreting the Sacred : Manjit Bawa9s
Spiritual Aesthetic of Indian Texts and

Indian Modern Art
Prof. Parveen Sultana

Dept. of Painting,

Vasanta College for Women, Rajghat,

(Admitted to the privileges of

Banaras Hindu University, Varanasi)

<I had been brought up on stories from the Mahabharata, the Ramayana, and the

Puranas (Hindu mythological and sociological texts), on the poetry of Waris Shah (a

Punjabi poet) and readings from the Granth Sahib (holy book of the Sikhs).=

Manjit Bawa.

Abstract :

 Manjit Bawa, a doyen and modern Indian art movement pioneer known as the

<Painter-Poet,= very astutely used his unique style to bridge the distance between

mythology and modernity with the evocative visual language that he uses in his

paintings inspired from Indian texts, epics, and folklores and the age-old stories he

painted with contemporary sensibility. His canvases carry vibrant hues, bold colours,

and simplified forms that transcend time. There is a harmonious interplay of the sacred

and the modern in them. By incorporating figures like Krishna, Shiva, and other

mythological symbols, he transformed traditional storytelling into a universal dialogue

accessible to Indian as well as the global audience.

Keywords :

Doyen, Astutely, Evocative, Idyllic, Narrative, Ethereal, Arduous.

Manjit Bawa was always a storyteller of

Indian mythology and modern aesthetics.

From the small town of Dhuri, Punjab-

where he was born-to becoming one of

the well-known Modern artists in India,

Manjit Bawa9s journey has been an ard-

uous, but successful one. He studied fine

arts at the School of Art, New Delhi bet-

ween 1958 and 1963, where his professors

included Somnath Hore, Rakesh Mehra,

Dhanaraj Bhagat and B.C. Sanyal. It was

under Abani Sen, that he gained a foothold

in the art world and began to form his

identity as an artist.

<He taught me to revere the figurative

at a time when the entire scene was leaning

in favour of the abstract. Without that

initial training I could never have been
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able to distort forms and create the stylisa-

tion you see in my work today,= recalls

Bawa. In 1964, Bawa moved to Britain and

worked as a silkscreen painter for the next

seven years, while studying art simultane-

ously. Upon his return, he was troubled

by what to paint. Not wanting to imitate

the European style, he looked towards

Indian mythology and Sufi (school of

Islam) poetry. Bawa9s canvases are lumi-

nous in their colours. Eschewing the palette

of greys and browns that were dominant

at the time, he opted for traditionally

Indian colours like pinks, reds and violet

and bold primary tones. The recurrent

themes in Bawa9s art are Indian mythology,

spirituality, and the natural world. Nature

plays a big role in Bawa9s works, inspired

by his travels during his younger days. He

once said- <I have been almost everywhere

- Himachal Pradesh, Rajasthan, Gujarat.

I would spread a sheet of paper on the

ground and draw the countryside. The

colours and the simplicity of people I met

fascinated me.=

Besides nature, the flute is a recurring

motif in his works. He has painted Ranjha,

the cowherd from the tragic love ballad

Heer Ranjha, playing the flute. He has

painted Krishna with a flute, surrounded

by dogs and not by cows as mythological

paintings depict him. In the late 990s, Bawa

began painting circus figures, inspired by

a brief time spent at the Kathputhli Colony

in New Delhi, studying acrobats, magicians,

puppeteers and other various performers.

Bawa worked most of his life in New

Delhi. The artist passed away in 2008.

He extensively painted figures like

Lord Krishna, Goddess Durga, and other

mythological characters quite frequently

juxtaposed with animals like cows, birds,

and tigers. His paintings always carried a

deep sense of respect for life, which blurred

the distinctions between the divine and the

earthy. Bawa9s work were unique from the

mainstream Indian modernists of his era.

While most of his contemporaries adopted

abstract forms and sombre palettes, Bawa

chose to work with bright, bold colours

inspired by Indian miniature paintings and

folk art. His canvases often featured simp-

lified forms and ethereal compositions that

evoked a sense of tranquillity.

Prominent Works : Some of his most

iconic works include:

<Krishna and the Cow=: Serene depiction of

Lord Krishna with a cow, representing the

pastoral nature of Indian mythology.

His flute-playing figures series, which

radiates peace and spirituality.
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 Manjit Bawa breathes a vibrancy and

vivacity that9s inimitable in his canvases.

Colours don9t simply fill in blank spaces

3 they bend and merge, adding a lumine-

scence to his rubbery, fluid figures. Familiar

icons assume a new, unseen identity and

form. Animals, humans and their interac-

tion with one another - whether references

to mythology or scenes from the everyday

in India-bear an undercurrent of suspense.

 <Krishna and Cow=

 <Durga=: The portrayal of the goddess

as an epitome of feminine strength.

 Gaj Lakhmi

 Jatayu Vadh - Ramayana
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Whenever he travelled or sat at temples,

he told <tales= in the manner of the Bha-

gavat Purana which he so loved. Some

of the most notable Indian texts and themes

that inspired his paintings are: Mahabha-

rata from where Bawa explored characters

and episodes for his paintings, such as

Arjuna and Krishna, depicting them with

a modern yet mythic resonance. His

paintings on Ramayana, portrays themes

like devotion, courage and divinity, often

alluding to figures such as Hanuman and

Rama. His puranic works often featured

symbolic images taken from Puranas,

reshaping gods like Shiva and Parvati

through minimalist elegance. Bawa drew

inspiration from the Sufi philosophy and

the Bhakti traditions, reflecting themes in

such visions of divine love and unity. He

did it all with Krishna and Radha at the

center. His works on Vedic and Yogic Texts-

often referenced meditative and cosmic

themes, symbolizing concepts like moksha

(liberation) and duality of life. Beyond

classical texts, Bawa was inspired by

regional Folk Tales and Oral Indian story-

telling traditions, such as Punjabi folk tales

and themes of pastoral life intertwined

with spirituality.

Ranjha : 82"×68",2008.

Ranjha : 2 by Manjit Bawa

Bawa9s concern was not so much with

literal imagery but rather the evocation of

the very spirit of these texts and traditions,

reimagining timeless truths in a new, visual

idiom. This abstract explores how Manjit

Bawa9s work transformed the representa-

tion of Indian mythology through his

unique ability to bring together cultural

heritage with cutting-edge technique, thus

establishing him as a chronicler of Indian

spirituality and modern aesthetics. Some

notable Indian texts and themes that influ-

enced his paintings include: Mahabharata-

in which Bawa explored characters and

episodes from this epic, such as Arjuna

and Krishna, depicting them with a modern

yet mythic resonance. His paintings on

Ramayana, he portrayed themes like devo-

tion, courage, and divinity, often alluding

to figures such as Hanuman and Rama.

In his works based on Puranas, Bawa

incorporated symbolic imagery derived

from the Puranas, reimagining gods like

Shiva and Parvati with minimalist elegance.

Bawa was deeply influenced by Sufi philo-

sophy and Bhakti traditions, which he

channelled through depictions of divine
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love and unity, particularly in his represen-

tations of Krishna and Radha. His works

on Vedic and Yogic Texts- often referenced

meditative and cosmic themes, symboli-

zing concepts like moksha (liberation) and

duality of life. Beyond classical texts,

Bawa was inspired by regional Folk Tales

and Oral Indian storytelling traditions,

such as Punjabi folk tales and themes of

pastoral life intertwined with spirituality.

Bawa9s approach was less about literal

depictions and more about capturing the

essence of these texts and traditions,

reinterpreting their timeless wisdom in a

contemporary, visual form. This abstract

explores how Manjit Bawa9s work reshaped

the representation of Indian mythology in

art, highlighting his unique ability to

merge cultural heritage with avant-garde

techniques, thus solidifying his legacy as

a storyteller of Indian spirituality and

modern aesthetics. Manjeet Bawa was a

man of many shades - an artist, an accom-

plished Sufi musician. Three literary sources

have continued to inspire Manjit Bawa as

catalysts for his paintings. These are the

Ramayana, the Mahabharata, and the

Bhagvat Purana.

 <The fact that Bawa painted animals

- as few artists do - marks him as

something of an individualist. He also

painted iconic Durga, Kali, Krishna,

Shiva as well as the legendary Heer-

Ranjha,= writes critic Kamala Kapoor of

Bawa9s works.

He had been born in a gaushala-by

then he had started looking like Christ and

played the flute like Krishna. It is that

moment of ecstasy which Manjit Bawa

invokes in his image of Sri Krishna. In

his first canvas on this subject, the Purple

Piper is summoned as a form ephemeral,

mysteriously composed of limbs that do

not seem to flesh and blood. Krishna him-

self is a will-o-the-wisp kind of phantom

that is no figure at all. There is experienced

a sense of timelessness that removes the

god from his earthly moorings-from all

associations of Braj country, the mountain,

the river, the cows and the gopas-into a

spirited from that is eternally dancing,

dissolving into particles of energy.

In canvases by Manjit Bawa, Hanuman,

the mighty one, streaks through the sky, a

pale opaque pink, is carrying the herbal

mountain as a purple trophy. Painting such

as Bahubali can be described as being time-

less. Bahubali, he with the might arms, the

son of Vayu the Wind-God, is returning

from the Himalayas, to bring back the magical

herbs to revive the wounded Lakhsmana.

The sky, shining cadmium green rather

than azure or cobalt blue, or blazing gold

as it might well be, is the all-encompassing

space. Although Hanuman is defined,

replete with all elements of iconography such

as his purple mace and Herbal Mountain,

this is achieved with an effortless grace

that unites the forms into one totality. He

is the son of Vayu the wind-god, that he is

might-armed, that he is performing a

heroic feat, in short, that we are witnessing

a miracle.

 For Manjit Bawa, it is colour that pro-

vides the resonance. Colour that is carefully

chosen with an intuitive understanding of

the dynamics of correspondence, so that

the image does not stand alone but is

invested with vital properties of movement

with the whole world. With this deliberate

choice of luminous colours that eschew

any relationship to reality, the body seems

weightless. In canvases by Manjit Bawa

the negative space holds as much impor-

tance as the symbolic image.
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 It is here in 1978 that his experiments

in the language of from came to merge

with the human figure. It was also here

that he began to use a new bold juxtaposi-

tion of colour-from and colour-ground.

These experiences find expression in two

small but dynamic painting which retain

some of the magical vibrations of primi-

tive icons. Siva (1970) is a totem image

of deity, etched in white aginst a brutal

red ground, replete with the iconography

of the god such as the bull upon which he

is seated, the trishula heald aloft, and the

snake in black that slithers way.

Deity (1972) is a very small canvas,

violent in its concentration of colours that

vibrate to create an intense, emotive

feeling. Since it is almost iconic, the image

as numen is reminiscent of beautiful

primitive stone that are worshipped: the

Saligrama daubed with sindoor and silver

paper and anointed with water and flowers

and grains of rice.

In 1964 Manjit Bawa went to London

by the overland route; for six months he

lived in Southall and was inevitably drawn

into the civil rights and militant activist

groups. He began studying the technique

of silk-screen printing at the Croyden

Polytechnic, then at London as a Section

Supervisor, with almost 200 artists learn-

ing the trade from him. As he recalls: <The

very process of serigraphy, of using smooth,

luminous colours gave me the strength to

use bold colours and to resolve some of

my problems about colour. But it was only

in 1973 that for the first time, I attempted

to use the flat colour ground in my pain-

tings.=

In examining his more recent works

such as Krishna Eating a Banana, we

discover an identical treatment of the head

that is defied in distinct parts and accents:

the single peacock feather surmounting

the face, the eyes, the nose, the lips and

them the peeled banana that is held in the

hand, all reassembled so that miraculously

there is immediate cognition of the human

face in balance, with a sense of equili-

brium.

Drawings from a crucial beginning to

many of his major works such as Kaliya

Krishna, God Sitting on the Tiger, Dharma

and the Bull, or the Bakri with Melon,

Krishna with Dancing Cows, are remar-

kable. According to him: Each painter has

his own logic, painting has own logic. I

don9t painter simulate anatomy, neither

bones nor muscles nor the skeletal frame-

work. The devatas don9t cast any shadow

nor do they have any perspiration, nor any

sense of smell. Yet, they are complete

images. They never get old.

In a canvas entitled Shiva with Snakes,

the banana tree is a crucial elephant of

from: introduced as a vertical force to

balance the curves of the god9s arms and

entwined feet are balanced by the rhythm

of the snakes which coil and recoil below

him; The image radiates a feeling of power

from these subtle rhythms.

The use of multiple arms introduces

dynamic energy into the picture. In these

paintings Bawa achieves the desired effect

by the expressive use of just two arms, or

two hands in movement through the air:

Between 1964 and 1971, Bawa worked

as a silkscreen printer in Britain, where

he also studied art. <On my return I faced

a crisis. I asked myself, 8What shall I paint?9

I couldn9t be just another derivative of

European style of painting.= Instead, he

found Indian mythology and Sufi (school
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of Islam) poetry. <I had been brought up on

stories from the Mahabharat, the Ramayan

and the Puranas (Hindu mythological and

sociological texts), on the poetry of Waris

Shah (a Punjabi poet) and readings from

the Granth Sahib (holy book)=.

Conclusion :

Manjit Bawa9s contribution to Indian

art is also important because it emphasizes

indigenous themes and colour as a main

tool for expression. He was decorated with

many awards during his lifetime, and his

work was recognized by the Lalit Kala

Akademi. In his old age, Bawa was ailing

in health and passed away in 2008 at the

age of 67. Bawa, however, died unrequited,

as close friends and associates say. He was

working on a dream project - a show titled

<Kala Baagh (The Black Garden of Desire)=.

<It was the garden of desire where Shiva

spent six months with Parvati. It was the

forbidden garden where the trees bore

crescent and stars instead of fruits,= Puri

said. Bawa, who lost the battle with brain-

stroke after three years, was a <grand

story-teller=. His works are celebrated all

over the world for their timelessness and

cultural relevance and are displayed in

some of the world9s finest galleries and

museums.
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Yeejle keâ}e Yekeve ceW mebie=nerle Meenveecee : Skeâ DevegMeer}ve
[e@Ê Mew}Wõ kegâceej

meneÙekeâ ØeeOÙeehekeâ
keâ}e Fefleneme ØeYeeie
ceefn}e ceneefkeÅee}Ùe

keâeMeer efnbot efkeÕeeefkeÅee}Ùe, keejeCemeer

meejebMe :

Yeejle keâ}e Yekeve meb«ene}Ùe, keâMeer efnvot efkeÕeefkeÅee}Ùe, keejeCemeer ceW efmLele nw~ Ùen meb«ene}Ùe Deheves }Ieg
efÛe$eeW kesâ ef}S Øeefmeæ nQs~ jepemLeeveer, heneÌ[er, cegie} leLee keâcheveer Mew}er mes mecyebefOele }ieYeie ome npeej }Ieg
efÛe$e Fme meb«ene}Ùe ceW mebie=nerle nQ~

meguleeve keâe} ceW keâF& efÛeef$ele iebÇLe Øeehle ngS nQ efpeveceW Kecmee, Meenveecee, efveÙeeceleveecee, ncepeeveecee,
efmekeâvojveecee, yeesmleeb, Fmekeâvojveecee kesâ efÛe$eeW ceW nce YeejleerÙe ke F&jeveer Mew}er kesâ ØeYeeke keâes De}ie-De}ie
osKeWies~ Fve heesefLeÙeeW/«ebLeeW ceW nceW F&jeveer Mew}er keâer DeeOeej efYeefòe hej YeejleerÙe hejcheje Âef<aieesÛej nesleer efoKeeF&
osleer nw~ Fvekesâ meceeveeblej nceW YeejleerÙe meguleeveeW kesâ ef}S "s" F&jeveer Mew}er ceW Yeer efÛe$eCe nes jne Lee pees F&jeveer
efÛe$ekeâejeW kesâ meguleeveeW Éeje ØeßeÙe osves keâe ØeceeCe nw~ Fmekeâe GoenjCe efyeÇefaMe }eFyeÇsjer meb«en keâer efceheäleen-G}-
hegâpe}e Skeb vesMeve} cÙetefpeÙece, veF& efou}er meb«en keâer yeesmleeb keâer meefÛe$e ØeefleÙeeB nQ~ efyeÇefaMe }eÙeyesÇjer meb«en keâer
DepeeÙeye Deme-meveeF& keâer meefÛe$e Øeefle Yeer Fmeer keie& keâe GoenjCe nw~

yeerpe Meyo :

Meenveecee, ncepeeveecee, yeesmleeb, keâuhemet$e, }ewjÛevoe
Øemleekevee :

Dejye kesâ Meen oeefnj kesâ jepÙekeâe} ceW 712 F&Ê
ceW De}-nppeepe kesâ DeeosMe hej cegncceo-efyeve-keâeefmece
ves efmevOe hej Dee:eâceCe keâj efkepeÙe Øeehle keâj }er~ Fme
Dee:eâceCe kesâ heâ}mke#he Yeejle ke Dejye ceW meebmke=âeflekeâ
ke kÙeeheeefjkeâ mecyevOe mLeeefhele ngDee~ }sefkeâve Yeejle kesâ
peerkeve, Oece& Deewj meceepe hej Fmekeâe efkeMes<e DeLekee
mLeeÙeer ØeYeeke veneR heÌ[e~ Fmekesâ yeeo 11keeR Deewj 12keeR
Meleeyoer ceW Yeejle hej legkeâeX keâe Dee:eâceCe ngDee Deewj
Yeejle ceW legkeâer& meòee keâer mLeehevee ngF&~ cenceto iepevekeer

ves 1000 F&Ê mes 1026 F&Ê kesâ ceOÙe Yeejle hej me$en
yeej Dee:eâceCe efkeâÙee hejvleg Fmekesâ Dee:eâceCe keâe Yeejle
hej efkeMes<e ØeYeeke ve heÌ[e keäÙeeWefkeâ Fmekesâ Dee:eâceCe keâe
GösMÙe Fm}ece keâe Øemeej Deewj Oeve }tavee Lee~ cegncceo
ieesjer ves Yeejle hej mLeeÙeer jepÙe keâer mLeehevee kesâ GösMÙe
mes Dee:eâceCe efkeâÙee leLee 1206 F&Ê ceW cegefm}ce meòee
Yeejle ceW mLeeefhele nes ieF&~ Yeejle keâer Yetefce hej :eâceMe:
oeme, efKe}peer, legie}keâ,  mewÙÙeo, }esoer leLee cegie}eW
ves jepÙe efkeâÙee~
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Fvekesâ Meemeve keâe} ceW Yeejle ceW Skeâ veF& mebmke=âefle
ke Oece& keâer mLeehevee ngF& Fmeer mebmke=âefle keâes nce meguleeveer
mebmke=âefle kesâ veece mes peeveles nw~ 1200 F&Ê mes }skeâj
1526 F&Ê lekeâ keâe keâe} meguleeve keâe} keâne peelee
nw~ #es$eerÙe kesâvõeW kesâ meeLe efou}er hej Yeer meguleeveer
Meemeve Lee~

meguleeve MeemekeâeW kesâ ojyeej ceW efÛe$ekeâ}e ØeÛeef}le
Leer Ùee vener, (efkemesva efmceLe, 1911) Ùen efkekeeo
}byes meceÙe lekeâ keâ}eefkeoeW kesâ yeerÛe ØeÛeef}le Lee~
Fmekeâe meyemes ØecegKe keâejCe Ùen Lee efkeâ mepeerke efÛe$eCe
Fm}ece Oece& kesâ efke#æ Lee~ hejvleg F&jeve ceW cegme}ceeve
MeemekeâeW efkeMes<ele: lewcetjer MeemekeâeW kesâ mebj#eCe ceW efÛe$ekeâ}e
keâes hetje Øeeslmeenve efce}e Lee Skeb Deveskeâ lewcetjer meguleeveeW,
MenpeeoeW ves mkeÙeb Yeer efÛe$eCe meerKee Lee Deewj kegâMe}
efÛe$ekeâejeW keâes efce$e keâe opee& Yeer efoÙee Lee~(}ejWme
efyeefveÙeve, 1971) 1957 F&Ê ceW FefC[Ùee Deeefheâme
}eFyeÇsjer, }vove ceW efveÙeeceleveecee (jeyea& mkesâ}ave,
1959) keâer Skeâ Øeefle keâer henÛeeve jeyea& mkesâ}ave ves
keâer~ Ùen YeejleerÙe efÛe$ekeâ}e kesâ Fefleneme keâer DelÙeble
cenlkehetCe& Keespe Leer efpemeceW Yeejle ceW cegme}ceeve meguleeveeW
kesâ ojyeej ceW efÛe$eCe keâe hekeäkeâe ØeceeCe Ghe}yOe ngDee~
Fmemes hen}s Fme Øekeâej kesâ meefÛe$e «evLe F&jeve keâer
efkeâmeer ØeevleerÙe GheMew}er kesâ ceeves peeles Les~ Decesjerkeâer
efkeÉeve efjÛe[& SefabieeGmeve ves Deceerj Kegmejes osn}keer
keâer Kecmee keâes YeejleerÙe meguleeveer Mew}er keâe ceevee nw~
(efjÛe[& SefabieeGmeve, 1961) GvneWves hen}er yeej
efoKe}eÙee efkeâ kem$eeW kesâ kegâÚ Øekeâej Skeb keemleg YeejleerÙe
nQ~ Dele: Fvekeâe efÛe$eCe Yeejle ceW cegme}ceeve MeemekeâeW
kesâ ef}S F&jeveer ØeYeeefkele Mew}er ceW ngDee Lee~ Fme Øekeâej
meguleeveer Mew}er keâe keâ}skej lees F&jeveer ner nw hejvleg
GmeceW YeejleerÙe lelkeeW keâe keâceeskesMe meceekesMe Yeer ngDee
nw~ kegâceejmkeeceer ves Deheveer hegmlekeâ efnmâer Dee@heâ FefC[Ùeve
SC[ FC[esvesefMeÙeve Deea& ceW Deewj heâeFve Deea& cÙetefpeÙece,
yeesmave kesâ YeejleerÙe meb«en kesâ metÛeer he$eeW ceW Ùen yeleeÙee
efkeâ meguleeve keâe} ceW efÛe$ekeâ}e Leer~ (Deevevo kegâceej

mkeeceer, 1930) }sefkeâve Fve yeeleeW ceW Demhe<alee Leer~
Øeefmeæ efkeÉeve S[efkeve efyeveer ves Deheves meb«en kesâ keâF&
meefÛe$e «evLeeW hej }sKe ef}Kee, FveceW mes DeefOekeâlej
YeejleerÙe meguleeveer Mew}er kesâ nQ~ [eÊ Deevevo ke=â<Ce ves
ncpeeveecee kesâ kegâÚ efÛe$e ØekeâeefMele efkeâS~ (Deevevo
ke=â<Ce, 1963) Fmekesâ legjvle yeeo ßeer KeC[e}ekee}e
leLee [eÊ ceesleerÛevõ ves Fme «evLe kesâ Deveskeâ efÛe$eeW keâes
mebÙegòeâ #he mes ØekeâeefMele efkeâÙee~ (keâe}& KeC[e}kee}e
Skeb ceesleerÛevõ, 1969) Deevevo ke=â<Ce Deewj KeC[e}ekee}e
keâe cele #es$e efveOee&jCe kesâ ceece}s ceW Skeâ pewmee nw~

