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mecheeokeâerÙe
yebefoMeeW ceW meewvoÙe&

‘Deveno ueeskeâ’ Debkeâ-22 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<š mes
Øeefleef›eâÙee osles jnW~ Øemlegle Debkeâ ceW keâuee mebmke=âefle mes pegÌ[s efkeefYeVe efke<eÙeeW keâe meceekesMe nw~

‘heomleg mkej mebIeele:’ DeLee&le DeeIeele kesâ meeLe ner Meyo nw pees mheâesš keâe ner Øeefle™he nw Deewj Meyo keâe DeLe&
lelke nw ‘ØeefleYee’ ØeefleYee Meefòeâ Devevle ke DeefvekeÛe&veerÙe nw Gmes ner keekedâ lelke keâne ieÙee nw me=ef<š ceW efpelevee Yeer
kegâÚ ÛewlevÙe nw ken keekedâ lelke nw pees kÙeekeâjCe kesâ ueesieeW ves efpeme mheâesš efmeæeble keâer heefjkeâuhevee keâer ken ØeefleYee
kesâ ‘efvelÙeÙeebMe’ ke ‘DeefvelÙeÙeebMe’ oes YeeieeW keâe nw~

keekedâ kewKejer ceOÙecee heMÙeefvle leerve ™heeW mes nesles ngS ‘heje’ lekeâ hengBÛelee nw DeLee&le mLetue mes met#ce nesles ngS
ken hejceevevo keâer Øeeefhle keâjelee nw~ SlejsÙe yeÇecnCe, MeleheLe yeÇecnCe, pewefceefheÙeesheefve<eo, ieesheLe yeÇecnCe Deeefo
mecemle Gheefve<eoeW leLee yeÇecnCe «ebLeeW ceW keekedâ keâes yeÇÿe keânles nQ~

Ûes<še leLee veeo kesâ meefcceefuele meceeÙeespeve mes ØeYeekeMeeueer veešŸe keâer me=ef<š nesleer nw Gvekesâ Deeefßele mecemle
keâueeSb ceveg<Ùe keâes kÙeefòeâiele jeie-És<e mes otj keâj yeÇÿeevevo keâe DevegYeke keâjeleer nw pees cegefòeâ ceeie& nw Meyo, mkej
Deewj Ûes<še keâer meefcceefuele Meefòeâ jme keâer me=ef<š ceW meneÙekeâ nw jmeevegYetefle Deewj meewvoÙe& meceeveeLeer& Meyo nw~ ceveg<Ùe
kesâ ùoÙeeefmLele mLeeÙeer Yeeke Goerhle neskeâj Yeeke keâueepevÙe meewvoÙe& mes jmeeefYekÙeefòeâ ceW meceLe& lelke nw pees meùoÙe
Éeje ner DevegYeke efkeâÙee pee mekeâlee nw~

mebieerle kesâ meewvoÙe& mkej, jeie, ueÙe, leeue, keâekegâ Yeso mes kÙeòeâ nesles nQ mebieerle DevegYetefle keâe efke<eÙe nw Meyo
peneB DeLe& yeesOe keâjeles nQ keneR mkejeW keâe DevegYeke efkeâÙee peelee nw ueÙe DevegYeke pevÙe ‘Deevebo’ keâes jòeâ Deewj ØeeCe
kesâ ceeOÙece mes ceve keâes Dee¥eefole keâjleer nQ~ meewvoÙe& veeo ke ueÙe kesâ met#ce lelkeeW hej DeeOeeefjle nw~

veeosve kÙebpeles keCe&: keCee&led heoeod keÛe:~
keÛemees ke™kÙekenejes¢eced veeoeOeerveefceob peieled~~