Yeejle keâ}e Yekeve, keejeCemeer ceW meguleeveer Mew}er
kesâ Meenveecee kesâ 7 efÛeef$ele he=& nQ~ Fme efveyevOe ceW
nceves Meenveecee kesâ oes efÛe$eeW keâe Gu}sKe keâj jns nQ~
efpemeceW hen}e efÛe$e ®mlece kesâ ojyeej keâe nw leLee otmeje
efÛe$e Ùegæjle mewefvekeâeW keâe nw~ Meenveecee keâer Øeefle ceW
#mlece kesâ ojyeej keâe ÂMÙe nw~ Fme Øeefle ceW veerÛes keâer
heóer ceW De}bkeâeefjkeâ neefMeS nQ, yeerÛe kesâ KeC[ ceW
cegKÙe ÂMÙe nw leLee Thej kesâ hele}s KeC[ ceW Skeâ
efkeMes<e Øekeâej kesâ DeefYeØeeÙe Éeje yeeo} DeLekee DeekeâeMe
keâe Debkeâve efkeâÙee ieÙee nw~ leerve yeÌ[s KeC[eW ceW ÂMÙe
kesâ efkeYeepeve keâer hejcheje efØebme Deeheâ kesume cÙetefÙece keâer
}ewjÛevoe (keâe}& KeC[e}kee}e Skeb ceesleerÛevõ, 1969)
leLee yeef}&ve }ewjÛevoe Deewj jeÙe}wC[dme }eFye s Çje r
keâer }ewjÛevoe keâer ØeefleÙeeW ceW mhe<a #he efoKeeF& heÌ[lee
nw, Ùen meguleeveer Mew}er keâer efkeMes<elee nw~

Meenveecee, YeejleerÙe meguleeveer Mew}er, 1450-1500
F&mkeer, Yeejle keâ}e Yekeve, keejeCemeer
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[ce# Deekeâej keâe efmebnemeve YeejleerÙe nesves kesâ
meeLe mLeeveerÙe Øeke=efòe Yeer oMee&lee nw efmebnemeve kesâ efveÛe}s
KeC[ ceW Guaer keâce} hebKegÌ[er keâe Debkeâve leLee Thejer
Úesj hej }njeleer ngF& yes} nw~ Ùen 1439 F&Ê ceW ceeC[t
kesâ keâuhemet$e ceW Yeer efoKeleer nw~ (keâe}& KeC[e}kee}e
Skeb ceesleerÛevõ, 1969) Ùen meceevelee Skeâ #es$e efkeMes<e
keâes Fbefiele keâjleer nw~ ceeC[t kesâ keâuhemet$e ceW De«eYetefce
kesâ De}bkeâeefjkeâ neefMeÙes Yeer efce}les nQ~ mLeeveerÙe efkeMes<eleeSB
Deewj efceefßele mebmke=âefle kesâ GoenjCe kesâ DeeOeej hej Fve
efÛe$eeW ceeC[t keâer ner veneR yeefukeâ cee}kee #es$e keâer jÛevee
ceeveer peeleer nw~ ceesj hebKe mes yeves ÛeBkej keâe Debkeâve Yeer
YeejleerÙelee keâes oMee&lee nw~

Fme Øeefle ceW Ûesnjs Yeer oes Øekeâej kesâ efce}les nQ,
hen}s Øekeâej kesâ iees} Ûesnjs, kegâÚ hej cetBÚ, kegâÚ hej
veneR Yeer nw~ otmejs Øekeâej ceW DeC[ekeâej Ûesnles nQ Fvekesâ
meeLe vegkeâer}er oeÌ{er leLee cetBÚ oesveeW nQ~ otmejs Øekeâej kesâ
Ûesnjs ceW cetBÚ Deewj vegkeâer}er oeÌ{er nesves kesâ keâejCe
YeejleerÙe ÛesnjeW mes efce}les-peg}les nQ~ FveceW nukeâe mee
hej}er DeeBKe keâe DeeYeeme neslee nw~ efkeâmeer efkeâmeer efÛe$e
ceW efkeMes<eleeSB mecekeâeef}keâ heefMÛeceer YeejleerÙe efÛe$eeW mes
}er ieÙeer }ieleer nQ~ Fme Øeefle kesâ Ûesnjs oskeMeevees heeÌ[es
kesâ keâuhemet$e keâer <eener Deeke=âefleÙeeW mes efce}les-peg}les nQ~
(ceesleerÛevõ, 1974)

Fme Øeefle ceW yebOes ngS heo&s pewmee DeekeâeMe keâe
efÛe$eCe nw~ Ùes veer}er, heer}er, ieg}eyeer, }e} keâF& jbie
keâer DeOe&ke=òeekeâej heefóÙeeW mes yeves }ieles nQ Ùegæ kesâ
ÂMÙe Deewj GÅeeve kesâ ÂMÙe oesveeW ner Øekeâej kesâ ÂMÙeeW
ceW Fme lejn keâe DeekeâeMe efoKe}eÙee ieÙee nw~ keâF& jbie
keâer heefóÙeeW mes yevee Ùen DeekeâeMe Ùee yeeo} ceW DeÆglelee
efoKeeF& heÌ[leer nw~ Fme lejn keâe efÛe$eCe meke&ØeLece
1440 F&Ê keâer ceeC[t keâer keâe}keâeÛeeÙe&keâLee ceW efoKelee
nw~ ( ceesleerÛevõ Skeb Gceekeâevle heerÊ Meen, 1975)
Ùen osKeles ngS Fvekeâes cee}kee #es$e ceW yeveves keâer mecYeekevee
nesleer nw~ Fmeer lejn keâer hejcheje yeef}&ve }ewjÛevoe ceW
Yeer nw~ yeeo}eW keâer Ùen yeveekea F&jeve kesâ mes} pegkeâ
Mew}er mes efce}leer-peg}leer nw~

Meenveecee kesâ efÛe$eeW ceW n}Ûe} keâes Øeke=efòe Yeer
oMee&Ùeer ieÙeer nw~ Fmekeâe efkekeâefmele #he Dekeâyejkeâe}erve
ncpeeveecee efÛe$eeW ceW Yeer efoKeeF& oslee nw~ Ùegæ kesâ ÂMÙe
ceW yeÌ[s KeC[ ceW Yeeieles ngS IeesÌ[s, Gve hej mekeej
Ùeesæe, Pegkeâ keâj Yee}s mes Øenej keâjlee ngDee Ùeesæe
Deewj Gmekeâer Ûeesa mes IeeÙe} efmej kesâ ye} efiejles ngS
mewefvekeâ keâe Debkeâve nw~ IeeÙe} neskeâj efiejs ngS mewefvekeâeW
keâe Debkeâve meguleeveer Mew}er kesâ efÛe$eeW ceW ner efce}leer nw~

Meenveecee, YeejleerÙe meguleeveer Mew}er, 1450-1500
F&mkeer, Yeejle keâ}e Yekeve, keejeCemeer

he=&Yetefce Deewj efmebnemeve kesâ Debkeâve ceW Yeer YeejleerÙelee
efoKe}eF& heÌ[leer nw~ Ùegæ kesâ ÂMÙe Deewj GÅeeve kesâ
ÂMÙe oesveeW ner mLeeve hej he=&Yetefce ceW vegkeâer}er heefòeÙeeW
kee}s yetaeW keâe Debkeâve nw~ Fve yetaeW keâes Deevevo kegâ<Ce,
iegpejele #es$e kesâ efÛe$e ceW efÛeef$ele ceevee nw~ (Deevevoke=â<Ce,
1961) ÙeÅeefhe Fmes efmehe&â iegpejele #es$e keâe vener ceevee
pee mekeâlee keäÙeeWefkeâ Fme Øekeâej kesâ yetas heefMÛeceer YeejleerÙe
Mew}er kesâ efÛe$eeW ceW Yeer efce}les nQ~ Fmeef}S Fve yetaeW keâes
YeejleerÙe hejcheje kesâ Devleie&le mkeerkeâej efkeâÙee pee mekeâlee
nw efkeâmeer Skeâ #es$e keâe veneR~ he=&Yetefce ceW efyeKejs ngS
yetas F&jeveer efÛe$eeW ceW Yeer efce}les nQ~ efveÙeeceleveecee leLee
efØeme Dee@heâ kesume keâer }ewjÛevoe keâer ØeefleÙeeW ceW Ssmes
keâF& Øekeâej kesâ yetas efce}les nQ pees efveefMÛele #he mes
F&jeveer efÛe$eeW mes ef}S ieÙes nQ~

Fme Øekeâej Yeejle keâ}e Yekeve keâer Meenveecee Øeefle
ceW hejchejeiele YeejleerÙe mke#he kesâ meeLe ner meeLe vekeerve
YeejleerÙe lelke Yeer nw~ kegâÊ Dejcee Øeâe[ leLee ßeer efjÛe[&
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SefabieeGmeve ves mebÙegòeâ #he mes Skeâ }sKe ØekeâeefMele
efkeâÙee~ Fme }sKe ceW kegâÚ efyevee efleefLekee}er Deewj kegâÚ
efleefLe kee}er meguleeveer efÛeef$ele ØeefleÙeeW keâe ØekeâeMeve
efkeâÙee ieÙee nw~ (kegâÊ Dejcee S} Øeâe[ Skeb efjÛe[&
SbefaieeGmeve, 1971) kegâÚ ØeefleÙeeB hen}er yeej Fve
oesveeW efkeÉeveeW kesâ Éeje ØekeâeMe ceW DeeÙeer~ ßeer keâe}&
KeC[e}kee}e ves Fme mecyevOe ceW Dee}esÛevee keâjles ngS
keâne efkeâ Ùen pe#jer veneR nw efkeâ meYeer meeOeejCe keâesefa
kee}s F&jeveer efÛe$e YeejleerÙe meguleeveer Mew}er kesâ neW~ Ùen
ceevÙelee nw efkeâ F&aeW keâer hebefòeâ kesâ #he ceW yeeo}eW keâe
Debkeâve Yeer kesâke} YeejleerÙe meguleeveer Mew}er kesâ efÛe$eeW ceW
efce}lee nw~ Deiej nce Fme yeele keâes ceeveles nQ lees
kegâÊ Dejcee Øeâe[ Deewj ßeer SefabieeGmeve kesâ }sKe ceW
ØekeâeefMele efyeÇefaMe cÙetefpeÙece kesâ 1438 F&Ê kee}s Meenveecee
(kegâÊ Dejcee S} Øeâe[ Skeb efjÛe[& SbefaieeGmeve, 1971)
keâer Ùen efkeMes<elee nw~ Fmeer kesâ Skeâ ÂMÙe ceW YeejleerÙe
IegefÌ[Ùesoej keâceeveer Yeer efce}leer nw~ Fmeer ÂMÙe ceW heieefÌ[ÙeeB
F&jeveer hejcheje mes De}ie efoKeeF& osleer nQ~ Skeâ keâekÙe
meb«en keâer Øeefle pees 1417 F&Ê keâer nw Gmekesâ Skeâ ÂMÙe
ceW keemleg keâe oeefnvee Yeeie otmejs ke leermejs KeC[ mes
yeenj efvekeâ}e nw ( kegâÊ Dejcee S} Øeâe[ Skeb efjÛe[&
SbefaieeGmeve, 1971) Ùen Yeer YeejleerÙe hejcheje ceeveer
peeleer nw~ vesMeve} cÙetefpeÙece kesâ 1427 F&Ê kee}s
Meenveecee ceW Fmeer lejn keâe efÛe$eCe osKeves keâes efce}lee
nw~ Fmeer Øeefle ceW Skeâ ÂMÙe ceW keâeyee kesâ Debkeâve ces
Úesaer ceerveejW nQ efpeve hej Úesas iegcyeo nQ pees legie}ie
keâe}erve YeejleerÙe ceerveejeW mes efce}les nQ~ Fmeer Øeefle kesâ
Skeâ ÂMÙe ceW IegceÌ[les ngS yeeo} YeejleerÙelee keâes oMee&les
nQ~ (kegâÊ Dejcee S} Øeâe[ Skeb efjÛe[& SbefaieeGmeve,
1971) efkeÉeve, ÉÙe Fme }sKe ceW ØeÙegòeâ keâF& efÛe$eeW
ceW yeleeÙee efkeâ F&jeveer efÛe$eeW ceW efpeme Øekeâej kesâ jbie keâe
ØeÙeesie ngDee nw GmeceW yew}svme efce}lee nw efpemekeâe ÙeneB
hej DeYeeke nw~ (kegâÊ Dejcee S} Øeâe[ Skeb efjÛe[&
SbefaieeGmeve, 1971) efpememes Ùen mhe<a neslee nw efkeâ
Fve «evLeeW ceW pees jbie efkeOeeve nw ken hejkeleer& jepemLeeveer
Mew}er kesâ efÛe$eeW ceW efce}lee nw~

Ûesmaj yesaer hegmlekeâe}Ùe, [yeef}ve meb«en kesâ 1435
F&Ê kee}s keâekÙe meb«en ceW heâjneo keâe peecee YeejleerÙe
Mew}er keâe nw FmeceW keâjerveeheve nw~ Fmeer lejn kesâ peeces
yeeo ceW jepemLeeveer Mew}er kesâ efÛe$eeW ceW efce}les nQ~ Fmeer
Øeefle ceW keâeyee kesâ ÂMÙe ceW oerkeej hej Yeejer aeF} keâe
Debkeâve nw~ Ùen Debkeâve efØebme Deeheâ kesume keâer }ewjÛevoe
kesâ ÂMÙe ceW ØeÙegòeâ aeF} mes efce}lee nw~ oesveeW ner
ÂMÙeeW ceW <eadkeâesCeerÙe aeF} nw pees ceeC[t efveÙeeceleveecee
kesâ efÛe$eeW kesâ efvekeâa nw~ Fmekeâes osKeles ngS nce Fme Øeefle
keâes ceeC[t #es$e ceW efÛeef$ele nesves keâer mebYeekevee Øeiea
keâjles nQ~

F&jeveer DeefYeØeeÙeeW keâe yeo}e mke#he keâneR-keâneR
efce}lee nw~ vegkeâer}s heneÌ[ DeLekee efmebnemeve keâe FveceW
Debkeâve ngDee nw pees pewve efÛe$eeW kesâ efvekeâa nw~ 1417
F&Ê kee}er Øeefle kesâ efÛe$eeW ceW Thejer Úesj hej Skeâ mes
otmejs Úesj lekeâ heâw}er Skeâ hele}er heóer nw~ Gme hej
vegkeâer}er keâce} keâer hebKegÌ[er yeveer nw~ ßeer SefabieeGmeve
Skeb kegâÊ Øeâe[ kesâ Devegmeej Dee}bkeâeefjkeâ heóer meguleeveer
Mew}er kesâ ncpeeveecee efÛe$eeW ceb Yeer efce}leer nw pees heefMÛeceer
YeejleerÙe pewve efÛe$eeW kesâ efvekeâa nw~ Ùen DeefYeØeeÙe mees}nkeeR
Meleer keâer efØebme Dee@heâ kesume cÙetefpeÙece keâer ieerle ieesefkevo
efÛe$eeW ceW Yeer efce}lee nw~ meyemes yeÌ[er yeele OÙeeve osves
ÙeesiÙe nw efkeâ 1417 F&Ê kee}s ÂMÙe ceW De}bkeâeefjkeâ
heóer efÛe$e ceW De}ie mes peesÌ[er cee}tce heÌ[leer nw pees
hejkeleer& keâe} keâer Yeer nes mekeâleer nw~

F&jeveer DeefYeØeeÙeeW keâes kegâÚ efÛe$eeW ceW ceveceeves {bie
mes hesMe efkeâÙee ieÙee nw~ kegâÚ efÛe$eeW ceW yengle TBÛeer-
veerÛeer he=&Yetefce leLee TBÛeer heneefÌ[ÙeeB yeveeF& ieÙeer nQ Ùen
F&jeveer hejcheje mes De}ie Øeke=efòe nw~ }sKekeâeW kesâ Devegmeej
keâce mes keâce oes ØeefleÙeeB pewmes 1427 F&Ê keâer Meenveecee
leLee Skeâ DevÙe Meenveecee (cewvegefm:eâha yeer 10) kesâ
Ùen efkeMes<elee meeceevÙe #he mes efce}leer nw~ meefÛe$e
keâuhemet$e ØeefleÙeeW kesâ neefMeÙes hej efceefßele meguleeveer Mew}er
kesâ GoenjCe efce}les nQ~ FmeceW oskeMeevees hee[es keâer
keâuhemet$e Skeb keâe}keâeÛeeÙe&keâLee keâer Øeefle ØecegKe nw~
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ÙeneB osKeves mes nce Ùener Øeke=efòe heeles nQ efkeâ F&jeveer
cegKÙele: Meerjepeer Mew}er kesâ efceßeCe mes Ùes ÂMÙe Øemlegle
efkeâÙes ieÙes~

kegâÚ ÂMÙeeW ceW ke<ee& kesâ Deefle Gòece efÛe$eCe nw
(KeC[e}ekee}e Skeb ceesleerÛevo, 1969) DeekeâeMe mes
efiejleer ngF& ke<ee& keâer meheâso yetBoW, jbieerve yeeo}, GÌ[les
ngS meejme, Meerjepeer Mew}er mes efce}les-peg}les nQ~ Dele:
nce keân mekeâles nQ efkeâ meguleeveer Mew}er kesâ efÛe$eeW keâe
YeejleerÙe ceeveme hej keäÙee ØeYeeke heÌ[e nesiee~ Fme Mew}er
keâe osKekeâj YeejleerÙe meceepe ke efÛe$ekeâej keâes Skeâ veÙeer
keâ}elcekeâ mheâtefle& efce}er nesieer~

Fmeer keie& kesâ Skeâ cenlkehetCe& GoenjCe keâe ØekeâeMeve
ØeesÊ yeerÊ SveÊ ieesmkeeceer ves efkeâÙee nw~ Ùen Meenveecee
keâer meefÛe$e Øeefle efpemekesâ he=& efkeefYeVe meb«eneW ceW efyeKejs
nQ~ Fme Øeefle kesâ efÛe$eeW hej YeejleerÙe ØeYeeke mhe<a #he
mes efoKeeF& heÌ[lee nw~ efm$eÙeeW kesâ DeeYet<eCe, Peerves kem$e,
DeesÌ{veer kesâ eflekeâesves Úesj, keemlegDeeW kesâ Øekeâej, De}bkeâjCe
kesâ DeefYeØeeÙe, ke=#eeW kesâ Øekeâej, heMeg Debkeâve Deeefo~ Ùen
efve<keâ<e& DevegefÛele ve nesiee efkeâ Fmekeâe efÛe$eCe efkeâmeer
DeheYeÇbMe Mew}er kesâ efÛe$ekeâej ceW F&jeveer Mew}er kesâ Øeefle kesâ
DeeOeej hej efkeâÙee~ Mew}er keâer Âef<a mes Ùen efÛe$e 15keeR
Meleer kesâ Gòejeæ& kesâ Øeleerle nesles nQ~ Fme Øekeâej kesâ
efÛe$eCe efkeefYeVe meguleeveer kesâvõeW ceW nes jns Les~ Dele:
efveefMÛele #he mes Fmekeâe efÛe$eCe mLe} mLeeefhele keâjvee
keâef"ve nw~ ØeesÊ ieesmkeeceer heg®<e Deekeâ=efleÙeeW kesâ ÛesnjeW kesâ
Debkeâve keâes Denceoveiej kesâ 16keeR Meleer kesâ Deble kesâ
meguleeveeW kesâ Debkeâve mes efce}e Øemlegle Øeefle keâe efÛe$eCe
mLe} Denceoveiej nesves keâer mebYeekevee Øeiea keâjles nQ~
(yeerÊ SveÊ ieesmkeeceer, 1988)

efve<keâ<e& :

Fme Øekeâej nce GheÙe&gòeâ DeOÙeÙeve keâjves kesâ yeeo
osKeles nQ efkeâ YeejleerÙe meguleeveer efÛe$eeW keâer DeeOeej Yetefce
F&jeveer nw efheâj GmeceW keâneR-keâneR YeejleerÙe De}bkeâjCe
DeLekee jbie efkeOeeve, heâveer&Ûej, kem$e-efkevÙeeme Deeefo

efce}les nQ~ Ùen meye osKeves kesâ yeeo Fve efÛe$eeW keâes
F&jeveer ve ceevekeâj YeejleerÙe meguleeveer ceevee peelee nw~ Ùes
efÛe$e F&jeveer efÛe$eeW mes De}ie efoKeeF& heÌ[les nQ~ meguleeveer
efÛe$eeW kesâ efce}ves mes YeejleerÙe keâ}e ceW Skeâ veÙee DeeÙeece
pegÌ[ ieÙee nw pees keâF& mlej hej keâne pee mekeâlee nw efkeâ
Ùen keâ}e YeejleerÙe leLee cegefm}ce mebmke=âefle keâes efce}eves
keâe keâeÙe& keâjleer nw, Fme efceefßele Mew}er kesâ mecevkeÙe mes
keâ}e ceW Skeâ veÙeeheve DeeÙee nw~ Fme keâ}e ves hejkeleer&
efÛe$e Mewef}ÙeeW keâes Yeer ØeYeeefkele efkeâÙee nw~ Dele: Ùen
Mew}er Deheves Deehe ceW YeejleerÙe leLee cegefm}ce mebmke=âefle
kesâ mecevkeÙe keâes Skeâ De}ie {bie mes Øemlegle keâjleer nw~

mevoYe& metÛeer :

1. efkemesva efmceLe, efnmaêr Dee@heâ heâeFve Deea& Fve FefC[Ùee

SC[ meer}esve, Deekeämeheâes[&, 1911, he=Ê-455

2. }ejWme efyeefveÙeve, pesÊ keerÊ SmeÊ efkeefukeâbmeve Skeb yesefme}

«es, hejefMeÙeve efceefveSÛej heWefabie, vÙetÙeeke&â, 1971

3. jeyea& mkesâ}ave, 88o efveÙeeceleveecee: S }w[ceeke&â Fve
cee}kee heWefabie99 ceeie&, keeÊ 12, veÊ 3, yecyeF&,

1959, he=Ê 44-50

4. efjÛe[& SefabieeGmeve, heWefabie Dee@heâ o meguleeveme SC[
Sshejme& Dee@heâ FefC[Ùee Fve Decesefjkeâve keâ}skeäMeve, veF&
efou}er, 1961, h}sa-1

5. Deevevo kegâceej mkeeceer, keâwa}eie Dee@heâ o FefC[Ùeve

keâ}skeäMeve Fve o yeesmave cÙetefpeÙece Deeheâ heâeFve Deead&me,
Yeeie-6, cegie} hesefabie, yeesmave, 1930, he=Ê-3

6. Deevevo ke=â<Ce, cee}kee heWefaie, yeveejme, 1963,

h}s-1-2

7. keâe}& KeC[e}kee}e Skeb ceesleerÛevõ, 88vÙet [ekeâtcesCadme

Dee@heâ FefC[Ùeve heWefabie: S efjSØeeFpe}99, yecyeF&, 1969,

he=Ê-50-53, h}sa-9, efÛe$e 117-126, Deye Ùen
Øeefle ØeFme masa }eFyeÇsjer, yeef}&ve ceW nQ~

8. ßeer keâe}& KeC[e}ekee}e Skeb ceesleerÛevõ, GheÙe&gòeâ 1969,
efÛe$e-156S 158S 161S 162 Deeefo

9. kener, efÛe$e-1, jbieerve h}sa yeer leLee meer
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17. kegâÊ Dejcee S}Ê Øeâe[ Skeb efjÛe[& SbefaieeGmeve, GheÙe&gòeâ,
1971, yeveejme, he=Ê-49-51, efÛe$e-134

18. kener, he=Ê-52

19. ßeer keâe}& KeC[e}ekee}e Skeb ceesleerÛevo, GheÙe&gòeâ,
1969, efÛe$e-72, h}sa-63

20. yeerÊ SveÊ ieesmkeeceer, GheÙe&gòeâ, 1988, he=Ê-33



186
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

The Archaeology of Buddhism in Central
Asia : Examining the Role of Buddhist

Shrines in the Diffusion of Religion and
Culture Along the Silk Road

Dr. Prashant Kumar Dr. Ajit Kumar Rao
Assistant Professor Assistant Professor
Harsh Vidya Madir (P.G.) College, Harsh Vidya Madir (P.G.) College,
Raisi, Haridwar Raisi, Haridwar

Dr. Shiv Singh
Independent Researcher

Abstract :

Buddhism9s expansion in Central Asia was deeply intertwined with trade, cultural
exchanges, and political transformations along the Silk Road. This study examines
the archaeological, artistic, and economic aspects of Buddhist monastic institutions,
highlighting their role as intellectual, commercial, and religious hubs. Through a
multidisciplinary approach, the discussion explores four key dimensions: the spread
of Buddhism, its architectural and artistic evolution, the archaeological evidence
supporting its historical trajectory, and the challenges faced in preserving Buddhist
heritage. Buddhism9s transmission was facilitated by merchant networks, nomadic
groups, and monastic scholarship, enabling its adaptation across diverse cultural
landscapes. The region9s monasteries, murals, and stupas showcase a fusion of
Gandharan, Indian, Persian, and Chinese artistic influences, reflecting Buddhism9s
visual and structural evolution. Excavations at major Buddhist sites, including
Bamiyan, Dunhuang, and Termez, have uncovered significant material evidence
confirming Buddhism9s presence and transformation over centuries. However, political
instability, environmental degradation, and economic shifts have posed significant
challenges to the study and conservation of these historical sites.

Despite these challenges, interdisciplinary research, digital preservation, and
ongoing archaeological efforts offer promising avenues for understanding Buddhism9s
historical influence in Central Asia. This study emphasizes the need for further
exploration of Buddhist manuscripts, conservation of artistic relics, and integration
of historical and archaeological evidence to enrich scholarly perspectives on
Buddhism9s legacy in the region.

Keywords :

Buddhism, Central Asia, Silk Road, Buddhist Monasteries, Gandhara Art,
Xuanzang, Manuscript Preservation, Dunhuang, Khotan
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Introduction :

The spread of Buddhism beyond the

Indian subcontinent into Central Asia and

China marked a major cultural transforma-

tion, facilitated by the Silk Road-a network

that linked distant regions through com-

merce and also enabled religious, artistic,

and intellectual exchanges (Mishra, 2020,

p. 45). Buddhist shrines and monastic

institutions were central to this process,

acting as spiritual centers and hubs for

trade, education and cultural development.

Monasteries in Taxila, Bamiyan, Khotan,

Dunhuang, and Termez played a formative

role in shaping the sociopolitical and

cultural landscape of Central Asia (Deom,

2011, pp. 133; Marshall, 1975, p. 82). These

vih�ras were more than places of worship-

they offered shelter to pilgrims, hosted

merchants, and enabled the transmission

of Buddhist teachings across linguistic and

cultural boundaries (Neelis, 2012, p. 13).

Xuanzang9s travel records document vibrant

Buddhist centers, such as Dunhuang, Khotan

and Bamiyan, highlighting their role in

scriptural study and monastic exchange

(Pearce, 2018, pp. 2-3). These monasteries

served as repositories of sacred texts and

fostered trans-regional religious networks

(Sen, 2006, p.-24). Monasteries also ope-

rated as economic institutions. In Khotan

and Bamiyan, they managed land, collec-

ted taxes, and provided lodging, demons-

trating their integration into regional

economies (Wang, 2004, p. 94; Stein, 1921,

p. 1429). Buddhist monks and traders used

alternate mountain routes to facilitate the

movement of texts and artifacts (Neelis,

2012, p. 13). Artistically, the fusion of

Indian, Persian, Greek, and Chinese influ-

ences is visible in murals and sculptures.

Bamiyan9s monasteries, for example, illus-

trate the Greco-Buddhist style and its

transformation over time (Blänsdorf &

Petzet, 2022, p. 17).

Research Objectives :

This study explores the role of Buddhist

monastic institutions in Central Asia

through four key questions:

� How did monasteries in Taxila, Bami-

yan, Khotan, Dunhuang, and Termez

facilitate religious and cultural trans-

mission (Pearce, 2018; Neelis, 2012)?

� In what ways did they function as

economic hubs (Wang, 2004; Stein,

1921)?

� How did artistic elements evolve

across Buddhist sites through Indian,

Persian, Greek and Chinese influences

(Blänsdorf & Petzet, 2022; Foucher,

1917)?

� What intellectual roles did monks play

in manuscript preservation and trans-

lation (Schaik, 2007; Wenkan, 1996)?

Methodology and Significance of the

study :

Adopting an interdisciplinary appro-

ach, the study integrates archaeological

analysis, textual sources, and comparative

art-historical methods. Primary materials

include Xuanzang9s travelogues, inscriptions

from major Buddhist sites and artistic evi-

dence from murals and sculptures (Pearce,

2018; Deom, 2011; Kageyama, 2024).

Comparative regional analysis highli-

ghts how Buddhist institutions adapted to

local conditions-economically, culturally

and architecturally. The inclusion of mona-

stic records, trade evidence and manuscript

traditions enables a nuanced understanding

of Buddhism9s evolution along the Silk

Road (Neelis, 2012; Wang, 2004).
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This study contributes to Buddhist

archaeology by demonstrating the multi-

faceted roles of monastic centers as reli-

gious, economic and artistic engines of

cultural transmission. It underscores the

value of further excavations, conservation

work, and digital reconstruction to pre-

serve these legacies (Kageyama, 2024;

Doney et al., 2024).

Literature review :

The archaeology of Buddhism in

Central Asia reveals the intricate roles that

monastic institutions played in shaping

religion, trade, art and scholarship across

the Silk Road. Far from being isolated

places of worship, monasteries in sites

such as Taxila, Bamiyan, Khotan, Dunhu-

ang and Termez were deeply embedded

in regional sociopolitical systems.

Monastic institutions as cultural centers:

Buddhist monasteries influenced their

regions culturally and intellectually.

Excavations at Taxila, Bamiyan and Termez

confirm the presence of expansive mona-

stic complexes adorned with stupas and

diverse artistic traditions (Deom, 2011, pp.

1-3). Marshall (1975, p. 82) likens insti-

tutions in Taxila to early universities,

hosting scholars from across the Buddhist

world. Xuanzang9s Great Tang Dynasty

Record details monastic vibrancy in Khotan,

Dunhuang and Bamiyan, emphasizing

their function in religious preservation and

linguistic exchange (Pearce, 2018, pp. 2-3).

Similarly, Stein (1907, p. 172) describes

Khotan9s Buddhist architecture and its

integration into regional life. Translation

efforts in Kucha and Khotan ensured the

continuity of Buddhist teachings across

cultural boundaries (Wenkan, 1996, p. 14).

Economic functions of monasteris :

Monasteries were not just spiritual

entities; they acted as major economic

centers. They managed estates, collected

taxes, and engaged in trade to sustain

religious and scholarly operations (Kitinov,

2024, p. 510; Wang, 2004, p. 94). In the

Qiuci Kingdom, monasteries played a

pivotal role in managing the flow of

goods, offering financial services and

lodging to Silk Road merchants (Stein,

1921, p. 1429). Their wealth, derived from

trade and donations, funded religious

construction and manuscript copying

(Wang, 2004, p. 193).

Artistic syncretism in buddhist sites :

Artistic remains from Central Asian

monasteries illustrate a synthesis of Indian,

Persian, Greek and Chinese influences.

The Gandharan style-evident in Taxila and

Bamiyan-showcases Indian iconography

blended with Greco-Roman drapery and

Persian forms (Foucher, 1917, p. 260;

Blänsdorf & Petzet, 2022, p. 17). The

Bamiyan Buddhas, destroyed in 2001,

epitomized this fusion. Murals in Dunhuang

and Khotan integrate Indian religious

themes, Chinese aesthetic conventions and

Persian designs (Stein, 1907, p. 335). The

winged angels at Miran reflect Christian

artistic motifs embedded within Buddhist

iconography (Foucher, 1917, p. 260). Arti-

stic continuity and adaptation are further

seen in Fayaztepa9s murals, which exhibit

elements from Bharhut, Gandhara, and

Central Asia (Kageyama, 2024, p. 61).

Vajrapani figures modeled after the Greek

Heracles and painted dado scenes suggest

long-distance artistic exchange across

Eurasia (Rashid, 2024, p. 26). Early oil-

based murals at Bamiyan also signal inno-

vation in Buddhist artistic techniques

(Taniguchi & Cotte, 2022, p. 86).
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Monks as intellectual agents :

Buddhist monks preserved and trans-

mitted knowledge through vast manuscript

traditions. The monastic libraries of Dun-

huang and Khotan safeguarded texts in

Sanskrit, Tibetan, and Chinese, supporting

multilingual Buddhist education (Pearce,

2018, p. 42; Schaik, 2007, p. 14). Monks

in Kucha and Khotan translated Indian

scriptures into Chinese, expanding Budd-

hism into East Asia (Wenkan, 1996, p. 14).

Accounts by Faxian, Xuanzang and Yijing

further document monastic scholarly life

and cross-regional exchanges (Sen, 2006,

p. 26).

Discussion :

Buddhism9s expansion in Central Asia

was catalyzed by the Silk Road, which

enabled religious, cultural and commercial

exchange between India, Central Asia and

China. Monastic institutions along this

corridor became hubs of interaction, where

trade routes, nomadic movements and

diplomatic relations converged to sustain

Buddhist traditions (Neelis, 2012, p. 13;

Mishra, 2020, p. 45). Chinese monk Xuan-

zang documented the influence of these

monasteries, particularly in Dunhuang,

Khotan, and Bamiyan, affirming their

roles in religious instruction, manuscript

preservation, and cross-cultural dialogue

(Pearce, 2018, pp. 233; Amarathunga &

Gunawardana, 2019, p. 766).

Buddhism adapted to local beliefs

among the Uyghurs, Tokharians and Mon-

gols, integrating indigenous practices with

Buddhist philosophy (Kitinov, 2024, p.

504; Wenkan, 1996, p. 5). The Tibetan

Empire further expanded Buddhism into

the Qinghai region, institutionalizing Chan

traditions (Doney et al., 2024, p. 269).

Manuscripts discovered in Dunhuang9s

Library Cave and at Khotan highlight this

scholarly diffusion-preserving Buddhist

teachings in Sanskrit, Uighur, Sogdian,

and Chinese (Hansen, 2012, p. 242; Stein,

1907, p. 172).

Architecturally, Buddhist monasteries

blended regional traditions, drawing on

Indian, Persian, and Chinese elements.

The colossal Buddha statues at Bamiyan

epitomized this synthesis, showcasing

Gandharan influence through Hellenistic

drapery and Sassanian ornamentation

(Blänsdorf & Petzet, 2022, p. 17). Fayaz-

tepa9s murals in Uzbekistan incorporate

Bharhut-inspired stupa motifs, reflecting

cross-regional iconographic flows (Kage-

yama, 2024, p. 61). At Dunhuang and

Miran, artistic styles drew from Chinese

and Kushano-Iranian sources, while motifs

such as angelic figures reveal Christian

influence (Foucher, 1917, p. 260). Political

contexts also shaped visual culture-for

instance, Maoist ideology altered Buddhist

murals during periods of state intervention

(Galway, 2024, p. 148).

Archaeological excavations at Bamiyan,

Termez, Taxila, and Dunhuang underscore

the longevity and complexity of Buddhist

institutions. The Bamiyan Valley, now a

UNESCO site, yielded murals and manu-

scripts attesting to the intellectual life of

monastic communities (Taniguchi & Cotte,

2022, p. 9; Blänsdorf & Petzet, 2022, p.

18). In Termez, Kushan-era monastic ruins

coincide with Xuanzang9s accounts, while

Taxila9s remains confirm its educational

prominence (Abdullaev, 2013, p. 183; Mar-

shall, 1975, p. 82). Monastic economies

also played key roles, managing trade,

taxation, and landholdings to sustain their

operations (Wang, 2004, pp. 1933195).
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However, geopolitical instability, loo-

ting, and environmental degradation conti-

nue to threaten these sites. Access remains

limited in many areas, and preservation is

hindered by a lack of funding and regional

cooperation (Barger, 1944, p. 2). Neverthe-

less, digital technologies and international

collaborations now offer new possibilities

for virtual reconstructions and translation

of manuscript archives (Schaik, 2007, p.

14; Samoylovskiy & Samoylovskiy, 2024,

p. 21).

Conclusion :

The archaeology of Buddhism in

Central Asia reveals a dynamic legacy

shaped by trade, political transitions, and

cultural exchange. Monastic institutions

at Bamiyan, Taxila, Dunhuang, and

Khotan functioned as centers of worship,

education and commerce, facilitating

Buddhism9s diffusion across the Silk Road

(Blänsdorf & Petzet, 2022; Marshall,

1975; Hansen, 2012). These sites reflect

Buddhism9s adaptability, blending local

traditions with doctrinal continuity. Archi-

tectural and artistic evidence underscores

a transregional aesthetic, integrating

Gandharan, Indian, Persian, and Chinese

styles. Monasteries fostered not only

religious devotion but also manuscript

production, mural painting, and economic

exchange (Kageyama, 2024; Schaik, 2007).

Excavations confirm their importance in

maintaining cross-cultural intellectual net-

works (Deom, 2011; Stein, 1921). Despite

their historical significance, many sites

face degradation due to environmental

threats, conflict and limited access (Barger,

1944). Continued interdisciplinary research,

including digital reconstructions and

translation of Buddhist manuscripts, is

essential for preserving this heritage

(Doney et al., 2024; Samoylovskiy &

Samoylovskiy, 2024). Buddhism9s enduring

legacy in Central Asia lies not only in its

monumental relics but in its ability to

connect diverse peoples through shared

spiritual, artistic and intellectual traditions.

These findings reaffirm the Silk Road9s

role as a vibrant conduit of religious and

cultural exchange.
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Abstract :

The practice and development of printing art as they relate to Indian philosophy

and cosmopolitan behavior are examined in this essay. Printmaking is one of the

many artistic mediums that have been profoundly impacted by Indian philosophy,

which places a strong focus on universalism, interconnection, and non-duality. These

philosophical principles are in line with cosmopolitanism, which promotes an inclusive,

international exchange of cultures. A transcultural artistic conversation has emerged

as a result of the incorporation of these ideals into printmaking, which enables artists

to combine traditional Indian motifs with international subjects and techniques. This

study explores the philosophical foundations of printing in India, evaluates current

global trends, and talks about how technology might help cross-cultural divides. The

dynamic interaction between Indian thinking and international artistic movements is

emphasized through case studies of well-known printmakers. The importance of this

synergy for the international art community is emphasized in the paper9s conclusion.

Key Words :

Indian philosophy, cosmopolitan behavior, printmaking art, transcultural dialogue,

universalism, non-duality, global art movements.

Indian philosophy provides deep insi-

ghts into the nature of reality and creativity

through its intricate synthesis of spiritual,

ethical, and metaphysical thought systems.

These ideas have been assimilated by print-

making, a relatively new art form in India,

and have been transformed into a trans-

cultural communication tool. This essay

examines how printmaking has been

impacted by Indian philosophical ideas

like non-duality and aesthetic experience,

as well as how the international art comm-

unity has responded by introducing

cosmopolitan behavior into the medium.

Artists are encouraged to investigate

themes of interconnectivity in their work

by the Advaita Vedanta tenet of non-duality,

which emphasizes unity between the self

and the universe. This is shown in printma-

king as layered compositions that represent

the harmonious fusion of spiritual and

cultural themes. The emotional and spiritual
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bond between the artist, the piece of art,

and the viewer is highlighted by the tradi-

tional Indian philosophy of rasa. In order

to inspire a variety of rasas and profoundly

engage viewers, printmakers frequently

use symbolic imagery. Indian philosophy

promotes tolerance and acceptance of other

viewpoints. Indian printmaking methods

have been easier to adapt to global influences

thanks to this universalism, resulting in a

hybridized form of expression that is both

local and global. With its diverse range of

ethical, aesthetic and metaphysical concepts,

Indian philosophy provides deep insights

that have a profound impact on the field

of art. The philosophical and visual aspects

of creative expression have been profoun-

dly influenced by its basic ideas, which

include non-duality (Advaita), interconnec-

tion and the search of aesthetic pleasure

through rasa. These philosophical ideas

place a strong emphasis on harmony in

the face of diversity and a comprehensive

view of life, which find compelling para-

llels in the visual arts, especially in the

multi-layered nature of printmaking.

According to Adi Shankaracharya9s

explanation of the Advaita Vedic principle

of non-duality, the self (atman) and the

ultimate reality (Brahman) are one and the

same. This metaphysical perspective

encourages artists to blur the lines between

local and global, abstract and representa-

tional, spiritual and material and other

opposites in their works. Non-duality in

printmaking can be represented by smooth

shape transitions, the contrast of conven-

tional and contemporary features or recur-

ring patterns that allude to endless cycles

and continuity. As explained in Bharata9s

Natya Shastra, rasa, or aesthetic essence,

is another key concept that emphasizes the

viewer9s emotional and spiritual connection

to the artwork. Rasa theory offers a metho-

dical framework for comprehending how

different emotions, including happiness

(shringara), compassion (karuna) or tran-

quility (shanta), are evoked by art. In order

to elicit these emotional reactions, print-

makers use particular textures, lines and

colors. For example, a political etching9s

bold, energetic forms could represent vira

(heroism), while a mandala print9s delicate

patterns and calming colors might evoke

shanta.

Emphasizing inclusivity and connec-

tivity, universalism is another defining

feature of Indian thinking that may be

found in the Bhagavad Gita and Upanishads.

Indian philosophy serves as a link between

regional customs and international artistic

trends because of its strong alignment with

cosmopolitan values. The integration of

various cultural motifs or techniques is a

common way that universalism appears in

printmaking. To represent a fusion of artis-

tic traditions, an Indian printmaker might,

for instance, combine traditional Pattachitra

motifs with Japanese woodblock techniques.

These philosophical foundations acti-

vely impact artistic processes and are not

limited to theoretical domains. Printmaking

is given a deeper, meditative character by

Indian philosophy, which inspires artists

to produce works that cut across cultural

or personal borders and invite universal

reflection and discussion. Indian printma-

king thus becomes more than just a visual

medium; it also serves as a vehicle for phi-

losophical and spiritual inquiry, demonst-

rating the enduring value of Indian ideas

in a worldwide artistic environment.

Early woodblock printing methods for

textiles and manuscripts served as the
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foundation for printmaking in India.

Western printmaking methods like litho-

graphy and etching were brought during

the colonial era, resulting in a fusion of

European and indigenous forms. In India,

printmaking is a rich art form with a history

that combines colonial influence, modern

innovation, and traditional skill. Its history

started with early woodblock printing,

which was mostly employed in ancient

India for holy writings and textiles. During

the medieval era, block printing and other

similar techniques were very popular,

especially in Gujarat and Rajasthan, where

elaborate designs were used to decorate

temples and textiles. Printmaking as an

artistic medium with a strong foundation

in spiritual symbolism and storytelling was

made possible by these early activities.

An important turning point in Indian

printmaking occurred during the colonial

era. Indian painters were exposed to new

possibilities when European artists and

organizations introduced lithography,

mezzotint, and etching. With his litho-

graphs, Raja Ravi Varma, a significant

figure during this time, transformed Indian

art and made classical themes and mytho-

logical tales broadly available. His art

established a standard for the blending of

local and foreign approaches by bridging

traditional Indian imagery with Western

realism. Printmaking became a field of

study and a social expressive tool in the

years following independence. The National

Institute of Design in Ahmedabad and

Kala Bhavana in Santiniketan were two

important art schools that promoted expe-

rimentation and creativity. By pushing the

limits of the medium, artists like Somnath

Hore and Krishna Reddy employed print-

making to highlight issues of sociopo-

litical relevance. To produce powerful visual

narratives that captured the complexity of

a modernizing India, techniques such as

etching, woodcuts and serigraphy were

modified. While maintaining its distinct

personality, Indian printing has welcomed

worldwide influences in recent decades.

Modern artists create a hybrid art form that

appeals to both domestic and foreign audi-

ences by fusing traditional techniques with

new technologies. As printmakers experi-

ment with the medium9s adaptability,

themes of sustainability, cultural memory,

and cosmopolitanism are becoming more

and more common. Indian printmaking

now offers a vibrant forum for artistic exp-

ression that keeps evolving with the shifting

cultural milieu, standing at the nexus of

tradition and innovation.

Cosmopolitanism promotes intercul-

tural communication, which is consistent

with Indian philosophy9s inclusive attitude.