DeLee&le keCe& mes heo, heo mes keekeäÙe, keekeäÙe mes mechetCe& peiele keâe kÙekenej mebÛeeefuele neslee nw Dele: mecemle
mebmeej veeoeOeerve nw~ mkej leeue Skeb Meyo ceW efveyeæ jÛevee ‘yebefoMe’ Ùee Ûeerpe veece mes meb%eeefhele nw~ Fve yebefoMeeW
ceW keâekÙeelcekeâ iegCeeW mes megmeefppele jÛeveeSb YeekeevegYetefle keâe menpe megueYe ceeOÙece nw~ Oece&, DeOÙeelce leLee meceepe
keâer efkekesÛevee, kÙeefòeâ efkeMes<e keâer DevegMebmee, Øeke=âefle efÛe$eCe mes meboefYe&le Deveskeâ lelke Fve yebefoMeeW kesâ keCe& efkeMes<e
nesles nQ~
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Meyo jÛevee meeLe&keâ ke efvejLe&keâ oes Øekeâej mes nesleer~ efvejLe&keâ jÛeveeDeeW keâes efveieer&le Yeer keânles nQ~ Fve heoeW
keâe Meeefyokeâ DeLe& lees veneR efvekeâuelee efkeâvleg Okeefve ke šesve mes DeLe& kÙeòeâ nes peelee nw~ šesve efpemeceW mkej, ueÙe
Skeb DeeIeeled Deeles nQ Ùes DeLe& leLee Yeeke-jece keâer Øeleerefle keâje osles nQ~ ØeejcYe Gve MeyoeW keâe ØeÙeesie cebieue metÛekeâ
MeyoeW Ô, Devevle, njer, veejeÙeCe FlÙeeefo mes ngDee pees heefjkeefle&le nesles ngS oeje, efojb, efoj, legce, veesce, leesce
Deeefo yevee Ùener leb$e ke megef<ej keeÅe ceW ØeÙeesie ØeÙeesie efkeâS peeles nQ leyeuee heKeekepe hej Oee, eflejefkeâš, Oeervee,
keâòee, letvee Deeefo Deveskeâ keCe& nw efpevns heeše#ej keânles nQ Gve efveieer&le mes yeveer yebefoMeeW keâes iele keânles nQ pees
efkeueefcyele ke õgle efkeâmeer ueÙe ceW nes mekeâleer nw Ùes jÛeveeSb jeie Skeb mkej meefVekesMeeW, jeie efveÙeceeW keâe heeueve keâjles
ngS ceOegjlee kesâ meeLe efveefce&le nesleer nw FveceW jeie Yeeke, jeie meceÙe efmeæeble keâe hetCe&le: heeueve neslee nw~

$e+legDeeW kesâ Devegmeej Yeer jÛeveeSb Øeehle nesleer nw pees $e+legkeâeueerve jeieeW ceW DeefOekeâebMele: efveyeæ nesleer nw~
ëe=bieej, keerj, keâ™Ce YeekeeW mes jÛeer yemeer Deveskeâ jÛeveeSb Øeehle nesleer nQ kegâÚ jÛeveeDeeW ceW Meevle jme leLee Deveskeâ
jÛeveeSb Meyo meewvoÙe&, ueÙe, leeue, Ûecelkeâej, mkejmeefVekesMeeW keâer Deveghece Úše mes DeÆgle jme keâe mebÛeej keâjleer
nw~ yebefoMeeW keâer jÛeveeDeeW ceW ieerle Øekeâej (Oegheo, KÙeeue, "gcejer, šhheeW, Yepeve Deeefo) kesâ Devegkeâtue leeueeW keâe
ÛeÙeve Yeer efkeâÙee peevee DeefvekeeÙe& Debie nw~

jeie ™he ke mkej meefVekesMe yebefoMe keâe DeeOeej lelke nw otmejs MeyoeW ceW keân mekeâles nQ keâer mechetCe& jeie ™he
keâe efkeosMeer yebefoMeeW ceW neslee nw Ùes yebefoMeW Ùee efveyeæ jÛeveeSb ieerle, MewefueÙeeW keâe Deeefßele nesleer nQ~ pewmes OeÇgheo
ceW yebefoMe kesâ Deej ceeie& mLeeÙeer, Devleje, mebÙeejer ke Deeceesie nesles nQ~ Gmeer Øekeâej KÙeeue, "gcejer, šhhee, ef$ekeš,
Ûelegjbie ceW mLeeÙeer ke Debleje oes Yeeie leLee Yepeve, iepeue, ieerle ceW Skeâ mLeeÙeer ke keâF& Deblejs Øeehle nesles nQ~

‘yebefoMes’ mebieerle meeQoÙe& keâer ke=efæ ceW Dehevee DecetuÙe Ùeesieoeve osleer nw Deheveer keâueelcekeâ jeie ™he kesâ
mecegefÛele mecevkeÙe, ueÙe Úvo leeue keâes GefÛele meceekesMe, osMe, keâeue heefjefmLeefle Yee<ee kesâ Devegkeâtue me=efpele
jÛeveeSb mebieerle meewvoÙe& keâes mece=æ yeveleer nw ke menpe Yeeke yeesOe keâe ceeOÙece yeveleer nw~

yebefoMeeW ceW meewvoÙe& :