Through encouraging partnerships and the

sharing of methods, this framework has

enhanced Indian printmaking. Indian print-

makers have contributed distinctive Indian

themes and stories to the global canvas while

also taking inspiration from international

art trends like Surrealism, Cubism and

Abstract Expressionism. The ability of

artistic activities to transcend regional

boundaries and promote communication

between other cultures, traditions and

ideas is referred to as cosmopolitan beha-

vior in art. Cosmopolitanism in art, which

has its roots in the ideas of inclusivity and

global connectivity, honours and integ-

rates local characteristics while celebrating

the common human experience. Printmak-

ing, a medium that naturally encourages

replication, distribution, and cooperation

across cultural and geographic landscapes,

is one example of this behavior.
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When Indian painters were exposed

to Western forms and techniques during

the colonial era, cosmopolitanism in art

became increasingly apparent in India. Indian

printmakers were inspired to reimagine

their native stories through a global pers-

pective after being exposed to trends such

as Impressionism, Cubism and Surrealism.

Indian motifs like mandalas, temple sculp-

tures, and folk art patterns infiltrated

worldwide art settings and influenced

global aesthetics, demonstrating that this

interaction was not one-way. Cosmopoli-

tanism in modern contexts is demonstrated

by the embrace of universal themes such

as migration, identity, and environmental

concerns, as well as the integration of

many artistic styles. Indian printmakers

frequently blend contemporary techniques

like photogravure and digital layering with

more conventional approaches like wood-

cuts. This mixture of styles is a reflection

of a deeply ingrained cosmopolitanism

that strikes a balance between embracing

global innovation and preserving local

heritage.

Additionally, cosmopolitan conduct

encourages inclusivity and teamwork. To

foster cross-cultural interaction, Indian

artists now often participate in overseas

residencies, workshops, and exhibitions.

Technology is essential to this process

since it allows for immediate contact, idea

sharing, and the exhibition of art to audi-

ences around the world. As a result, cos-

mopolitan conduct in art fosters a world

where artistic expression flourishes across

national boundaries and cultural silos,

acting as a potent stimulus for innovation.

Indian philosophical concepts are often

reflected in printmakers9 use of symbols

like the lotus (spiritual purity) and the

mandala (global order). Artists create a

distinctive cosmopolitan aesthetic by fusing

international techniques like screen prin-

ting and photogravure with ancient Indian

techniques like woodcuts.

Printmaking9s fusion of Indian philo-

sophy and cosmopolitanism produces a

singular artistic narrative that unites regional

customs with international discussions.

Indian philosophy9s focus on universalism,

interconnection, and aesthetic experience

fits very well with cosmopolitan ideals,

which support inclusivity and cross-

cultural exchange. This combination can

be explored through printmaking, which

is a versatile and reproducible media that

enables artists to participate in transcu-

ltural discourses and reflect indigenous

values at the same time. Indian printmakers9

themes and compositions represent philo-

sophical ideas such as the non-duality of

Advaita Vedanta. Cosmopolitan ideals, in

which various cultures collaborate to

produce common artistic languages, are

in line with this notion of unity in the face

of diversity. To represent harmony in

multiplicity, Indian printmakers might, for

example, combine contemporary abstract

forms or methods influenced by internatio-

nal art trends like Cubism or Minimalism

with regional symbols like the lotus or

mandala. This interaction is further

reinforced by the idea of rasa, or aesthetic

experience. With the use of rasa theory,

Indian printmakers create works that

arouse universal emotions in viewers

worldwide while maintaining cultural

uniqueness. For instance, the application

of vivid hues and elaborate designs can

arouse emotions that cut over cultural

boundaries, such as happiness (shringara)

or tranquility (shanta). The technical
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components of printmaking are also

influenced by cosmopolitanism. Indian

artists create hybrid forms that represent

their ancestry and global connectivity by

fusing traditional techniques like block

printing and etching with modern inven-

tions like digital manipulation and screen

printing. This combination of methods

reflects the cosmopolitan philosophy of

combining several traditions to produce

something that speaks to everyone.

Essentially, the interaction of cosmo-

politanism and Indian philosophy in

printmaking creates a vibrant conversation

that embraces global ideas while honoring

cultural heritage. It contributes to a more

interwoven global art narrative by positio-

ning Indian printmaking as a vehicle for

philosophical and cultural convergence in

addition to creative expression.

Raja Ravi Varma : Combining Moder-

nity and Tradition :

By experimenting with Western rea-

lism and making ancient topics approa-

chable, Varma9s lithographs democratized

art in India. An important person in Indian

art history, particularly in the development

of printmaking, is Raja Ravi Varma. By

creating images of mythological figures

and situations from Indian epics in large

quantities and making them broadly

accessible and reasonably priced, his use

of lithography transformed the accessi-

bility of art. Traditional Indian storytelling

and the burgeoning modernism of the

colonial era were reconciled by this demo-

cratization of art. Varma9s role as a cultural

mediator is best illustrated by his works,

which combine Western realism with

Indian symbolism. His avant-garde

method paved the way for the cosmopo-

litan integration of Indian printmaking9s

indigenous themes with international

technology.

Jyoti Bhatt : Contemporary Printmak-

ing and Folk Traditions :

Through the integration of contem-

porary techniques with folk elements,

Bhatt9s art preserves indigenous traditions

within a global context. The interaction

between India9s rich folk traditions and the

contemporary sensibilities of printmaking

is profoundly explored in Jyoti Bhatt9s

work. Bhatt, a member of the Baroda

School, recorded and integrated themes

from tribal and rural art styles such as

Madhubani, Warli art and Pithora paintings.

His works show a continuous conversation

between modern aesthetics and old crafts-

manship. By combining contemporary

methods with native visual languages,

Bhatt preserves cultural heritage while

advancing the medium through his use of

screen printing and photograms. His work

demonstrates how, in a quickly moderni-

zing world, printmaking may act as a

storehouse for cultural memory.

Anupam Sud : Contemporary Social

Commentary :

In order to address topics such as

gender and identity, Sud uses printing,

which reflects both international human

rights concerns and Indian social stan-

dards. The work of Anupam Sud offers a

sharp, analytical critique of social conven-

tions and is firmly grounded in modern

social and psychological themes. Her

etchings, which tackle topics like gender

roles, identity, and existential challenges,

are renowned for their meticulous detail

and monochromatic intensity. Sud

frequently contrasts the universal with the

personal in his writings, which speaks to
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both Indian intellectual reflection and

universal human issues. She creates stories

that represent an international worldview

by combining contemporary subjects with

old techniques, such as intaglio printing.

Her work positions her as a significant

figure in modern Indian printmaking by

engaging with wider socio-political debates

in addition to making commentary on

personal experiences.

By interacting with international

movements and utilizing their cultural and

philosophical legacy, Indian printmakers

have shaped printmaking into a dynamic

and ever-evolving art medium, as these

case studies demonstrate. Printmaking has

been transformed by digital tools, which

allow for more complex designs and grea-

ter distribution. A cosmopolitan printing

community has been fostered by the

internet9s ability to promote international

collaboration. Printmaking has seen signi-

ficant change as a result of technology,

which has increased its potential as a

global art form. Technology bridges geo-

graphical and cultural gaps by bringing

new tools and platforms that allow artists

to create, collaborate, and reach audiences

throughout the world. Artists can now

experiment with complex patterns, layer-

ing techniques, and fine detailing that

were previously impossible with traditio-

nal methods thanks to digital developments

such as software like Adobe Illustrator and

Procreate. A global attitude of combining

cultural influences is reflected in these

instruments, which also make it possible

to integrate many styles and motifs.

The introduction of digital printing

has increased the medium9s adaptability

and made it easier to duplicate and alter

prints. Nowadays, artists can create hybrid

works that appeal to both local traditions

and international aesthetics by fusing

traditional techniques, such woodcuts or

etching, with digital advancements. Fur-

thermore, new printmaking possibilities

have been made possible by 3D printing

and laser etching, which allow for tactile

and sculpture-based experiments that

complement current aesthetic trends.

Additionally, technology is essential

for promoting international cooperation.

Printmakers may share their work with a

global audience, take part in virtual exhi-

bitions, and have cross-cultural conversa-

tions through websites like Behance,

Instagram, and Etsy. Artists from a variety

of backgrounds can share ideas and

methods through virtual workshops and

residencies, which enhances their creative

processes. Furthermore, by lowering

prices and making the equipment more

affordable for up-and-coming artists, tech-

nological advancements have democra-

tized access to printmaking. Regardless of

where they live, artists can contribute to

global narratives thanks to this openness,

which is consistent with the universal

values of cosmopolitanism. Fundamen-

tally, technology serves as a link between

the past and the present, strengthening

printmaking9s capacity to represent global

ideals. It guarantees that printmaking will

continue to be a vibrant medium of cross-

cultural interaction and international arti-

stic discourse by encouraging creativity,

cooperation, and accessibility.

Nowadays, a lot of Indian printmakers

use environmentally friendly materials and

methods, which is consistent with the idea

of harmony with nature. In contemporary

Indian printmaking, sustainability has

become a central issue, mirroring a global
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trend toward environmentally sensitive

artistic practices. To lessen their influence

on the environment, Indian printmakers

are increasingly using sustainable mate-

rials including organic inks, biodegradable

equipment, and handcrafted recycled

paper. This is consistent with traditional

Indian philosophies, which place a strong

emphasis on ethical duty and harmony

with nature. Prints serve as a vehicle for

both artistic expression and a call to action

as artists integrate themes of ecological

interconnectedness, climate change, and

environmental conservation into their

creations. This relationship between sus-

tainability and cultural history is further

reinforced by the resurgence of low-impact,

traditional methods like block printing and

etching using natural dyes. Indian print-

makers respect their philosophical and

cultural heritage while adding to the global

conversation on sustainability by incorpo-

rating eco-friendly techniques.

Digital platforms emphasize cosmo-

politan inclusivity by facilitating creative

expression and increasing access to a

worldwide audience. In Indian art, digital

printmaking is a groundbreaking move-

ment that provides previously unheard-

of opportunities for experimentation and

innovation. Artists are pushing the limits

of traditional printmaking by utilizing

technologies like digital layering, photo

manipulation and 3D printing to produce

works that combine craft and invention,

as well as realism and abstraction. More

accuracy, scalability and experimentation

with textures, colors and forms are made

possible by digital tools. This has demo-

cratized printmaking and broadened its

technical scope, allowing up-and-coming

artists to experiment with it without need-

ing a large physical infrastructure. Digital

platforms have also made it easier for

Indian printmaking to be shared around

the world. Artists can participate in colla-

borative projects, exhibit their work glo-

bally, and get inspiration from a variety

of artistic traditions thanks to social media

and online galleries. The combination of

modern digital processes with traditional

Indian motifs represents the changing

character of Indian printmaking, which

appeals to a global audience by fusing

tradition with innovation. When taken

as a whole, these developments preserve

the profound cultural resonance of modern

Indian printmaking while establishing it

as a progressive, internationally relevant

art form.

Printmaking has been enhanced by

the fusion of Indian philosophy and cos-

mopolitan practices, which has created

a conversation that cuts beyond national

and cultural divides. By fusing traditio-

nal knowledge with contemporary met-

hods, Indian printmakers are still adding

to the world9s artistic heritage.
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Abstract :

Miniature painting, a gem in India9s artistic legacy is admired for its intricate

detail, cultural significance, enduring charm and above all- its timeless appeal. With

origins tracing back to the 11th century Pala period in Eastern India, Miniature painting

has evolved through various cultural influences, including Mughal, Rajput, Deccan,

Pahari, and Punjab Plains. These early works laid the foundation for a tradition that

would grow and evolve through various cultural influences over the centuries. In

fifteenth century, during the Mughal era, the establishment of karkhanas marked a

significant advancement in artistic techniques and narratives. In 16th century, different

regional schools of Rajput painting began to flourish. The late 18th and early 19th

centuries witnessed Lahore flourishing as a vibrant center in Miniature painting.

However, the decline of this art form followed Independence in 1947. This paper will

focus Contemporary Women artist, Amna Walayat who aimed to blend traditional

techniques with modern themes and expressions. Combining her deep understanding

of traditional Miniature techniques with her critical engagement with modern social

issues, her work challenges both the aesthetic and beyond the ideological boundaries

of the art world.

Keywords :

Principles, Shadanga, Karkhana, Contemporary Miniature painting,

Beyond boundaries.

Indian Miniature painting is a traditio-

nal style of painting that has been an essen-

tial part of South Asia9s cultural history

for centuries. These paintings are small-

scale artworks, admired for their exquisite

detailing, including intricate patterns, deli-

cate and lyrical lines, and precise brushwork.

It is a meditative process that requires

incredibly delicate strokes and expertise

in blending colors. From the Illuminated

Manuscripts of the Pala1 period to the

Rajput2 and Mughal3 courts, Miniature
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painting has undergone various transfor-

mations, reflecting the socio-political and

religious dynamics of the subcontinent.

The Palas (11th century) in Eastern India

produced Illuminated Manuscripts, often

focusing on Buddhist themes, such as

Ashtasahasrika Prajnaparamita. These

early works were characterized by earthy

colours and religious iconography. Similarly,

Jain Manuscript4 paintings, which flouri-

shed in Jain Bhandar in Gujarat, followed

a manuscript format but depicted Jain

Tirthankaras5 and religious figures like

those from the Kalkacharya Katha6, using

bold colors and intricate detailing. With

the introduction of paper in the 14th

century, a shift occurred in the production

of manuscripts.

During the Lodhi period7 (1451-

1526), the Sultanate school of Manuscript

painting emerged, signifying a stylistic

evolution in Indian painting. When Babur

founded the Mughal Empire in India in

1526, he initiated a rich cultural exchange

between Central Asia and the Indian

subcontinent. The arrival of Persian artists

like Mir Sayyed Ali and Abdus Samad

during Humayun9s reign marked a turning

point in Mughal art. He established a

karkhana, where he commissioned these

Persian artists to train Indian artists and

produce the finest aspects of Persian and

Indian artistic traditions. Under Mughal

rule, the establishment of karkhanas8

(Royal Workshops) at the imperial courts

initiated a new phase in the evolution of

Indian painting. The Mughal Miniature

painting tradition, deeply influenced by

Persian art, achieved a level of sophistica-

tion and detail that had not been seen

before. It introduced realistic portraiture,

historical scenes and courtly life, combin-

ing fine lines, rich colours, and intricate

patterns. Despite their refinement, many

Mughal Miniatures remained unsigned,

reflective of the collective nature of work-

shops in royal courts. During the 14th cen-

tury Mughal era, Emperor Akbar relocated

his court and artisans to Lahore, transfor-

ming the city into a thriving hub of artistic

and cultural activity, paving the way for

the evolution of painting styles in the

region9. Under Akbar9s patronage, Lahore

was not only the heart of imperial archi-

tecture, murals and artistic creation but

also a crucible for the development of the

art of Miniature painting. Rajput painting,

prominent in the 16th century, primarily

focused on Hindu Epics, Mythology, and

the daily lives of the common people.

These paintings, rich in detail and colour,

showcased a vibrant visual culture that

reflected regional styles. While the Mughal

and Rajput painting styles began to decline

by the late 18th century, the Punjab Hill

States saw the flourishing of the Pahari

Miniature painting tradition, marked by

its varied colour schemes, styles and deli-

cate depictions of religious themes10. Sikh

Miniature paintings also gained promi-

nence, offering unique representations of

Sikh culture and history11.

In the late 18th and early 19th centu-

ries, when Maharaja Ranjit Singh12 ascen-

ded to power in Lahore, he recognized the

importance of art in shaping his empire9s

identity. Ranjit Singh9s 48 year rule is

often regarded as a golden era for Punjab,

marked by peace, prosperity, and a flouri-

shing of the arts. This period gave rise to

what is now known as the Lahore School

of Miniatures or the Miniatures of the

Lahore Darbar. Initially named 8Darbar

Khalsa9, the Institution was later renamed
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Lahore Darbar to reflect the secular nature

of Ranjit Singh9s court. Paintings created

in Lahore, modern-day Pakistan, provides

testament of the city9s rich history and its

shifting political dynamics. Faqir Aijazu-

ddin13 was a prominent figure in the court

of Maharaja Ranjit Singh, serving as a

physician, linguist, diplomat, and foreign

minister during the Sikh Empire. He remai-

ned a close and trusted advisor to the

Maharaja, playing an instrumental role in

the diplomatic and political engage-ments

of the empire. Today, his legacy is preser-

ved through Fakir Khana, a private museum

in Lahore. It holds a vast collection of art

and artifacts from the Sikh Empire, inclu-

ding Mughal and Sikh miniatures, manu-

scripts and the Fakir family9s personal

items.

Following India9s independence in

1947, Miniature painting experienced a

decline as modernist movements in art

gained momentum. However, despite this

shift, some dedicated artists have commi-

tted themselves to preserving and evolving

this art form, blending tradition with inno-

vation. The revival of Miniature painting

in the 20th century, particularly through the

Contemporary Miniature can be traced in

India and Pakistan, that too specifically

the Miniature Department at the National

College of Arts of Lahore14, Pakistan.

Artists such as Shahzia Sikander, Nilima

Sheikh, Nusra Latif Qureshi, Saira Wasim,

Talha Rathore, Sumaira Tazeen and Meh-

reen Murtaza have made significant cont-

ributions to this movement. This new

group of new age contemporary artists was

an attempt to revive the dying art. One

such artist is Amna Walayat, who stands

at the forefront of this intersection of Indian

Miniature art, female empowerment, and

feminist critique.

Born in Rawalpindi, Pakistan, in

1979, Amna Walayat was introduced to

art by her mother, an art teacher. Though

she initially pursued medical school to

fulfill her parents9 wishes, her passion for

art led her to shift focus. She earned an

M.A. in Fine Arts from Punjab University,

Lahore, in 2002, and later contributed to

the National Art Gallery and Alhamra Arts

Council. After moving to the UK in 2007,

she eventually settled in Cork, Ireland,

where she established herself as a promi-

nent visual artist, particularly through her

unique reinterpretation of traditional Mini-

ature painting, blending it with contempo-

rary themes. In 2015, she completed her

post-graduation in Modern and Contem-

porary Art History, Theory, and Criticism

from University College Cork and has

since showcased her work in numerous

galleries and institutions across Ireland.

She is actively involved with several arts

organizations and is currently the Creative

Producer in residence with Cork County

Council.15 Her extensive educational back-

ground, combined with diverse experiences

across different cultures and locations, has

provided her with a strong foundation in

both historical art forms and contemporary

theory.

Amna Walayat9s commitment to tradi-

tional Miniature painting techniques is a

key aspect of her work. Like Miniature

artists, she crafts her own brushes from

squirrel tail hair and often creates her own

colors from organic and natural resources.

Her use of materials like tea and coffee

washes, Gum Arabic, honey, gold, silver,

Lapis Lazuli, Malachite and Azurite stone

enriches her work with a tactile connection

to historical practices. Not only does she

draws on the rich tradition of Mughal
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Miniature painting but also explores new

materials and techniques, expanding her

practice into sculpture and installation art.

This allows her to move beyond the limits

of two-dimensional painting, creating

multi-layered experiences that engage

space, texture and form. By employing

these traditional methods, she connects her

contemporary feminist critiques to the

long lineage of Miniature painting, bridg-

ing the gap between past and present.

Amna Walayat approaches painting as

a form of language, one that surpasses the

limitations of text and speech. Her current

practice, rooted in traditional and neo-

Indo-Persian Miniature painting, reflects

her hybrid cultural experiences and her

identity as a migrant artist. Amna Wala-

yat9s art critiques societal control over

women9s bodies and actions, offering visual

resistance to these oppressive forces. Her

work aligns with feminist traditions, chall-

enging patriarchal systems and amplifying

marginalized voices. Inspired by Persian

poetry9s spiritual and metaphorical langu-

age, she comments on gendered expecta-

tions across cultures.

Half-length portrait depicting a woman9s

journey from her birthplace in Pakistan to

Ireland, which is metaphorically portrayed

by the chameleon, a creature known for

its ability to change colors, symbolizing

adaptation and transition. She holds two

passports, one with a maroon cover and

the other with a green cover. The former

indicates the artist9s connection with Ire-

land and the latter her Pakistani heritage.

The chameleon resting on her right hand,

spotted with maroon and green suggests

that she identifies with the act of camou-

flage, symbolizing her ability to navigate

and adapt to new cultural landscapes. The

transparent hijab she wears not only

reflects her Pakistani heritage but also

suggests transparency and openness in

embracing her roots. This painting is a

representation of dynamic interplay bet-

ween heritage and contemporary life.

(Plate 1)

In this painting, on the left, the artist

is portrayed holding a padlock and a

ribbon, and a bare glimpse of the Irish

landscape through a window. The padlock,

ribbon and her taped mouth suggests

barriers or restrictions. The stacked suit-

cases, though just out of frame, symbolize

the bridal dowry and the baggage, both

physical and emotional that the artist

brought with her to Europe, signifying her

personal journey and the complexities of

migration. In another, adjacent work, A

filament of golden wire runs between the

central figure9s fingers, ensnaring the

body, interweaving with a bridal veil. This

imagery evokes the entwined nature of

tradition, identity, and transformation. The

work9s subtitle, <building a home with

thread,= reflects the challenges and intrica-

cies of establishing a new life in a foreign

land, where threads of past and present,

heritage and adaptation, intertwine to

create an array of experiences and emo-

tions. (Plate 2)

Abhisarika, the mirror image, portra-

yed with lyrical lines, serves as a metaphor

for introspection and self-reflection, reve-

aling the inner thoughts and emotions of

the artist. The depiction of a lion and deer

engaged in a fight symbolizes power over

weakness. Abhisarika is known to defy all

the difficulties that comes her way. Addi-

tionally, the representation of nature repre-

sents the connection between the natural

world and human experiences. (Plate 3)



204
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

This self-portrait depicts a woman wea-

ring a moustache, symbolizing the concept

of female equality and challenging traditio-

nal gender stereotypes. The woman is shown

holding a needle, which serves as a meta-

phor for sewing her own future and repre-

sents how women often hold everything

together in their lives. Amna Walayat9s

monochromatic portrait captures a power-

ful message about female empowerment

and resilience. (Plate 4)

Amna Walayat represents the stru-

ggles and challenges faced by women in

society. The pregnant woman with her hair

tied in a knot symbolizes the societal res-

trictions and limitations imposed on women.

Her hand holding a lotus connected to her

umbilical cord signifies growth, fertility,

and the potential for new life, however,

the band of thorns above her head repre-

sents the hardships she faces. The necklace

worn by the woman, depicting a female

figure being chased by a male figure, sym-

bolizes the evils and threats that women

encounter in society. These elements colle-

ctively pain and obstacles experienced by

women during pregnancy and throughout

their lives. According to Islamic tradition

when a woman becomes pregnant, a para-

dise opens automatically under her feet.16

However, women and children often

become victims of a <culture of shame=,

with murder, exploitation and related

violence common throughout the world.

This painting draws western influence on

the narrative of the fall of Adam and Eve17

and their expulsion from the Garden of

Eden18 to consider cultures of shame in a

contemporary moment. (Plate 5)

Amna Walayat9s work is a significant

contribution to the ongoing dialogue

around the preservation and evolution of

traditional art forms, particularly Indian

and Persian Miniature painting. Her art is

not just a reflection of her personal expe-

riences but a powerful commentary on the

societal mechanisms. Her relocation to the

West has not diminished her connection

to her cultural traditions. Despite being in

a different geographical context, she

continues to uphold and promote traditi-

onal art forms. This fusion allows Walayat

to address the role of tradition in modern

art and the ways in which historically mar-

ginalized voices can reclaim and reshape

those traditions. Her ability to push the

boundaries of Miniature painting while

remaining rooted in its techniques and

materials highlights her role as both a

preserver and innovator of this ancient art

form. Her feminist vision goes beyond

appraisal; it envisions a world where

women are the creators of their own narra-

tives, actively shaping history and culture

rather than being defined by them.
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Abstract :

The article explores the transformative role of visual aesthetics in cinema and its

interconnection with literary studies, particularly within postmodernism. It examines

cinema9s interdisciplinary evolution, integrating techniques from anthropology, sociology,

psychology, and linguistics. Drawing from W.J.T. Mitchell9s taxonomy of images and

the <Golden Section= principle, it analyzes how cinematic visuals parallel literary

devices, especially in representing imagery. Discussion extends from Félix Trutat9s Nude

Girl on a Panther Skin (1844) to feminist cinema theory, ecological cinema, subaltern

perspectives, and Marxist critiques, illustrating cinema9s critique of societal and gender

dynamics. Through textual examples like poetic imagery and literary excerpts, the article

highlights selection and arrangement as essential in creating impactful visuals. Key

cinematic techniques, including continuity, camera angles, and composition, are explored

for their narrative significance. The evolution of aesthetics from the silent film era9s

montage to contemporary advancements in angles, lighting, and focus is traced, with

references to Mark Currie9s (1998) insights on camera movement and its parallels with

literary <stream of consciousness.= Emphasizing cinema9s ability to evoke introspection

and universal resonance, the article underscores its dynamic nature in merging tangible

visuals with conceptual storytelling, continually shaping art9s aesthetic and emotional

dimensions across genres and eras.

Keywords :

Visual Aesthetics, Cinematic Imagery, Canvas, Cinema Theory, Interdisciplinary

Narratives.
Introduction :

The discussion on the visual aesthetics

of cinema has grown into a significant area

influencing literary studies in the post-

modern era. The visuals in cinema are

uniquely suited to analyzing the imagery

found in literature. Concepts like camera

angles and perspectives have become

central topics in this discourse. The
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Feminist perspective, for example, has

been an area of early exploration in cinema

studies. The 1844 painting Nude Girl on

a Panther Skin by French artist Félix

Trutat (1824-1848) exemplifies this influ-

ence. It vividly depicts the Male Gaze,

showing a nude woman being observed

by a man whose face appears in the back-

ground, partially obscured in shadows.

The painting sparks conversations about

the power dynamics of gender as repre-

sented in visual media. Such analyses have

evolved into streams like Feminist cinema

theory, ecological cinema theory, subaltern

cinematic perspectives and Marxist

critiques.

In other words, cinema studies have

increasingly drawn on disciplines like

anthropology, sociology, and psychology.

These methodologies emphasize interdis-

ciplinary approaches, which shift focus

from pure cinematic aesthetics to contex-

tual analysis connecting cinema to broader

frameworks. For a long time, most cinema

scholars did not perceive film as a literary

form. Initially, cinema was examined as a

technology-based art form. Though early

discussions incorporated psychological

insights, it was only later that fields like

linguistics and structuralism integrated

with cinema studies. However, it was with

postmodernism that cinema and its visual

aspects became indispensable components

of literary studies. <Cinema9s visual langu-

age transforms static imagery into a dynamic

narrative, guiding the audience to think,

feel, and perceive beyond the frame=

(Muraleekrishna, 2006).

As cinema began to be interpreted

through intertextual readings, its stylistic

and visual techniques were examined

alongside literary devices, as in the critical

study of Bhasha Bhushanam (a text on

ornamentation). This provided a fresh

perspective on cinematic aesthetics and

their connection to literature. The focus has

shifted to understanding how cinema influ-

ences life and art. Genres and their opera-

tional methods come together to form this

overarching discourse.

Cinema is not confined to a singular

aesthetic; it incorporates elements like

visuals, sound, music, dance, physicality,

and poetry, blending them into its narrative

framework. It also opens doors for explo-

rations into history, psychology, society,

science, rationality, family, individualism,

politics, globalization, and nationalism.

<The aesthetic beauty of cinema lies in its

ability to blend visuals, sound and emo-

tions, creating an immersive storytelling

experience= (Monaco, 2000). This diver-

sity is reflected in critical and academic

studies of cinema9s influence. Scholars

now focus on how cinema shapes and is

shaped by complementary perspectives,

emphasizing the possibilities of such

integration.

Aesthetic analysis of visuals is a comp-

lex, multilayered pursuit. Aesthetics,

rooted in sensory perception, often eschews

fixed experiences, leading to dynamic

interpretations. The examination of artistic

aesthetics depends on processes like

<selection= and <arrangement.= These pro-

cesses enhance the strength and clarity of

expression in poetry, stories, or novels. For

example:

<Eyes clouded with smoke fill

with tears,

Ash flakes entangled in flying

strands of hair,
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Soot smudges the nose wiped with

a palm,

Dirt and sweat mingle below

slouched shoulders,

Three-inch-long gashes mar the

skin,

Sweat stains blackened the torn

blouse between your sides.=

(Shantha,1995)

In these lines, images like <eyes clouded

with smoke,= <ash flakes,= <smudges of

soot= and <three-inch-long gashes= are

crafted through a deliberate choice of

words that align seamlessly with the

narrative9s tone. If alternative words were

used, they might not suit the context as

well. The poet effectively conveys to the

reader that these words are the most

fitting, making the selection meaningful.

The detailed imagery shifts from mere

explanation to heightened precision and

subtlety. This visual organization defines

the poem9s beauty. The arrangement of

words draws the reader into a poetic expe-

rience while engaging with their intrinsic

meanings. <In cinema, the continuity of

visuals is not just about sequence but

about crafting a seamless narrative that

resonates with the viewer9s emotions=

(Nichols, 1993).

Such intricacies also apply to studies

of the visual medium. Words9 external and

internal forms are crucial discussion points

here. Visual studies often echo this dyna-

mic, reminding us of external observations

and touching upon deeper internal mean-

ings. Narratives thus intertwine external

events with internal resonance, offering

profound layers of understanding.When

taking a novel as an example, similar chara-

cteristics are integrated, albeit with a more

direct form of elaboration. Consider this

excerpt:

<Sitting on a bench there, Ravi

tried to absorb the scenery of

Koomenkaavu. Koomenkaavangadi

consisted of four or five stacks of

hay placed on teak twigs scatte-

red on the ground. At the end of

the path was a small clearing,

surrounded by these stacks of

hay. Behind them were huts lost

amidst clusters of plantains and

scrub forests. Above them all, like

sturdy old men standing tall, were

the sprawling jackfruit trees,

their blue-veined, broad shades

stretching out.=

(Shantha,1995)

Here, the aesthetic is created through

the choice of words:

tried to absorb the scenery,

teak twigs scattered on the ground,

huts lost amidst clusters of plan-

tains and scrub forests,

like sturdy old men standing tall,

the sprawling jackfruit trees,

blue-veined, broad shades.

(Vijayan, 1990)

The novelist9s deliberate effort to craft

the surroundings forms the beauty of this

passage. These descriptions, functioning

as literary imagery, deliver an elegance

and sweetness to the reader, akin to what

poets achieve through their verses. The

profound visual experience conveyed to

the reader facilitates both emotional

engagement and nuanced appreciation,

making the aesthetic experience actively

effective. Consider another example:
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<Across the sky, the horizons, and

the intergalactic realms, reverbera-

ting and scorching the universe,

echoed Kunti9s voice. At that

moment, Draupadi saw the blue

moon in the sky turn red. She also

saw thin veins of clouds bursting,

their streams thick with blood,

flowing and filling the celestial

pathways. From the jagged rocks,

flames shot upwards toward the

sky. She felt an intense urge to cry

out from the depths of her being.=

(Balakrishnan, 2010)

In this excerpt, the colors-blue and

red-dominate the imagery. The narrative9s

background of internal conflict, moral

dilemmas, and memories transforms

words into vivid and magnificent visual

landscapes. When visual elements are

deeply understood and appreciated, they

engage most effectively. As mentioned

earlier, selection and arrangement are

crucial. To represent a specific context or

action, precise words and their mutual

alignment are indispensable. This align-

ment can occur in two forms: harmonious

and contrasting. The meanings derived

from harmonious sentence structures and

those constructed through contrasts both

contribute to the narrative. Narratives

come to life through structures (narrative

components) that shape the context and

distinguish elements within it. When

narrative components work together to

project contextually appropriate meanings,

the narrative is realized. More than the

events themselves, it is the elements that

help construct the emotional depth of the

events that matter.

These narrative components operate

on both vertical and horizontal planes. The

vertical plane adds depth by anchoring

itself to the event and achieving a new

dimension, while the horizontal plane tar-

gets the reader9s understanding and enjoy-

ment. In essence, writing and reception are

interdependent processes. Both the writer

and the reader share equal responsibility

in this process. The writer considers the

reception and the reader reflects on the

creation, manifesting mutual comprehen-

sion and interaction.

Unique Elements in Cinema :

In cinema, it is evident that visuals

highlight the aesthetic beauty of words and

articulate the emotions they convey. The

continuity of visuals holds the viewer9s

attention as they transition seamlessly

from one to the next. The projection of

meaning in these visuals is shaped by

elements like angles, types of shots, and

the components of sequences. From these

elements, viewers derive the overall

meaning that aligns with the narrative of

the story. <The essence of cinematic aes-

thetics is rooted in the deliberate selection

and arrangement of visuals, mirroring the

poetic precision of literature= (Kadamma-

nitta, 1995).

What truly communicates with the

audience is not the images seen on the

screen but rather what the visuals direct

them to interpret or observe. In essence,

visuals guide the audience on what to read

or perceive. This means that cinematic

imagery influences the viewer9s perspective.

It is a progression from visuals to thoughts

and from thoughts to words. The subtleties

and variations in this progression determine

whether a film resonates with viewers as

engaging or fails to connect. <The camera9s

movement transforms ordinary perspectives

into extraordinary experiences, merging
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perception with creativity in the cinematic

realm= (Jithesh, 2017).

This transactional process encompasses

all physical and spiritual contemplation.

Cinema presents an aesthetic experience

intertwined with possibilities that can be

constructed from personal experiences.

Instead of merely showcasing what is

directly visible, cinema provides cues that

encourage viewers to relate it to their own

lives. It enables individuals to identify

themselves within the narrative and moves

them toward personal levels of understan-

ding and interpretation.

Visual Language Constructed by the

Camera :

The connection between visuals and

thought has been evident since prehistoric

times. In the process of communication,

not just language but also body move-

ments and images play a vital role. Cave

paintings, which predate written scripts,

are proof of this. These images serve both

physical and internal purposes in commu-

nication. They not only convey direct

information but also express the forms and

concepts that arise in the mind. It is clear

that the movements they generate in the

brain are more significant than the stillness

of letters or pictures. There exists a dyna-

mic world of thought beyond words, and

cinema seeks to articulate this realm. This

can be achieved in two ways: through the

movement within the frame (character

actions) and by moving the visuals along

with the frame (camera movement).

Together, these elements form the visual

language of cinema.

Visual language is not simply created

by assembling a series of images. Instead,

it is constructed by arranging a sequence

of interconnected visuals in a meaningful

way. This arrangement is referred to as

composition in cinema, where the visuals

are crafted to be both aesthetically and

narratively effective. The concept of visual

representation has its roots in the deep

reflections of ancient sculptors and pain-

ters. They realized that attention does not

naturally focus on the center of a frame

but rather on specific points. For instance,

dividing a rectangular frame into thirds

vertically and horizontally creates inter-

secting points that draw greater attention.

Leonardo da Vinci (1452-1519) referred

to this as the <Golden Section.= This is

essentially the brain9s natural reaction to

visual stimuli. Da Vinci introduced this

idea to painting under the name <Divine

Proportion.=

In cinematic visuals, objects are often

arranged in alignment with these princi-

ples. Ignoring such phenomena makes it

challenging to achieve a distinctive visual

language. These arrangements guide the

viewer9s gaze, inspire brain activity in

aesthetically pleasing ways, and enhance

the overall visual experience. This propor-

tion aids in crafting a more captivating and

harmonious viewing experience. It has

been emphasized that every object inclu-

ded in a visual must have a relationship

with the others. Along with this inter-

relationship, the objects in the visuals must

also maintain continuity. When presenting

each event, the objects and characters

included should maintain consistency,

even as angles change or shots vary. Even

minor discrepancies can disrupt the conti-

nuity of a visual, creating an impression

of artificiality rather than realism. When

continuity between different visuals is

preserved, scenes align cohesively. This
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alignment allows the visuals to communi-

cate effectively as a narrative. This concept

is referred to as continuity.

The framework for storytelling in

cinema is developed based on a clear

understanding of what needs to be trans-

formed into visuals. Shots, sequences, and

scenes evolve as elements that help trans-

late visuals into narrative dimensions. The

camera9s angle plays a critical role in deci-

ding where the perspective should origi-

nate. The presentation and editing of

visuals ensure that the audience9s attention

is directed to the most important areas of

the frame. This process completes the

visual language. Consequently, the concept

of visuals in cinema can be seen as an

evolution rooted in the principles of pain-

ting. Various techniques elevate visuals to

a three-dimensional level, taking them

beyond mere representation. For instance,

realism focuses on direct representation

and communication, while movements

like cubism or symbolism provide an

alternative layer to visual experience.

They shift the perception of visuals into a

higher dimension by transcending imme-

diate representation and delving into

conceptual realms.

To explore how the camera approa-

ches visuals, let9s examine a specific

method: the downward movement of the

camera from a high angle. This approach

ensures that the audience9s attention is

directed to specific details while creating

a sense of immersive observation. When

evaluating such a downward perspective,

it becomes a dynamic, self-contained

experience-crafted intentionally to shape

how the audience perceives and feels the

scene. Mark Currie (1998) evaluates this

phenomenon, noting that the camera9s

movement naturally facilitates this immer-

sive viewing experience. It bridges the

realms of perception and creativity, enab-

ling viewers to differentiate and simul-

taneously evaluate the physical world and

the imagined world. <From prehistoric

cave paintings to modern cinema, visuals

have been the cornerstone of human comm-

unication, transcending the limitations of

words= (Currie, 1998).

In literature, a similar tradition exists

for portraying the inner world-mental and

emotional layers-through characters rather

than merely describing the external world.

This approach is known as stream of

consciousness. Such narratives bridged

the gap between modernism and the

Renaissance, offering an evolved form of

expression. When transitioning to the

domain of visuals, audiences attempt to

identify the epistemological context and

function of the imagery. Such interpre-

tations, linked to social perspectives,

transform visuals into metaphors. This

represents the higher plane of visual

language. It moves beyond the tangible

universe depicted through visuals, offer-

ing an objective and dynamic perception

of an alternate reality.

Visual Aesthetics in Cinema :

W.J.T. Mitchell (1942) identifies five

types of images: graphic, perceptual,

optical, mental and verbal. These catego-

ries help understand how visuals interact

with the audience on fundamental levels.

When discussing visual communication,

the significance of these types cannot be

overlooked. When projecting an image

onto the basic level of a frame, it becomes

possible to shift the perspective to various
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points and angles. <By using techniques

like montage and continuity, early cinema

explored the potential of visuals to

communicate complex ideas without the

need for words= (Nichols, 1993). Gene-

rally, focus tends to be uniform, but when

visuals are incorporated into a frame, the

focus shifts. It moves to different visual

planes, such as the objects within the

frame, the foreground, the mid-ground, or

the background. Transforming an ordinary

perspective into a visually dimensional

one can create a more engaging and enjo-

yable experience.

Films that stand the test of time often

emphasize visual aesthetics. By presenting

unique experiences or interpretations

through visual design, films can transcend

limitations and offer profound sensory

experiences. The advent of sound in films

marked a significant transformation dur-

ing the era of silent cinema. This technical

innovation led to widespread discussions

about the evolution of visuals. In the early

stages, the aesthetic potential of montage

was explored, emphasizing visual aesthe-

tics in cinema. This period evaluated editing

not just as a means of adding meaning but

also as a way to elevate visuals to a third

dimension. <Cinema9s visual aesthetics

reveal a narrative fluidity that encourages

audiences to see themselves within the

story, fostering profound personal connec-

tions= (Monaco, 2000). Later, as sound

and other techniques were incorporated,

filmmakers began exploring additional

storytelling possibilities more seamlessly.

However, as photography and videography

advanced into newer technologies, there

is no doubt that the focus on and interest

in visuals and visual aesthetics will

continue to develop further.

Conclusion :

The selection and arrangement of

words play a pivotal role in transforming

a literary work into profound and complex

layers of meaning. Similarly, the careful

selection and arrangement of visuals in

cinema are what lend distinct meaning and

aesthetic value to its visual language. From

the beginnings of painting to the present,

art in every era has communicated by

focusing on visual characteristics. Often,

this has led to effective models being

shaped in accordance with advancements

in technology. In cinema, significant prog-

ress has been made in elements such as

angles, focus and lighting. These advance-

ments have gone beyond merely creating

emotional intensity and atmosphere; they

have uncovered new possibilities and

brought notable transformations through

unique structures.

Narrative, however, is not just about

presenting events in a sequence; it is about

communicating effectively and meaning-

fully. When the visuals in cinema help

transcend linguistic boundaries, they enable

the language of literature to expand visual

characteristics based on the reader9s imagi-

nation and personal experiences. There-

fore, visual elements in literature tend to

be more introspective than those in cinema.

Across all genres, whether in literature or

film, the importance of visual aesthetics

is evident. Consequently, every era intro-

duces and experiments with new metho-

dologies. These experiments are consis-

tently shaped by the interplay between

evolving social, cultural, and historical

perspectives and technological innova-

tions. It is not difficult to find examples

that demonstrate that these transforma-

tions are rooted in visual characteristics.
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As art and literature transition into

modern avenues, movements adapt to and

evaluate these changes, often adopting

approaches that, while different, develop

as a continuation of previous experiences.

These continuities address the ambiguities

of the new. Hence, it can be concluded that

fundamental narrative structures do not

change but instead evolve at each stage by

incorporating visual characteristics.
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Abstract :

Indian Writing in English (IWE) has emerged as a vibrant platform for showcasing

the depth and diversity of Indian art and culture. This study explores how Indian

authors, writing in English, bridge the gap between tradition and modernity, offering

nuanced insights into the country9s cultural ethos. By examining seminal literary works

and recurring themes, the research highlights the ways in which these writers capture

the complexities of India9s heritage while engaging with global literary landscapes.

The article underscores the dual role of IWE as both a preserver of traditional values

and a medium for cultural reinvention, reflecting India9s dynamic evolution. Through

an in-depth analysis, the study sheds light on how IWE contributes to a global

appreciation of Indian identity, fostering cross-cultural dialogue and understanding.

Key themes include cultural hybridity, identity, tradition, modernity, and globalization.

Keywords :

Indian Writing in English, cultural hybridity, tradition, modernity, globalization.

Introduction :

Indian Writing in English has emer-

ged as a powerful vehicle for expressing

the multifaceted dimensions of Indian art

and culture. Rooted in a history of colonial

encounter and postcolonial resurgence,

IWE straddles the line between traditional

Indian values and the forces of moderni-

zation. Writers such as Rabindranath

Tagore, R.K. Narayan, Salman Rushdie,

and Arundhati Roy have enriched the

literary landscape, offering narratives that

reflect India9s artistic and cultural ethos.

This paper explores the ways in which

IWE encapsulates the themes of art and

culture, analyzing its representation of

traditional practices, modern adaptations,

and the tension between the two. It also

evaluates the global impact of these works

in promoting a nuanced understanding of

Indian identity.
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The Representation of Tradition in

IWE :

Indian culture, deeply rooted in tradi-

tions, finds its vivid representation in Indian

Writing in English (IWE). Authors often

weave myths, rituals and classical art forms

into their narratives, thereby showcasing

the richness of India9s cultural heritage.

For instance, R.K. Narayan9s The Guide

(1958) [1] explores the transformation of

Raju, a tourist guide, into a spiritual figure,

highlighting the enduring influence of

traditional beliefs and practices. The novel

portrays the intersection of human aspira-

tions with cultural norms, emphasizing the

relevance of tradition in contemporary life.

Similarly, Raja Rao9s Kanthapura

(1938) [2] exemplifies the integration of

traditional oral storytelling with the

Gandhian philosophy of non-violence and

self-reliance. Set in a rural Indian village,

the novel uses a mythic narrative style to

depict the villagers9 resistance against

colonial rule. This blending of folklore

and political ideology underscores the

inseparability of tradition from India9s

socio-political fabric.

Traditional art forms also find promi-

nence in IWE. Bharati Mukherjee9s Jasmine

(1989) [3] juxtaposes the protagonist9s

traditional Indian upbringing with her

experiences in the modern West. The

narrative reflects the resilience of cultural

traditions even as they adapt to changing

environments. Similarly, Anita Desai9s

Clear Light of Day (1980) [4] delves into

the role of classical Indian music in sha-

ping familial and individual identities,

portraying music as a vessel for preserving

cultural memory.

Poetry in IWE also serves as a reposi-

tory of tradition. Nissim Ezekiel9s <Night

of the Scorpion= [5] vividly captures the

rural Indian ethos, depicting a community9s

collective response to a natural calamity.

The poem9s imagery and themes resonate

with the cultural and spiritual dimensions

of Indian life, highlighting the coexistence

of superstition and human empathy.

The representation of tradition in IWE

reflects the enduring significance of India9s

cultural heritage. Through their works,

Indian writers not only preserve traditional

practices but also reinterpret them in the

context of contemporary challenges. This

dual role of preservation and reinvention

underscores the dynamic nature of

tradition in Indian literature.

Modernity and Cultural Adaptation :

Modernity, as a recurring theme in

Indian Writing in English (IWE), reflects

the dynamic evolution of Indian culture

in response to societal and global changes.