1. meehes#elee : ‘kemleg' Ùee ™he keâe ken iegCe nw pees Skeâ otmejs kesâ meehes#e neW~ mLeeÙeer Debleje, mebÛeejer, DeeYeesie
jeie mebÛeej keâe ÙeLeesefÛele ØeÙeesie ke: Meyo jÛevee Skeâ otmejs mes mece=æ nes~

2. meccee$ee : efkeYeeie leLee KeC[eW kesâ Deveg™he cee$eeSb neW Deewj Gve hej Ketyemetjleer kesâ meeLe Meyo efhejesÙes ieS
neW~ DeeYeesieer-keâceue ueesÛeve ceer"er ceer"er ÛebÛeue

3. meblegueve : Meyo, mkej, ueÙe, keâ<eCe& Oevee#ejer meYeer keâe Skeâ meblegueve nes~ Kesueve Ûeueer~

4. efkejesOeeYeeme : kewefÛe$Ùe mebieerle keâe efkeefMe<š iegCe nw keeoer-efkekeeoer eflejesYeeke-DeeefkeYee&ke, Deleerle-Deveeiele Fve
meebieereflekeâ lelkeeW keâe ØeÙeesie keâjkesâ yebefoMeeW keâe efvecee&Ce efkeâÙee peelee nw pees ßeeslee Skeb ØeÙeesòeâe oesveeW ceW DeÆgle
jme keâe mebÛeej keâjleer nw~

5. efkeefkeOelee : efkeefkeOelee meewvoÙe& keâe heÙee&Ùe nw Meyo, Yeeke, Úvo, Deekeâej-Øekeâej, ueÙe-mkej meefVekesMe pees
efvele vekeerve osn ™he ceW efveefce&leer nesleer nw~

mebieerle ceW keCe& ef›eâÙee efkemleej keâe metÛekeâ nw YeekeeefYekÙeefòeâ ceW mkej Dekesâuee meceLe& veneR mkej meefVekesMe
DeekeMÙekeâ nw efYeVe efYeVe jeieeW kesâ efYeVe efYeVe mkej mebÛeej nesles nQ pees jeieeW keâer Deheveer henÛeeve nesleer nw~ Deheveer
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efvepelee nesleer nw pewmes jeie Ùeceve ceW efve js ie ce he js ____ ie js mee efve, leLee ieewÌ[ meejbie ceW ie js ce ie he ce
Oe he Deeefo mkej mecetn Deeles nQ Fmeer Øekeâej mecemle jeieeW kesâ Deheves mkej mecetn nw~ Ùes mLeeÙeer, Debleje, mebÛeejer
DeeYeesie Ûeej Øekeâej mes nesiee keCe& heo keâe efvecee&Ce keâjles nQ Deewj DeLe& yeesOe kesâ efueS heo yevevee pe™jer nw~ cenef<e&
Yeejle ves keâne nw :

ÙemÙee#ej mece=æ lelmeke& heo mebef%eleced

keekedâ leerve MeefòeâÙeeW hej (Meyo Meefòeâ) DeefceOee ue#eCee Deewj kÙebpevee hej Deeefßele nw DeefceOee ke=efòe keâe
ØeÙeespeve keekeäÙe keâe meeceevÙe DeLe& leLee ue#eCee ke=efòe efkeefMe<š DeLe& yeesOe keâjeÙes efkeâvleg kÙebpevee ke=efòe mes YeekeeW keâe
efkemleej nw mebieerle ceW Meyo OkevÙeelcekeâ Glke=â<šlee «enCe keâjkesâ YeekeefYekÙebpevee keâjlee nw Ùener keâekÙe keâe Glke=â<š
™he kÙebpevee Meefòeâ nw Ùes met#celeced nesleer peeleer nw~ Deye Gmekeâes mecePeves kesâ efueS nce osKes ‘jeie’ keâe DeLe& nw
jbievee/ue#eCee mes levceÙelee Deewj kÙebpevee Meefòeâ DeLee&le Deueesefkeâkeâ Deevevo~