Writers often explore the tensions between

preserving traditional values and embra-

cing modern ideologies. Salman Rushdie9s

Midnight9s Children (1981) [6] exemplifies

this interplay by blending historical events

with magical realism to depict India9s jour-

ney through post-independence moder-

nity. Rushdie9s innovative narrative style,

characterized by non-linear storytelling

and symbolic elements, mirrors the cultu-

ral shifts and fragmentation brought by

globalization.

Arundhati Roy9s The God of Small

Things (1997) [7] delves into the comple-

xities of modern Indian society, addressing

critical issues such as caste discrimination,

gender inequality, and familial dynamics.

The novel9s fragmented narrative structure

reflects the fractured realities of a rapidly

changing India, where traditional values



216
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

often clash with the forces of moderni-

zation. Roy9s work illustrates how cultural

adaptation involves not only societal trans-

formation but also individual struggles to

reconcile past and present identities.

In poetry, the theme of modernity is

explored through reflections on urbaniza-

tion and societal change. A.K. Ramanujan9s

works, such as <Small-scale Reflections

on a Great House= [8], juxtapose the gran-

deur of traditional family structures with

the disintegration brought about by modern

life. His poetry captures the essence of

nostalgia and loss, emphasizing the cost

of progress on cultural and familial bonds.

Amitav Ghosh9s The Shadow Lines

(1988) [9] explores the fluidity of cultural

and national boundaries in a globalized

world. Through a multi-generational

narrative, Ghosh examines how personal

and collective memories shape identities,

offering a nuanced perspective on the

cultural adaptation required in an inter-

connected world. The novel underscores

the importance of understanding history

and memory in negotiating modernity.

Jhumpa Lahiri9s The Namesake (2003)

[10] provides a diasporic perspective on

modernity, focusing on the experiences of

Indian immigrants in the United States.

The novel portrays the challenges of

balancing traditional Indian values with

the demands of Western culture, highligh-

ting the hybrid identities that emerge in

such contexts. Lahiri9s work emphasizes

the resilience of cultural roots even as they

adapt to new environments.

The modernity in IWE is portrayed

as a multifaceted phenomenon that resha-

pes cultural identities and societal norms.

Indian writers, through their nuanced

narratives, capture the complexities of

adaptation, illustrating how tradition and

modernity coexist in a dynamic and evol-

ving cultural landscape. By addressing

themes of globalization, urbanization, and

diasporic experiences, IWE offers valuable

insights into the on-going dialogue between

the past and the present.

Art as a Reflection of Identity :

Art has long been a medium through

which individuals and communities exp-

ress their identities. In the context of Indian

writing in English, art serves as a powerful

tool for exploring and reflecting the comp-

lexities of identity in a multicultural and

multilingual society. This exploration

often delves into themes such as colonia-

lism, post colonialism, cultural hybridity,

and the negotiation of tradition and moder-

nity.

One of the most significant aspects

of Indian writing in English is its ability

to articulate the struggle for identity in a

postcolonial context. Authors like Salman

Rushdie and Arundhati Roy have used

their works to address the tension between

the colonial past and the independent pre-

sent. Rushdie9s Midnight9s Children

exemplifies this by intertwining personal

and national identities through the lens of

magical realism, portraying the complexi-

ties of post-independence India. Similarly,

Roy9s The God of Small Things captures

the intersection of caste, gender, and fami-

lial identity in Kerala.

The concept of cultural hybridity, as

articulated by Homi K. Bhabha, finds a

vivid representation in Indian English

literature. Jhumpa Lahiri9s The Namesake

explores the diasporic identity of Indian

immigrants in the United States, highligh-
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ting the challenges of navigating dual

cultural affiliations´. This hybridity is not

limited to geographical displacement but

extends to the blending of languages,

traditions and worldviews within India

itself.

Another significant theme in Indian

writing in English is the redefinition of

gender identities. Writers like Kamala Das

and Anita Desai have used their works to

critique patriarchal structures and explore

the inner lives of women. Das9s confe-

ssional poetry, such as in My Story [11]

challenges traditional notions of female

identity and sexuality. Desai9s novels,

including Fire on the Mountain [12], delve

into the psychological complexities of

women9s lives, reflecting their struggles

for autonomy and self-expression.

The interplay of tradition and moder-

nity is another recurrent theme in Indian

English literature. R.K. Narayan9s Malgudi

Days [13] captures the essence of small-

town India, juxtaposing traditional values

with the encroachment of modernity. This

tension is also evident in the works of

Vikram Seth, whose A Suitable Boy [14]

portrays the socio-political and cultural

landscape of post-independence India

through the lens of familial and romantic

relationships¸.

Art serves as a crucial medium for

expressing and preserving cultural identity

in Indian Writing in English (IWE). Anita

Desai9s Clear Light of Day (1980) portrays

the role of classical music in shaping fami-

lial and individual identities. Similarly,

Amitav Ghosh9s The Shadow Lines (1988)

examines the fluidity of cultural bounda-

ries, using art and memory as tools to

bridge the past and present. Poetry, too,

plays a vital role in reflecting Indian art

and culture. Nissim Ezekiel9s poems, such

as <Night of the Scorpion=, juxtapose

traditional rural settings with modern

sensibilities, capturing the essence of

Indian life. Ezekiel9s works highlight the

coexistence of tradition and modernity, a

recurring theme in IWE.

Indian writing in English also reflects

the voices of marginalized communities.

Dalit literature, represented by authors like

Bama and Omprakash Valmiki, sheds light

on the lived experiences of caste oppre-

ssion. Bama9s Karukku [15] and Valmiki9s

Joothan [16] are seminal works that

foreground the intersectionality of caste,

class, and identity.

Art in Indian writing in English serves

as a multifaceted reflection of identity,

addressing the interplay of history, culture,

and individuality. Through their narra-

tives, Indian authors articulate the diverse

and dynamic identities of a nation in flux,

offering readers a profound understanding

of the human experience in its myriad

forms.

Global Impact of Indian Writing in

English :

IWE has significantly contributed to

the global understanding of Indian art and

culture. Writers like Jhumpa Lahiri and

Vikram Seth have brought Indian sensibi-

lities to international audiences. Lahiri9s

Interpreter of Maladies (1999) [17] explores

diasporic experiences, bridging cultural

gaps through themes of longing and

belonging.

The Booker Prize-winning works of

Arundhati Roy and Kiran Desai have

further cemented the global stature of

IWE. These authors address universal

themes through uniquely Indian lenses,
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fostering cross-cultural dialogue and

appreciation.

Challenges and Critiques :

Indian Writing in English (IWE) occu-

pies a unique space in global literature,

balancing the threads of tradition and

modernity. While this genre has received

widespread acclaim, it has also faced

challenges and critiques that merit explo-

ration. These issues stem from linguistic,

cultural, and thematic complexities that

often accompany the representation of a

multifaceted society like India.

One significant critique of IWE is its

perceived alienation from regional langu-

ages and cultures. Writers who choose

English as their medium of expression are

sometimes accused of catering to a Western

audience, leading to questions about

authenticity and cultural representation².

This critique is particularly relevant in the

context of works like Salman Rushdie9s

Midnight9s Children (1981) [6], which,

while globally celebrated, has been critici-

zed for prioritizing narrative techniques

like magical realism over the nuances of

local dialects and traditions.

Another challenge is the balancing act

between tradition and modernity. Writers

like Arundhati Roy and Kiran Desai have

been lauded for addressing contemporary

issues through a uniquely Indian lens.

However, this approach has sparked

debates about whether their works truly

reflect the lived realities of diverse Indian

communities or whether they are shaped

by global literary trends. Roy9s The God

of Small Things (1997) [2], for instance,

intertwines personal and political

narratives but has been critiqued for its

depiction of caste and gender dynamics.

The question of audience also looms

large in discussions about IWE. Jhumpa

Lahiri9s Interpreter of Maladies (1999)

[17] explores themes of diaspora and

identity, resonating deeply with Indian

immigrants and global readers alike.

However, such works often face scrutiny

for prioritizing the diasporic experience

over the voices of those residing in India.

This critique highlights the tension bet-

ween representing a globalized India and

addressing the concerns of its diverse local

communities.

The commercialization of IWE has

further complicated its reception. Authors

like Chetan Bhagat have been criticized

for simplifying narratives to appeal to

mass audiences, raising concerns about the

literary quality of contemporary Indian

English fiction. This trend underscores the

broader challenge of balancing artistic

integrity with market demands.

Gender representation is another area

where IWE faces challenges. While wri-

ters like Kamala Das and Anita Desai have

paved the way for nuanced portrayals of

women9s lives, there remains a need for

more diverse and intersectional narratives.

Desai9s Fire on the Mountain (1977) [12],

for example, explores the psychological

complexities of its female protagonists but

has been critiqued for its limited engage-

ment with broader societal structures.

Finally, IWE9s engagement with mar-

ginalized voices remains an on-going

challenge. While Dalit literature has

gained prominence through translations,

works like Bama9s Karukku (1992) [15]

and Omprakash Valmiki9s Joothan (1997)

[16] offer a stark reminder of the gaps in

representation within mainstream IWE.
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These narratives challenge the dominance

of upper-caste perspectives and call for a

more inclusive literary canon.

In continuation, Indian Writing in

English continues to enrich global litera-

ture; it must navigate the challenges of

authenticity, representation and commer-

cialization. By addressing these critiques,

IWE can further strengthen its role as a

bridge between tradition and modernity,

offering a richer and more inclusive port-

rayal of India9s diverse cultural tapestry.

Conclusion :

Indian Writing in English serves as a

vital bridge between tradition and moder-

nity, offering profound insights into India9s

artistic and cultural heritage. By exploring

themes of identity, adaptation and resilie-

nce, IWE not only preserves India9s rich

traditions but also redefines them in the

context of a globalized world. As a dynamic

and evolving literary tradition, IWE conti-

nues to enrich the global literary canon,

fostering a deeper appreciation of Indian

art and culture.

References :

1. Narayan, R. K. (1958). The Guide. Indian

Thought Publications.

2. Rao, R. (1938). Kanthapura . Oxford

University Press.

3. Mukherjee, B. (1989). Jasmine. Grove Press.

4. Desai, A. (1980). Clear Light of Day.

Mariner Books.

5. Ezekiel, N. (1965). <Night of the Scorpion.=

In The Exact Name. Writers Workshop.

6. Rushdie, S. (1981). Midnight9s Children.

Jonathan Cape.

7. Roy, A. (1997). The God of Small Things.

IndiaInk.

8. Ramanujan, A. K. (1976). <Small-scale

Reflections on a Great House.= In Collected

Poems. Oxford University Press.

9. Ghosh, A. (1988). The Shadow Lines. Ravi

Dayal Publisher.

10. Lahiri, J. (2003). The Namesake. Houghton

Mifflin Harcourt.

11. Das, K. (1976). My Story. HarperCollins.

12. Desai, A. (1977). Fire on the Mountain.

Random House.

13. Narayan, R. K. (1943). Malgudi Days.

Indian Thought Publications.

14. Seth, V. (1993). A Suitable Boy. Harper-

Collins.

15. Bama. (1992). Karukku. Macmillan.

16. Valmiki, O. (1997). Joothan. Columbia

University Press.

17. Lahiri, J. (1999). Interpreter of Maladies.

Houghton Mifflin Harcourt.



220
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

Printmaking : An Expanding Medium in

Contemporary Indian Art

Dr. Ishu Jindal Dr. Rakesh Bani

Dept. of Fine Arts, Associate. Prof., Dept. of Fine Arts,

Kurukshetra University, Kurukshetra University,

Kurukshetra, Haryana Kurukshetra, Haryana

Abstract :

In modern Indian art, printmaking has seen a spectacular comeback and

development, evolving from a specialized craft to a vibrant medium that addresses a

broad range of social, political, and cultural issues. The growth of printmaking in

India throughout the colonial era, its post-independence trajectory, and its

contemporary standing in the international art market are the main topics of this

paper. This study illustrates how printmaking has evolved into a crucial form of

expression in Indian art, reflecting the complexity of contemporary Indian society, by

looking at the works of both innovative and modern artists. In recent decades,

printmaking has experienced a resurgence, driven by technological advancements

and the efforts of contemporary artists who blend traditional techniques with digital

innovations. While printmaking coexists with other major art forms like painting,

sculpture, digital art, and photography, its unique ability to produce multiple allows

for wider accessibility and deeper engagement with diverse audiences. By incorporating

elements of installation and performance art, contemporary printmakers are pushing

the medium beyond its conventional boundaries.

Keywords :

Printmaking, 2D & 3D Art, Miniature Painting, Digital Art, Sculpture,

Over the past century, printmaking

which was often thought of as a subordi-

nate art form in India has experienced

substantial change. Printmaking was first

used as a commercial and educational tool

during the colonial era, but it has since

developed into a potent artistic expression

tool.1 With the use of cutting-edge techni-

ques and a wide range of subjects, from

personal stories to international issues,

contemporary Indian art has transcended

its historical bounds. The purpose of this

essay is to investigate the development of

printmaking in Indian art, looking at its

historical foundations, ascent to promi-

nence in current practice, and influence
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on contemporary Indian aesthetics. This

study will demonstrate how printmaking

has developed into a broad and significant

medium in the current Indian art scene by

analyzing important artists and trends.2

In the 18th century, the British brought

printmaking to India, mostly to create

pictures for official documents, books, and

maps. Early Indian printmaking techniques

like woodcut and lithography were mostly

practical and met the demands of the colo-

nial government. However, Indian painters

quickly acquired these methods and started

experimenting with them as a way to exp-

ress themselves artistically.3 As seen by

the works of artists such as Raja Ravi Varma,

who reproduced his paintings using litho-

graphy, the earliest Indian printmakers

were heavily influenced by European

styles and techniques. Because Varma9s

prints were widely available and reasonably

priced, they played a significant role in

democratizing art.

India9s attitude to printing saw a dra-

matic change in the years following inde-

pendence. The development of printma-

king as a significant art form was greatly

aided by the founding of art schools like

the Faculty of Fine Arts at Maharaja Saya-

jirao University in Baroda and the Kala

Bhavana in Santiniketan.4 Pioneering

artists who investigated the possibilities

of printmaking to communicate social and

political concerns included Somnath Hore,

Chittaprosad Bhattacharya, and Krishna

Reddy. Somnath Hore9s artwork, especia-

lly his lithographs and etchings, was

greatly impacted by the social and political

unrest of the era, including the 1943 Bengal

Famine.5 His prints, which were distingui-

shed by their strong lines and vivid images,

captured the anguish and suffering of the

oppressed. Known for his politically char-

ged prints, Chittaprosad Bhattacharya also

used the medium to draw attention to societal

injustices, with a particular emphasis on

the working class9s difficulties. On the

other side, Krishna Reddy significantly

advanced the technical aspects of printma-

king. Reddy brought cutting-edge techni-

ques like viscosity printing to Indian art

after studying under renowned sculptor

Ossip Zadkine and printer Stanley William

Hayter in Paris.6 His abstract prints, which

are distinguished by intricate color layers

and textures, stretched the limits of print-

making and made it a medium with enor-

mous creative potential.

Printmaking has had a renaissance in

India in recent decades, thanks to a new

generation of artists who are creatively

experimenting with the medium. By using

digital technology, mixed medium, and

experimental processes in their prints,

modern Indian printmakers have broadened

the genre9s appeal.7 As a result, the lines

separating printmaking from other artistic

mediums including painting, sculpture,

and installation art have become increa-

singly hazy. The opening of printmaking

studios and workshops all over the nation

is one of the main reasons for the resur-

gence of printmaking in India. By giving

artists the facilities and resources they need,

organizations like the Delhi Art Gallery, Bharat

Bhavan in Bhopal, and the Lalit Kala Aka-

demi have been instrumental in advancing

printmaking. These areas have developed

into centers for cooperation and innovation,

supporting a thriving printing scene.
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The complexity of contemporary

Indian society is reflected in the diverse

issues that contemporary Indian printma-

kers are tackling. Contemporary prints

frequently employ symbolism, story, and

abstraction to examine topics like identity,

gender, globalization, environmental deg-

radation and social justice.

Leading this thematic investigation

have been artists such as Anupam Sud,

Jyoti Bhatt, and Laxma Goud. Themes of

loneliness, sexuality and existential sorrow

are frequently explored in Anupam Sud9s

prints, which probe the human psyche.

The observer is drawn into the emotional

depth of her work by the eerie mood created

by her use of chiaroscuro and minute

details.

In his prints, Jyoti Bhatt, who is well-

known for using traditional Indian patterns

and symbols, has examined issues of

cultural identity and history. The hybrid

character of modern Indian culture is

reflected in Bhatt9s work, which blends

modernist aesthetics with traditional art

components. Conversely, Laxma Goud

has explored rural life and the interaction

between humans and nature through print-

making. His prints capture the energy and

sensuality of rural India with their earthy

hues and organic shapes.

Technology9s Place in Today9s Print-

making :

Printmaking in India has been signi-

ficantly impacted by the development of

digital technology, which has allowed

artists to explore new methods and broaden

the medium9s potential. Digital printing,

which creates and manipulates images

using computers and digital tools, has

grown in popularity among Indian artists

of today.8 Artists can now create hybrid

works that defy preconceived notions of

printmaking by fusing traditional print-

making methods with digital processes

thanks to digital technology. Artists such

as Gogi Saroj Pal and Paramjit Singh, for

instance, have integrated digital compone-

nts into their prints to produce visually

arresting and intellectually intricate pieces.

The use of digital technology has also

democratized printmaking by making it

more accessible to a wider audience. Online

platforms and social media have enabled

artists to share their work with a global

audience, bypassing the traditional gate-

keepers of the art world. This has led to a

greater diversity of voices in contemporary

printmaking, as artists from different

backgrounds and regions have been able

to contribute to the medium9s evolution.

Modern Indian printmaking has been

greatly impacted by globalization, which

has made it easier for Indian and foreign

artists to share ideas and methods. A cross-

pollination of ideas and influences has

resulted from foreign exhibits, residencies,

and partnerships that have exposed Indian

printmakers to worldwide trends and tech-

niques. Printmakers like Zarina Hashmi

and Nalini Malani have become well-

known worldwide for their prints, adding

to the conversation about modern art.9 Ref-

lecting her own experiences as an immig-

rant, Zarina Hashmi9s prints, which are

frequently minimalist and abstract, examine

themes of home, memory and displacement.

In addition to tackling universal themes

of loss and longing, her use of Islamic
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geometric patterns and Urdu writing gives

her work a feeling of cultural identity.

Nalini Malani, who is well-known for her

multimedia installations, has used print-

making to explore postcolonial and femi-

nist issues in her work. Her prints frequ-

ently depict the intricacy of current world

challenges through fractured imagery and

multi-layered storylines.10 Malani has

demonstrated via her art the value of

printmaking in tackling pressing social

and political issues.

Indian prints are being displayed and

sold at significant international art fairs

and auctions, demonstrating the growing

interest in modern Indian printmaking

among the global art market. This has

challenged Indian printmakers to explore

the limits of the medium while simultane-

ously giving them more attention and

chances for financial success.

Indian printmaking is now available

to a worldwide audience thanks to the

growth of internet marketplaces and

online art platforms. The market for

modern Indian printmaking is expanding

as a result of the ease with which collec-

tors and art lovers from all around the

world can now buy Indian prints. Indian

printmakers must, however, negotiate the

difficulties of cultural representation and

business needs in the global market. The

monetization of cultural symbols and ideas

can occasionally result from the need to

satisfy global tastes, casting doubt on the

work9s integrity and authenticity.

In India, printmaking has traditionally

served as a vehicle for social and political

criticism and this technique is still preva-

lent today. Indian printmakers have addre-

ssed a variety of societal themes through

their art, ranging from urbanization and

environmental degradation to gender

inequity and caste oppression. Printma-

king has been used by artists such as Rm.

Palaniappan and Vivan Sundaram to

advocate for change and criticize societal

injustices. Environmental degradation and

the effects of industrialization on rural

communities are common themes in Vivan

Sundaram9s prints. His interest for sustai-

nability and environmental preservation is

evident in his prints9 use of recycled mate-

rials and discovered things. In his work,

renowned abstract printmaker Rm. Pala-

niappan has tackled themes of displace-

ment and identity. His prints frequently

depict the intricacies of contemporary

existence in a world that is changing qui-

ckly through fractured forms and layered

textures. Through his work, Palaniappan

has highlighted the role of printmaking as

a medium for exploring personal and

collective identity.

In modern India, artists have also emp-

loyed printmaking as a political activism

weapon, questioning the current quo and

opposing power. Prints are perfect for

spreading political ideas and influencing

public opinion since they can be produced

in large quantities.11 Printmaking has been

utilized as a political protest tool by artists

like Tushar Joag and Vivan Sundaram to

address topics including censorship,

corruption, and human rights abuses. In

his prints, Tushar Joag frequently critiques

the abuses of power and the decline of

democratic norms in modern-day India

with satirical imagery and scathing criticism.
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Throughout his career, Vivan Sundaram

has been active in a number of political

groups and has utilized printing to record

and react to political events. His prints

frequently evoke a sense of urgency and

resistance through their strong designs and

harsh images. These artists have shown

via their work how printmaking can be used

as a vehicle for social change and political

participation.12

With origins in ancient techniques like

miniature painting and the Bengal School,

painting has long been the most popular

medium in Indian art. Painting still plays

a major role in today9s world, thanks to

the important contributions of painters like

M.F. Husain, Tyeb Mehta, and Anjolie Ela

Menon. Painting is frequently praised for

its expressive capabilities, color utilization

and directness.13

Printmaking has the advantage of

creating multiples, which can democratize

art by making it more accessible, whereas

painting is typically thought of as the

creation of one-of-a-kind, distinct artworks.

Because of its reproducibility, artists may

share their work more broadly, which is

especially important in a country as dive-

rse and populated as India. Additionally,

the process-oriented nature of printing

encourages experimentation in a variety

of ways. For instance, Jyoti Bhatt frequ-

ently incorporates traditional motifs and

patterns into his prints, but he also uses

printmaking techniques to add layers of

significance and complexity that could be

more challenging to accomplish with

painting alone.14 Compared to painting,

printmaking allows for a distinct kind of

narrative depth because of its ability to

layer and add detail. India has a long

history of sculpture, ranging from prehis-

toric temple sculptures to modern works

by artists like Anish Kapoor and Subodh

Gupta. Through the examination of three-

dimensional space, materiality, and form,

sculpture frequently produces works that

are both intellectually and physically cha-

llenging.15 Printmaking, while essentially

two-dimensional, has increasingly crossed

with sculpture, especially in current prac-

tice. Sculptural elements were added into

prints by artists such as Somnath Hore,

who used materials like metal and fabric

to provide depth and texture.16 This combi-

nation of printmaking and sculpture

pushes the limits of both disciplines and

increases their potential. Furthermore,

some printmaking methods, including

collagraphy and embossing, have a tactile

aspect that can give a two-dimensional

image a sculpture-like appearance. For

instance, the distinction between sculpture

and print is frequently blurred in Kavita

Nayar9s work as her prints engage with

texture and physicality in ways that

resonate with sculptural practices.17

Digital art is a new media in contem-

porary Indian art that has emerged with

the development of digital technology.

Digital tools are used by artists like Baiju

Parthan and Raghava KK to produce

works that address modern issues inclu-

ding globalization, identity, and the effects

of technology. Infinite reproducibility,

interaction and media integration are all

possible with digital art.

Printmaking retains a closer bond

with traditional craftsmanship while

sharing the possibility for repeatability
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with digital art. Printmaking is a physical

process that necessitates a thorough under-

standing of materials and procedures,

whereas digital art can frequently be altered

indefinitely. Printmaking can have a sense

of authenticity and tangibleness that

digital art might not have because of its

ties to tradition. However, the distinction

between the two arts is becoming increa-

singly hazy as modern printmakers integ-

rate digital tools into their work. For ins-

tance, new types of experimentation are

made possible by the use of digital techno-

logies to produce or modify pictures that

are subsequently printed into plates. The

creative potential of printmaking has

increased as a result of the combination

of digital technologies and conventional

printmaking methods.18

Similar to printmaking, photography

is a naturally reproducing media. Photo-

graphers from India, like Raghu Rai and

Dayanita Singh, have documented and

commented on the country9s social, poli-

tical, and cultural landscapes. The medium

is a potent instrument for expression and

communication because of its realistic and

detailed qualities. Photography and print-

making are similar in that they both use

procedures to create particular effects and

can create multiples. However, a wider

variety of methods and supplies are availa-

ble in printmaking, enabling more experi-

mentation and image alteration.19 Printma-

king enables more interpretative and abstract

techniques, whereas photography frequently

concentrates on capturing a moment or

truth. Printmaking has been employed by

artists such as Somnath Hore to produce

works that, albeit based on observation,

transcend simple depiction to express

depths of emotion and psychology. For

example, Hore9s <Wounds= series evokes

the psychological and physical wounds of

violence through the tactile properties of

printmaking, a degree of representation

that may be more difficult to do with pho-

tography alone. With artists like Subodh

Gupta, Shilpa Gupta, and Nalini Malani

use these mediums to interact with space,

time, and the viewer9s experience, installa-

tion and performance art have grown in

popularity in modern Indian art.20 These

forms can combine a variety of artistic

disciplines, such as sculpture, sound, and

video, and frequently include multimedia

components.

Printmaking has historically engaged

the viewer visually and strategically, but

installation and performance art are intrin-

sically experiential and frequently include

many senses. Nonetheless, modern print-

makers have started investigating the

possibilities of printmaking in installation

settings. Incorporating prints with envi-

ronmental or sculpture components allows

artists to produce immersive experiences

that go beyond the conventional limits of

printmaking. For instance, because Susha-

nta Guha9s layered and textured prints

reflect the sensory experience of city life,

his work, which frequently deals with

urban themes, can be considered as interac-

ting with the spatial concerns of installa-

tion art. Artists can produce prints that

engage the viewer and the surroundings

in fresh and engaging ways by placing

printmaking into a broader spatial context.

In contemporary Indian art, print-

making has transformed from a colonial
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import to a vibrant and expansive medium

that engages with international artistic

trends and reflects the complexity of

contemporary Indian society. Due to the

discoveries of modern practitioners and

the inventions of trailblazing artists, the

medium has experienced tremendous

change. Printmaking is now acknowled-

ged as a potent medium for artistic expre-

ssion that can speak to a variety of subjects

and audiences.

As Indian printmakers continue to

push the frontiers of the medium, printing

is expected to remain a major and promi-

nent genre of art in India. The medium9s

versatility and durability, as well as its

ability to address the opportunities and

problems of the modern world, are demons-

trated by the continuous growth of print-

making in contemporary Indian art.21

Printmaking continues to be a vital com-

ponent of the global art debate because to

the contributions of modern Indian print-

makers, who are leaving behind a rich and

varied artistic heritage. In modern Indian

art, printmaking has become a flexible and

growing medium that can coexist with

other well-known art forms including

painting, sculpture, digital art, photogra-

phy and installation art. Printmaking has

established a unique position in the Indian

art scene thanks to its special attributes,

which include its technical diversity, ability

to create multiples and experimentation

potential.

Printmaking provides a process-orien-

ted method that permits more material and

technique experimentation than painting.

Regarding sculpture, printmaking has

transcended its two-dimensional limita-

tions to include physicality and texture

components that are in line with sculptural

techniques. Printmaking embraces new

technologies while retaining a strong link

to old craftsmanship, whereas digital art

and photography offer their own forms of

reproducibility and realism.

As contemporary Indian artists conti-

nue to explore the possibilities of print-

making, the medium is likely to grow in

prominence and influence, contributing to

the rich and diverse landscape of Indian

art. Whether through its engagement with

social and political issues, its exploration

of personal narratives or its ability to

incorporate new forms of technology,

printmaking remains a dynamic and

evolving medium that reflects the comple-

xities of contemporary Indian life.
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Meefòeâ yece&ve keâer keâ}eke=âefleÙeeW ceW efnbot Øeeflecee efke%eeve
keâe efÛe$eCe

yebaer kegâceej [e@. kemeerce cegMleekeâ
MeesOeeLeer& SmeesefmeSa Øeesheâsmej
}ef}le keâ}e efkeYeeie }ef}le keâ}e efkeYeeie, ceefn}e ceneefkeÅee}Ùe,
De}erie{ cegefm}ce efkeÕeefkeÅee}Ùe, De}erieÌ{ De}erieÌ{ cegefm}ce efkeÕeefkeÅee}Ùe, De}erieÌ{

meejebMe :

peye mes ceeveke meYÙelee keâe GoÙe ngDee, leYeer mes keâ}e Deewj mebmke=âefle keâe Yeer MegYeejcYe ngDee nw, efkekeâeme
kesâ Fme :eâce keâes efmebOeg meYÙelee mes }skeâj mecekeâe}erve meceÙe lekeâ, keâ}ekeâejeW ves cetefle&keâ}e, efÛe$ekeâ}e, Deewj
keemlegkeâ}e Deeefo kesâ %eeve keâes keâ}e Deewj meeefnlÙe kesâ #he ceW efkekeâefmele efkeâÙee nw~ efnvot Øeeflecee efke%eeve ceW, efMeke,
efke<Ceg Deewj ogiee& kesâ Deefleefjòeâ DevÙe oskeer Deewj oskeleeDees keâe Yeer keCe&ve nw, leLee Gvekesâ Éeje OeejCe efkeâÙes ieÙes
DeeYet<eCe, Dem$e Deewj keenve Deeefo keâer Yeer kÙeeKÙee Yeer keâer ieÙeer nQ~ Fve meYeer ØeleerkeâeW Deewj efÛevneW keâe efkeMes<e
DeLe& neslee nw~ mecekeâe}erve meceÙe ceW, efkeefYeVe keâ}ekeâj efnbot Øeeflecee efke%eeve keâes Deheves keâ}ekeâeÙeeX ceW efÛeef$ele keâj
jns nw efpeveces mes Meefòeâ yece&ve, Skeâ ØeKÙeele YeejleerÙe efÛe$ekeâej nw, pees Deheves keâ}eke=âefleÙeeW ceW efnbot Øeeflecee efke%eeve
(efnbot DeeFkeâvees«eeheâer) keâes menpelee mes efÛeef$ele keâjles nQ, pees Gvekesâ Oeeefce&keâ Deewj meebmke=âeflekeâ Øeleerkeâkeeo kesâ meeLe
ienve pegÌ[eke keâes oMee&lee nw~ Gvekeâer keâ}eke=âefleÙeeW ceW yeveeF& ieF& keâ}e heefMÛeceer lekeâveerkeâeW kesâ meeLe hetkeer&
DeeOÙeeeflcekeâ efke<eÙeeW kesâ meb}Ùeve keâe ØeefleefveefOelke keâjleer nw, Gvekeâer keâ}eke=âefleÙeeB mecekeâe}erve keâ}e ceW heejbheefjkeâ
Oeeefce&keâ DeeFkeâvees«eeheâer keâer kÙeeKÙee keâjleer nw~ Fme MeesOehe$e keâe GösMÙe Meefòeâ yece&ve keâer heWefabime ceW efnbot
DeeFkeâvees«eeheâer kesâ efÛe$eCe keâe helee }ieevee nw, pees efnbot oskeleeDeeW, heewjeefCekeâ keâLeeDeeW Deewj Øeleerkeâelcekeâ lelkeeW mes
Gvekesâ keâ}ekeâeÙeeX kesâ Éeje ØeoefMe&le efÛe$eeW  hej OÙeeve kesâbefõle keâjleer nw~

yeerpe Meyo :
efnbot Øeeflecee efke%eeve, ke=â<Cee Deewj ieCesMe, ogiee&, efMeke Deewj heeke&leer, , Meefòeâ yece&ve~

Øemleekevee :

efnbot DeeFkeâvees«eeheâer oskeleeDeeW, efceLekeâeW Deewj Oeeefce&keâ
#heebkeâveeW keâe Øeleerkeâelcekeâ ØeefleefveefOelke nw, pees  menSeeefyoÙeeW
mes YeejleerÙe keâ}e ceW Skeâ kesâbõerÙe lelke jne nw~ efnbot
DeeFkeâvees«eeheâer Skeâ ÂMÙe Yee<ee kesâ #he ceW keâeÙe& keâjlee
nw pees efnbot Oece& ceW efveefnle efokÙe iegCeeW Deewj oeMe&efvekeâ
DekeOeejCeeDeeW keâes mebØesef<ele keâjlee nw~ mecekeâe}erve keâe}

ceW efkeefYeVe keâ}ekeâjeW ves efnvot Øeeflecee efke%eeve keâe ØeÙeesie
Deheveer keâ}eke=âefleÙeeW ceW efkeâÙee nQ, efpeveces Sce. Sheâ.
ngmewve, lewÙeye cesnlee, peeÙee yece&ve, Leesae kewkegâblece,
cebefpele yeekee, Meefòeâ yece&ve Deeefo ØecegKe nw~ keâes}keâelee
ceW pevces Meefòeâ yece&ve DeeOegefvekeâ YeejleerÙe keâ}e ceW Skeâ
Øeefmeæ kÙeefòeâ nQ, Gvekeâer keâ}eke=âefleÙeeB Fme mece=æ
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hejbheje kesâ meeLe ienje mebyebOe ØeoefMe&le keâjleer nQ~ Gvekeâer
heWefabime ceW mkehve pewmeer iegCekeòee nw, peneB efnbot cenekeâekÙeeW
kesâ heewjeefCekeâ hee$eeW Deewj ÂMÙeeW keâes keâe}eleerlelee Deewj
Glke=â<alee keâer Yeekevee kesâ meeLe oMee&Ùee ieÙee nw~ yece&ve
keâer Devet"er Mew}er, pees YeejleerÙe efke<eÙeeW keâes ÙetjesheerÙe
keâ}elcekeâ lekeâveerkeâeW, efkeMes<e #he mes hesefjme mkeât} kesâ
ØeYeekeeW kesâ meeLe efce}eleer nw, Gvekeâer keâ}eke=âefleÙeeW mecekeâe}erve
meboYe& ceW heejbheefjkeâ efnbot DeeFkeâvees«eeheâer keâer hegvekÙee&KÙee
keâjleer nw~

efnbot Øeeflecee efke%eeve : Skeâ Deke}eskeâve :

efnbot DeeFkeâvees«eeheâer ceW ØeleerkeâeW, oskeleeDeeW Deewj
#heebkeâveeW keâer Skeâ efkeMee} ße=bKe}e Meeefce} nw pees
peefa} Oeeefce&keâ efkeÛeejeW Deewj keâneefveÙeeW keâes kÙeòeâ
keâjles nQ~ ØelÙeskeâ oskelee keâes efkeefMe<a efkeMes<eleeDeeW kesâ
meeLe oMee&Ùee peelee nw, efpemeceW cegõeSB (neLe kesâ FMeejs),
Deemeve (cegõeSB), keenve Deewj nefLeÙeej Meeefce} nQ, pees
Gvekeâer Øeleerkeâelcekeâ henÛeeve kesâ DeefYeVe Debie nQ (ieesmkeeceer,
1986)1~ GoenjCe kesâ ef}S, MebKe, Ûe:eâ, ieoe Deewj
keâce} OeejCe keâjves kee}er efke<Ceg keâer Ûeej YegpeeSB
Gvekeâer meke&Meefòeâceevelee Deewj meke&kÙeehekeâlee keâe Øeleerkeâ
nQ~ Fmeer lejn, oskeer mejmkeleer keâes Dekeämej keerCee meeLe
efÛeef$ele efkeâÙee peelee nw (maa}er, 2020)2, pees keâ}e
Deewj %eeve keâe ØeefleefveefOelke keâjleer nw Deewj Gvekeâe keenve
nbme heefke$elee Deewj efkekeskeâ keâe Øeleerkeâ nw (:eâwceefjMe,
1983)3~ FmeerØekeâej  ogiee& Meefòeâ keâe Øeleerkeâ nw Deewj
ke=â<Ce Øesce keâe Øeleerkeâ nw~

yece&ve keâer keâ}eke=âefleÙeeW ceW efnbot Øeeflecee efke%eeve
keâe efÛe$eCe :

8o heä}ta h}sÙej' (The Flute Player) :

Meefòeâ yece&ve keâer ke=âefleÙeeW ceW Dekeämej efnbot oskeleeDeeW
keâes efoKeeÙee peelee nw, efpevnW Skeâ Mew}eriele Deewj Decetle&
#he ceW oMee&Ùee peelee nw~ Gvekeâer heWefabie 'o heä}ta
h}sÙej' (The Flute Player) ceW GvneWves  Yeiekeeve
ke=â<Ce keâer Úefke keâer hegvekÙee&KÙee keâer nQ~ ke=â<Ce keâes
heejbheefjkeâ #he mes Skeâ ceesj hebKe Deewj Skeâ yeebmegjer kesâ

meeLe efÛeef$ele efkeâÙee peelee nw  (heeb[e, 2011)4, pees
efokÙe mebieerle Deewj yeÇÿeeb[erÙe kÙekemLee keâe Øeleerkeâ nw,
keâ}ekeâej kesâ Éeje ke=â<Ce keâes Skeâ ÛebÛe} }sefkeâve
De}ewefkeâkeâ iegCekeòee kesâ meeLe Øemlegle efkeâÙee ieÙee nw~
Gvekeâer DeefOekeâlej keâ}eke=âefleÙeeW ceW ke=â<Ce keâer Deeke=âefle
}ieYeie yeÛÛeeW pewmeer efoKeeF& osleer nw, pees oskelee mes
pegÌ[er KegMeer Deewj ceemetefceÙele hej peesj osleer nw (maa}er,
2020)5~ keâ}ekeâej ves ke=â<Ce keâer heejbheefjkeâ Øeleerkeâelcekeâlee
Deewj heewjeefCekeâ lelkeeW keâes Skeâ kÙeefòeâiele Mew}er ceW
oMee&Ùee nw~

ogiee& (Durga) :

Fme heWefabie ceW, keâ}ekeâej ves omeYegpeer ogiee& keâe
efÛe$eCe efkeâÙee nw~ heWefabie ceW, oskeer ogiee& ve kesâke} Meefòeâ
keâe Øeleerkeâ nQ, yeefukeâ megj#ee Deewj hees<eCe keâe Yeer
Øeleerkeâ nQ (maa}er, 2020)6~ heWefabie ceW keâF& ÂMÙeeW
keâes Skeâ meeLe oMee&Ùee ieÙee nw, keâ}ekeâj ves ogiee& kesâ
efÛe$eCe ceW oskeer keâes :eâtjlee mes oMee&Ùee nw, efpemeces
nefLeÙeejeW Deewj Mesj keâer mekeejer keâjles ngS efoKeeÙee ieÙee

Deeke=âefle-1 : o heä}ta h}sÙej
https://www.artzolo.com/products/flute-player-

1-painting?variant=49424326131996
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nw, Fme #he ceW ogiee& keâes ceefn<eemegj ceefo&veer Yeer keâne
peelee nw,efpemeces Mesj kesâ veerÛes ceefn<eemegj keâes oMee&Ùee nw
(heeb[e, 2011)7~ meeLe ner meeLe Fme heWefabie ceW
ieCesMe Deewj oskees kesâ oske ceneoske efMeke keâes Yeer veboer hej
yew"s efÛeef$ele efkeâÙee nw, Fme Øekeâej keâ}ekeâej ves oskeer keâes
DeeOegefvekeâ meceepe kesâ meeceeefpekeâ meboYe& ceW oMee&Ùee nw~
Fme heWefabie ceW ogiee& kesâ vejce, efkeveceÇ Deewj ceele= iegCeeW
keâes Yeer oMee&Ùee nw~ FmeØekeâej efnbot OeejCee kesâ Devegmeej
ogiee& keâes Ùeesæe Deewj meeke&Yeewefcekeâ ceeB, oesveeW kesâ #he ceW
oMee&Ùee nw (maa}er, 2020)8~

heewjeefCekeâ keâLeeSB Deewj Øeleerkeâkeeo :

kÙeefòeâiele oskeleeDeeW mes hejs, yece&ve keâer heWefabie
heewjeefCekeâ keâLeeDeeW mes Yejhetj nQ~, efpevnW mecekeâe}erve
Mew}er kesâ ceeOÙece mes efheâj mes keâefuhele efkeâÙee ieÙee nw~
efpemeces keâ}ekeâej keâer heWefabie 8ieCesMe peveveer9 ceW efMeke
hegjeCe keâer Skeâ Ieavee keâer hegvekÙee&KÙee keâjleer nw, peneB
efMeke ves heeke&leer kesâ Éeje efveefce&le efkeâÙes yee}keâ keâe MeerMe
(efmej) Yet} keMe keâea efoÙee peelee nw, leye ceeB keâer

heerÌ[e keâes mecePeles ngS efMeke efheâj mes, Gvekesâ OeÌ[ hej
iepe (neLeer) keâe efmej hegvemLee&efhele keâjles nw, leYeer mes
yee}keâ keâe veece ieCesMe (ieCeeW kesâ oskelee) nes peelee nw
(heeb[e, 2011)9~ keâ}ekeâj keâer Fme heWefabie ceW, ÂMÙe
Skeâ otmejs keâer ogefveÙee kesâ ceenew} mes Yejs ngS nw, peneB
Deeke=âefleÙeeB Skeâ mkehve}eskeâ ceW lewjleer ngF& Øeleerle nesleer
nQ, pees keemleefkekeâlee Deewj efceLekeâ kesâ yeerÛe keâer meerceeDeeW
keâes Ûegveewleer osleer nQ~

yece&ve Éeje Øeleerkeâelcekeâlee keâe GheÙeesie DeefOekeâ
Gu}sKeveerÙe nw~ ken Dekeämej heejbheefjkeâ efnbot ØeleerkeâeW
keâes Meeefce} keâjles nQ, pewmes keâce}, pees heefke$elee Deewj
efokÙe pevce keâe ØeefleefveefOelke keâjlee nw (DeeÛeeÙe&,
2015)10 Deewj ef$eMet}, pees yegjeF& keâes ve<a keâjves
kee}er efMeke keâer Meefòeâ mes pegÌ[e nw~ Ùes Øeleerkeâ efÛe$eeW keâer
keâLee Deewj efke<eÙeiele mebjÛevee keâe DeefYeVe Debie nesles nQ
(Iees<e, 2006)11~ GoenjCe kesâ ef}S, keâ}ekeâj ves
ieCesMe kesâ efÛe$eCe ceW atas ngS oeBle keâes efÛeef$ele efkeâÙee nw,
pees yeef}oeve Deewj %eeve keâe Øeleerkeâ nw (heeb[e, 2011)12,

Deeke=âefle-2 : ogiee&
https://thecurators.art/products/sabusr01-

sakti-burman-durga

Deeke=âefle-3 : ieCesMe peveveer
https://www.pundoleartgallery.in/exhibition/

sakti-burman-50
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FmeØekeâej Gvekesâ keâeÙeeX ceW DeeOÙeeeflcekeâ %eeve keâes kÙeehekeâ
efke<eÙe kesâ meeLe mebjsefKele efkeâÙee ieÙee nw~

hetkeer& Deewj heefMÛeceer keâ}elcekeâ hejbhejeDeeW keâe
mebM}s<eCe :

Meefòeâ yece&ve kesâ keâece keâe meyemes efkeefMe<a hen}t
hetkeer& Deewj heefMÛeceer keâ}elcekeâ hejbhejeDeeW keâe Skeâ ienve
mebM}s<eCe nw~ hesefjme ceW efMeef#ele yece&ve keäÙetefyepce Deewj
DeefleÙeLeeLe&keeo pewmes heefMÛeceer DeeOegefvekeâleekeeoer Deeboes}veeW
mes ØeYeeefkele Les, pees Gvekesâ Kebef[le #heeW Deewj mkeefhve}
jÛeveeDeeW (newmej, 1995)13 ceW mhe<a nw~ ne}eBefkeâ,
Gvekeâer efke<eÙe-kemleg YeejleerÙe hejbheje ceW ienjeF& mes efveefnle
nw~ Mewef}ÙeeW keâe Ùen meefcceßeCe Skeâ Devet"er ÂMÙe
Yee<ee keâe efvecee&Ce keâjlee nw, yece&ve Éeje efveefce&le 'efMeke
Deewj heeke&leer' heWefabie ves Ùen Yeeke mhe<a õef<aiele neslee
nw, efpemeceW efnbot Øeeflecee-efke%eeve keâes DeeOegefvekeâ keâ}e kesâ
ceeOÙece mes hegvekÙee&KÙeeefÙele efkeâÙee peelee nw~ Fme heWefabie
ceW Skeâ meheea heefjØes#Ùe Deewj yeesu[, peerkeble jbieeW keâe
GheÙeesie efkeâÙee ieÙee nw, efpemeces efMeke Deewj heeke&leer veboer

(yew}) yew"s efÛeef$ele efkeâÙee nw, pees heâeGefkepce keâer Ùeeo
efo}eles nQ, efheâj Yeer Deeke=âefleÙeeB mkeÙeb efnbot heewjeefCekeâ
keâLeeDeeW mes mhe<a #he mes }er ieF& nQ (Iees<e, 2006)14~
Deewj heefMÛeceer meceepe kesâ meeLe efpejeheâ keâe Yeer efÛe$eCe
efkeâÙee nw~

efve<keâ<e& :

Meefòeâ yece&ve keâer heWefabie keâ}e, Oece& Deewj mebmke=âefle
kesâ ØeefleÛÚsove ceW ®efÛe jKeves kee}eW kesâ ef}S DeOÙeÙeve
keâe Skeâ mece=æ #es$e Øeoeve keâjleer nQ~ Gvekeâer keâ}eke=âefleÙeeB
ve kesâke} heejbheefjkeâ efnbot Øeeflecee-efke%eeve keâes mebjef#ele
keâjlee nw, yeefukeâ mecekeâe}erve oMe&keâeW kesâ ef}S Øeemebefiekeâ
lejerkeâeW mes Fmekeâer hegvekÙee&KÙee Yeer keâjleer nw~ GvneWves
Deheveer Devet"er Mew}er kesâ ceeOÙece mes, Deleerle Deewj
kele&ceeve, hetke& Deewj heefMÛece kesâ yeerÛe keâer meerceeDeeW keâes
heej keâjles ngS, Skeâ Ssmee keâe}eleerle keâeÙe& yeveeles nQ
pees DeeOÙeeeflcekeâ DevegYeke keâer meeke&Yeewefcekeâlee keâes oMee&lee
nw~ efnbot oskeleeDeeW Deewj heewjeefCekeâ keâLeeDeeW kesâ Gvekesâ
efÛe$eCe, kÙeefòeâiele Øeleerkeâkeeo Deewj DeeOegefvekeâleekeeoer
lekeâveerkeâeW mes ØeYeeefkele neskeâj, Fme yeele keâer kÙeehekeâ
mecePe ceW Ùeesieoeve keâjles nQ efkeâ heejbheefjkeâ Øeeflecee-
efke%eeve keâes DeeOegefvekeâ keâ}e ceW Yeer Devegkeâtef}le Deewj
hegveke&âefuhele efkeâÙee pee mekeâlee nw~ efpememes meceepe keâes
Deheveer keâ}e, mebmke=âefle Deewj Oeeefce&keâ hejchejeDeeW kesâ
Øeefle peeef«ele Deewj oeMe&efvekeâ oMe&ve mes peesÌ[e pee mekesâ~
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Abstract :

Music represents a significant art form that reflects the cultural values and

assessment of societies. This article examines the profound cultural impact and artistic

contributions of the Mughal Empire, with a particular focus on musical representation

in Indu Sundaresan9s selected novels. Analysing the intricate relationship between

historical context and artistic expression, the demonstrates how Sundaresan

incorporates musical elements to enhance the Mughal court culture and art forms

during their era. The significance of music as a cultural artefact is explored,

highlighting its reflection on the complexities of Mughal society, including diverse

influences and socio-political dynamics. Through a close reading of key texts, this

analysis reveals Sundaresan9s portrayal of music as not merely a narrative device but

also a means of preserving and honouring the rich heritage of the Mughal era.

Ultimately, this study emphasizes the enduring legacy of Mughal artistic contributions

and their continuing resonance in contemporary literature.

Key Words :

Art, Culture, Mughals, Music and Society

Culture is fundamentally understood

as the amalgamation of collective behavi-

ours and principles that govern social

order among individuals. It encompasses

a diverse spectrum of expressive forms,

prominently including the arts-specifically,

literature, music, theatre, dance, spoken

word, and film-alongside various cultural

practices such as culinary traditions, archi-

tecture and attire. In particular, performing

arts denote artistic expressions that engage

the body, voice or inanimate objects to
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convey creativity, setting them apart from

visual arts that focus on the production of

physical relics through mediums like canvas

and paint. Each culture boasts its unique

performance forms, which encompass

music, theatre, object manipulation, and

dance. Building on Michael Allis9 comm-

entary regarding Lawrence Kramer9s asse-

rtion that <a song& is a reading, in the

critical as well as the performative sense

of the term,= one can analyse the various

musical representations of literature as

critical interpretations that reflect the

cultural and societal structures of their

time. The Mughal Empire employed this

strategy to disseminate their culture and

traditions in India through the medium of

music.

This article seeks to delve into the

significant cultural impact and artistic

contributions of the Mughal Empire, with

a concentrated focus on the manifestation

of music within selected novels by Indu

Sundaresan. The Mughal era in India was

marked by a remarkable flourishing of

artistic endeavours, characterized by a

pronounced emphasis on both the perfor-

ming and visual arts. This period was

pivotal in forging new cultural frameworks

across diverse domains, including culinary

arts, architecture, painting, dance, and

notably, music. The Mughal rulers exem-

plified a profound reverence for music,

integrating it as a cornerstone of courtly

life and patronage. The era9s musical

landscape was further enriched by the

blending of various regional styles and

forms, leading to a rich tapestry of genres

such as qawwali and classical Hindustani

music. The Mughal courts not only served

as fertile grounds for innovation in music

but also facilitated the cultivation of distin-

guished musicians, fostering a cultural

milieu where music thrived as a vital

expression of identity and artistic legacy.

Indu Sundaresan adeptly delineates

the pivotal role of music in her Taj Trilogy,

emphasizing its intricate relationship with

the performing arts. Through her narrative,

she skilfully immerses contemporary

readers in the rich world of musicians and

their instruments, set against the opulent

backdrop of the Mughal Empire, a period

renowned for its patronage of the arts.

Historical assertions reveal that Humayun,

who harboured a profound affection for

artists and vocalists, established specific

days-Mondays and Wednesdays-dedicated

to musical performances. Likewise, Akbar,

a notable enthusiast of music, curated a

diverse assembly of artists encompassing

Hindus, Iranis, Turanis and Kashmiris within

his court. Jahangir9s particular appreciation

for music is evidenced by his patronage

of an expansive array of musicians, while

Shah Jahan actively engaged with the

finest musical performances during the

evening hours. The routine proceedings

of the imperial court prominently featured

both vocal and instrumental music,

underscoring the fervent admiration the

Mughal Emperors held for this art form.

Their courts, or Darbar, were graced by

distinguished musicians, who received

high ranks comparable to that of Amirs.

Furthermore, the Mughal era acknowled-

ged the contributions of female court

singers and dancers, with royal figures

such as Nur Jahan Begam demonstrating

exceptional talent in both musical perfor-

mance and composition. The significant

contributions of the Mughal dynasty to

music are manifest in the development of

various forms, including Qawwalis, Ghazals
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and Shayari, alongside a diverse array of

musical instruments.

Indian music has historically been

considered pervasive across various cultures,

with Mughal rulers especially noted for

their appreciation and lively engagement

with it. Despite the influences from foreign

music, Indian music has maintained its

intrinsic characteristics. The Golden Age

of Indian music, which occurred during

the reign of Akbar, produced remarkable

poets and musicians such as Mira, Surdas,

Tulsidas, Tansen, Swami Haridas, Pundari-

kha, Vitthal, and Baba Ramdev of Gwalior.

During this period, notable Muslim perfor-

mers adopted Dhrupad, showcasing the

intermingling of cultural influences. The

evolution of music between the fourteenth

and eighteenth centuries marked a signifi-

cant period, where the music of northern

India began to merge with Persian musical

traditions, facilitated by the Pathans and

Mughals. This era also saw the develop-

ment of various traditional forms such as

Dhrupad, Dhamar and Khayal, which

contributed to the richness of Hindustani

music.

The examination of musical represen-

tation in Indu Sundaresan9s novels can be

effectively analysed through Edward Said9s

theory, particularly his concept of Orienta-

lism. In his foundational text, Said articu-

lates how Western depictions of Eastern

cultures frequently rely on stereotypes and

a deficient understanding of these cultures.

By applying Said9s framework to Sunda-

resan9s literary work, one can investigate

how she engages with the cultural legacy

of the Mughal Empire, thereby either

challenging or reinforcing established

narratives pertaining to this historical

epoch. As an author of Indian descent,

Sundaresan possesses the capacity to offer

a more nuanced and authentic representa-

tion of Mughal culture, particularly through

the medium of music, which serves as a

lens for exploring the complexities of iden-

tity, power relations and artistic expression

within her narratives. A thorough analysis

of the musical elements in her novels invi-

tes consideration of whether Sundaresan

subverts Orientalist tropes by providing a

rich, multidimensional portrayal of Mughal

society, or if her narrative choices inadver-

tently conform to Western perspectives.

Said9s insights compel a critical exploration

of how cultural artifacts, such as music,

reflect broader historical and political

contexts, thus enriching the understanding

of the artistic contributions of the Mughal

Empire and their representation in contem-

porary literature.

The Mughals were notable patrons of

music during their reign. Humayun, for

instance, had a particular affinity for artists

and singers, designating specific days of

the week, namely Mondays and Wednes-

days, for musical gatherings. Badauni notes

that the Mughal court was captivated by a

diverse array of sensory enchantments,

showcasing their appreciation for the arts.

Similarly, Akbar was an ardent supporter

of music; according to Abul Fazal, <His

Majesty gives watchful thought to music

and is the advocate of all who sharpen this

enrapturing workmanship.= Among the

musical instruments prevalent during the

Mughal era, the pakhawaj, a type of barrel

drum, emerged as a significant element.

The sitar, another prominent instrument,

was favoured and played within the domain

of courtesans in the Harem. As noted in

her novel The Feast of Roses, <In Emperor

Jahangir9s apartments, music floated through
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the courtyard, stopping and tripping in the

still night air as the musician9s slick

fingers slipped on the strings of the sitar=

(TFR 2).

In North India, the majority of the

gharanas were comprised of Muslim

musicians, and it is often asserted that the

contributions of Muslim entertainers to

Indian music are unparalleled. Genres

such as Khayal, Dhrupad, Qawwali, Rag-

darpan, Thumari, Ghazal and Tappa

represent significant advancements in the

Indian musical tradition. The synthesis of

Persian and Indian musical forms illust-

rates the mutual influences between the

two cultures. Lahjat, the seminal Persian

text on Indian music, serves as a founda-

tional reference in this area. Indian music

also draws extensively from Sanskrit texts,

including the Sangit Ratnakar, Nritya

Sangrah, Sangit Binod, Sangit Kalpana,

and the works attributed to Matang, all of

which were translated into Persian. It can

be confidently asserted that Indian Muslim

culture, in its entirety, has played a vital

role in enriching Indian music. This cultu-

ral interplay is further exemplified in the

Mughal era, where culinary practitioners

were equally engaged with musical tradi-

tions. As depicted in the novel The Shadow

Princess,

The cook was the singer, she thought,

for each time she moved, the singing

stopped. And then it began again, a lusty,

guttural voice, full of promise, picking out

the words in a folk song to the accompani-

ment of a faint dholak. It was a song about

lovers-Laila and Manju, both members of

a Bedouin tribe and when he fell in love

with Laila, her father did not consent to a

marriage, so her hand was given else-

where. (TSP 166)

Music held a central significance in

the lives of individuals during the Mughal

era, playing an essential role in their

overall existence. It enhances cognitive

abilities and significantly contributes to

skill development in children, as well as

influencing their educational processes.

Furthermore, music therapy has been

evidenced to facilitate recovery from severe

and chronic illnesses. Distinct characteris-

tics define Mughal music, setting it apart

from other musical traditions and cultures

of the time. Many Mughal princesses and

emperors became proficient in musical

instruments and emerged as accomplished

singers and performers within the court.

The courts established rigorous standards,

leading to a synthesis of Indian classical

music with elements of Persian and Pakis-

tani music, thereby embedding it as an

integral aspect of life in the Mughal

Empire. Throughout its history, Mughal

music has consistently retained its pro-

found harmony, exquisite beauty and

unique identity. <The woman below

finished her song and a silence followed

from her companion as the last notes of

the dholak rumbled into the dark. Jahanara

leaned out as far as she could to see if she

could identify the singer.= (TSP 166).

In conclusion, the examination of the

cultural significance and artistic contribu-

tions of the Mughal Empire, as manifested

through the musical representations in

Indu Sundaresan9s selected novels, reveals

a complex interplay between historical

legacy and artistic expression. Sundaresan

deftly integrates musical elements into her

narratives, providing readers with an opp-

ortunity to engage with the rich tapestry

of Mughal culture. This analysis empha-

sizes that music functions not only as a
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vehicle for characterization and emotional

resonance but also as a cultural marker that

reflects the values and aesthetics of the

time. The nuanced depiction of music

within these works9 sheds light on the

lasting impact of the Mughal era on conte-

mporary literature and underscores the

importance of cultural memory in shaping

narrative structures. Through this perspec-

tive, one gain insight into the intricate

relationships among art, history, and

identity, thereby reaffirming the essential

role of the Mughal Empire in the develop-

ment of Indian cultural heritage.

References :

1. Allis, M. J. (2017). Reading music through

literature: Introduction. Journal of

Musicological Research, 36(1), 135. https:/

/doi.org/10.1080/01411896.2016.1268900

2. Kramer, L. (1984). Music and poetry: The

nineteenth century and after. University of

California Press.

3. Orsini, F., & Butler Schofield, K. (Eds.).

(2015). Tellings and texts: Music, literature

and performance in North India. Open

Book Publishers. https://doi.org/10.11647/

OBP.0062

4. Revathi, S. (2019). A kaleidoscope of

India9s history and culture in Indu

Sundaresan9s Taj trilogy (Doctoral thesis,

Periyar University, Salem).

5. Said, E. W. (1978). Orientalism. Pantheon

Books.

6. Sundaresan, I. (2002). The twentieth wife.

HarperCollins.

7. Sundaresan, I. (2003). The feast of roses.

HarperCollins.

8. Sundaresan,  I . (2010).  The Shadow

Princess. HarperCollins.



238
Deveno-ueeskeâ Je<e&-11,Debkeâ-21, 2025 (peveJejer-petve)
ISSN : 2349-137X UGC CARE - Listed Journal

A Glimpse into Bikaner9s Grandeur : The
Champa Lal Banthia Haveli

Sonu Pareek Dr. Sonia Rani
Research Scholar Assistant Professor

Tantia University, Sriganganagar, Rajasthan

Sriganganagar, Rajasthan

Abstract :

The Champa Lal Banthia Haveli in Bikaner stands as a testament to the city9s

rich artistic and architectural heritage. This study explores the Haveli9s exquisite blend

of intricate stone carving, vibrant painted glass panels depicting historical scenes,

and opulent Deewankhanas adorned with Usta art. The delicate depictions of nature,

combined with the masterful use of ivory and Kaner wood inlay on Burmese teak,

showcase the exceptional craftsmanship of the era. Through an examination of its

unique features, this paper offers a glimpse into the grandeur of Bikaner9s past and

the legacy of Seth Champa Lal Banthia, whose vision brought this remarkable structure

to life.

Keywords :

Havelis of Bikaner, Champa Lal Banthia Haveli, Haveli Architecture, Intricate
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1. Introduction :

Bikaner, a jewel in the heart of Rajas-

than (Goetz, 1950), resonates with tales

of valor, resilience, and artistic brilliance.

The city9s rich cultural heritage is vividly

etched in its majestic forts, bustling bazaars

and, most notably, it9s magnificent Havelis.

These grand residences, once homes to

wealthy merchants and dignitaries, stand

as silent witnesses to a bygone era (Glynn,

2001), showcasing the architectural skill

and artistic sensibilities of their time (Jain,

2004). Among these architectural gems,

the Champa Lal Banthia Haveli stands out

as a particularly exquisite example, a trea-

sure trove of art and history. This study

offers a glimpse into the grandeur of this

remarkable Haveli, exploring its intricate

architecture, its breathtaking Usta artwork,

and the legacy of the man who brought it

to life.

2. Methodology :

Qualitative Research method (Kothari,

2004) was selected for this research study.

The steps followed for data collection

were :
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i) Archival Research

ii) Fieldwork and Observations.

During fieldwork, photographs were

taken of various architectural elements and

artworks. Data was analyzed using Visual

analysis technique.

3. Artistic Marvels :

The Champa Lal Banthia Haveli com-

mands attention from the moment one sets

eyes upon its grand façade (Fig.-1). The

intricately carved stone, a hallmark of Bika-

ner9s architecture (Kochar & Quadri, 2010),

forms a mesmerizing tapestry of patterns

and motifs. Intricate carving using floral

patterns and geometrical designs, cover

almost every inch of the façade. The main

gate has been constructed using high quality

Burmese teak. Teak is a durable and highly

prized wood, indicating the importance

and expense associated with this feature.

But what truly sets this Haveli apart are the

eight painted glass panels, each a miniature

window into Bikaner9s history. These panels,

strategically placed along the facade, depict

scenes from the city9s past, offering a gli-

mpse into its historic places: Kote Gate,

Ratan Bihari Park (Fig. 2), Laxmi Nathji

Temple, Maharaja Dungar Singhji Statue,

etc. The vibrant colors and delicate brush-

work of these paintings, though faded

slightly with time, still evoke a sense of

wonder and provide a unique historical

record. The overall effect is one of majes-

tic elegance, a testament to the artistry and

craftsmanship of the builders (Kramrisch,

1954).

Beyond the painted panels, the facade

itself boasts intricate detailing. Red sand-

stone from Dulmera mines and marble,

have been primarily used for creating

various architectural elements, such as:

Jharokha windows (Fig. 3), Jaali work,

Pillars, Chajjas, Brackets, etc. A blend of

Rajput, Mughal, and European architec-

tural styles prevail the entire structure. The

interplay of light and shadow on the

carved surfaces adds depth and texture,

further enhancing the visual appeal.

Stepping through the grand entrance

of the Haveli is like entering another world

(Fig. 4). The layout, typical of traditional

Bikaner havelis, centers around a central

courtyard. This open space provides a sense

of tranquility and serves as a focal point

for the different sections of the Haveli.

Leading off the courtyard are the Deewan-

khanas, one for men and the other for

women, each a testament to the refined

tastes of the Banthia family. These elabo-

rately decorated halls served as spaces for

social gatherings, business meetings, and

private family functions.

The Champa Lal Banthia Haveli stands

as a testament to the vision and perseverance

of Seth Champa Lal Banthia. The const-

ruction of this magnificent residence

spanned three decades, a testament to the

dedication and meticulousness of the

artisans involved. Usta artwork was done

by Nizamji, Padmsree Hisamuddin Usta

and Mohd. Bakshji, while the stone

carving work was completed by Premji

Bhairji (Kochar & Quadri, 2010). The

sheer scale of the project, coupled with

the intricate detailing and artistry, speaks

volumes about the resources and patronage

that went into its creation.

4. Artistic Treasures :

The true artistic heart of the Champa

Lal Banthia Haveli lies within its Deewan-

khanas, where the walls come alive with

the exquisite artistry of the Usta painters.
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This unique style, known for its delicate

brushwork, intricate detailing, and vibrant

colors, transforms the walls into a canvas

of captivating scenes (Pareek & Sonia

Rani, 2023). The Usta artists9 mastery of

perspective and shading adds depth and

realism to their creations, creating a mesme-

rizing visual experience (Sharma, 2005).

A particularly enchanting aspect of

the Usta art in the Haveli is the recurring

motifs of nature. Delicate paintings of

flowers, trees, forest animals, rivers and

ponds adorn the walls, bringing the out-

side in. These depictions are not merely

decorative; they reflect a deep appreciation

for the natural world and its beauty (Fig.

5). The artist9s keen observation of nature

and their ability to capture its essence on

the walls adds a touch of serenity and tran-

quility to the Haveli9s interiors.

The artistic treasures of the Champa

Lal Banthia Haveli extend beyond the

painted walls to the exquisite woodwork

and inlay that adorn its furniture and

architectural details. The rich, warm tones

of Burmese teak are masterfully combined

with the delicate shimmer of ivory and the

subtle texture of Kaner wood (Fig. 6). The

intricate work showcases the remarkable

skill of the craftsmen, who meticulously

carved and inlaid these materials to create

stunning patterns and designs.

The woodwork and inlay also serve

as a medium for depicting Hindu deities.

Images of Goddess Lakshmi, the deity of

wealth and prosperity and Goddess Saras-

wati, the goddess of knowledge and arts,

grace the almirahs and other prominent

surfaces. Hindu deities like Lord Vishnu

(Fig. 6) and Veer Hanuman, are also

observed in these depictions. These repre-

sentations, meticulously crafted with ivory

and wood, not only add to the aesthetic

beauty of the haveli but also reflect the

religious beliefs and cultural values of the

Banthia family. The intricate details of

these divine figures speak to the devotion

and artistry of the craftsmen.

5. The Legacy of Champa Lal Banthia:

The Champa Lal Banthia Haveli is

more than just a beautiful building; it is a

testament to the vision and dedication of

one man: Seth Champa Lal Banthia. His

decision to embark on this ambitious

project, spanning three decades, reflects

not only his personal taste and wealth but

also his commitment to preserving and

promoting local arts and crafts. The Haveli

stands as a symbol of his patronage, provi-

ding opportunities for skilled artisans and

contributing to the flourishing of Bikaner9s

artistic traditions. It is through his fore-

sight that we can still appreciate the mastery

of the Usta painters, the skill of the wood-

workers, and the overall grandeur of Bika-

ner9s architectural heritage.

The Champa Lal Banthia Haveli offers

a fascinating glimpse into the social and

cultural context of its time. The opulent

interiors, the intricate artwork and the very

scale of the Haveli speak to the prosperity

and refined tastes of the Banthia family

and the merchant class of Bikaner. The

division of spaces, with separate Deewan-

khanas for men and women, reflects the

social customs and family structures pre-

valent during that era. The themes depicted

in the Usta art and the representations of

Hindu deities in the woodwork provide

insights into the religious beliefs and cultural

values of the community. In essence, the

Haveli serves as a microcosm of Bikaner9s

society, encapsulating its artistic traditions,

social hierarchies, and cultural norms.
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Today, the Champa Lal Banthia Haveli

stands as a cherished landmark in Bikaner,

a reminder of the city9s glorious past. The

haveli is currently being well-maintained

by the family. Its continued presence is a

testament to its architectural strength and

artistic value.

The legacy of Champa Lal Banthia

extends far beyond the walls of his magni-

ficent Haveli. He left behind a treasure

trove of art and architecture, a testament

to the skill and creativity of Bikaner9s arti-

sans. His patronage played a crucial role

in preserving and promoting local tradi-

tions, ensuring that they would continue

to flourish for generations to come. The

Champa Lal Banthia Haveli stands as a

lasting symbol of his vision, a reminder

of the grandeur of Bikaner9s past, and an

inspiration for the future.

6. Conclusion :

The Champa Lal Banthia Haveli is a

jewel in the crown of Bikaner9s architec-

tural heritage. It is a place where art and

architecture converge to create a masterpiece

of beauty and craftsmanship. It is a testa-

ment to the vision of one man and the skill

of many artisans. And it is a reminder of

the importance of preserving our cultural

treasures for future generations. The haveli

stands as a symbol of Bikaner9s grandeur,

a place where the past whispers its stories

to those who take the time to listen.
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Visuals of Champa Lal Banthia Haveli

Fig.-1 : Façade of Champa Lal Banthia Haveli (Source : Self)
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