Ùes Meyo MeefòeâÙeeb mebieerle ceW keâwmes ØeÙegòeâ neWieer-ØeyebOe ceW meeLe&keâ, efvejLe&keâ MeyoeW keâe ØeÙeesie neslee nw pees
OkevÙeelcekeâ efkeefMe<š iegCeeW keâe «enCe keâjkesâ Meyo MeefòeâÙeeW keâes mece=æ keâjleer nw~ kegâÚ GoenjCe pewmes :

1. OeÇgheo leLee KÙeeue keâer yebefoMeeW ceW ueÙe kewefkeOÙe ™he ceW : OeÇgheo  leLee KÙeeue oesveeW ceW Úvo kewefkeOÙe
leLee ueÙe kewefkeOÙe keâer Deveskeâ yebefoMeW efceueleer nQ mecee efke<ece efkeYeeieerÙe leeueeW ceW MeyoeW keâe mLeeefhele keâjvee
Yeer DeefleefkeefMe<š neslee nw pees yebefoMeeW keâe meewvoÙe& keefCe&le keâjlee nw~

2. cegòeâ efkemleej leLee efkeefYeVe ueÙeeW ceW ieerefleÙeeW keâer yeele Deeleer nw : Megæe, efYeVee, ieewCeer, yespeje Deewj
meeOeejCeer Ùes heeBÛe ieerefleÙeeW nQ pees jeieeW kesâ MewefueÙeeW kesâ meboYe& ceW ØeÙegòeâ keâer peeleer nw pees yeboefMeeW keâe Deveghece
™he Øeoeve keâjleer nQ~

3. ueÙeelcekeâ efkeefkeOelee : yebefoMeeW kesâ meboYe& ceW osKes lees Deefle efkeueefcyele, efkeueefcyele, ceOÙe, ceOÙe-õgle, õgle
Deefle õgle Deeefo Deveskeâ ueÙe Dee peeleer nw pees yebefoMeeW keâes efkeMes<e keâueskej Øeoeve keâjleer nw Skeâ ner yeefvoMe
Deiej efYeVe ueÙe ceW ØeÙegòeâ nes lees Deueie-Deueie ØeYeeke ÚesÌ[sieer Ùener Gmekeâer ueÙeelcekeâ efkeefMe<šlee Yeer nw~

4. mLeeefÙelke : efveefMÛele mkej meefVekesMe mes Deveskeâ yebefoMeeW keâe efvecee&Ce neslee nw nj jeie kesâ Deheves mkej mebÛeej
nQ pees Gmekeâer henÛeeve nesles nQ Gvekeâe ØeÙeesie keâjkesâ yebefoMeW yeefve pej keâueekeâej, jÛeveekeâej ves Gmes Deheveer
keâueelcekeâ ØeefleYee leLee Yeekeeveg™he yeebOee pewmes jeie efyeueemeKeeveer leesÌ[er ceW js efve mee js ie, js ie ce ie js mee
cegKÙe ™he mes ØeÙeesie efkeâÙee peelee nw kees osKee ieÙee nw efkeâ Fme jeie keâer yebefoMeeW keâe meewvoÙe& MeyoeW kesâ ØeÙeesie
mes efYeVe nw pewmes lepe js DeefYeceeve peeve iegefvepeve keâes peneB DeOÙeelce mes peesÌ[lee nw keneR peieocyee Deefcyekeâe
Yeòeâ keâer Yeekevee keâes kÙeòeâ keâjles ngS Oece& mes peesÌ[lee nw, ceeve ceesjer yeele ceerle efheÙejkee mes yebefoMe ëe=bieeefjkeâ
jÛevee nw lees Gmeer Yeeke keâes kÙeòeâ keâjleer nw~

5. peefšuelee : yebefoMeeW ceW efkeefYeVe Øekeâej kesâ ØeÙeesieeW mes peefšue ™he Yeer Øeoeve efkeâÙee peelee nw pees Gmes megboj
yeveelee nw keâneR Okeefve Yeso mes, ceer[ kesâ ØeÙeesieeW mes, Keškeâe, cegkeâer& Deeefo ØeÙeesieeW mes, mkejeW kesâ keâ<e&Ce mes,
Oevee#ejer MeyoeW mes DeÆgle ™he Øeoeve efkeâÙee peelee nw~ Ùes yebefoMeW ÙeÅeefhe ieeves ceW keâef"ve nesleer nQ efkeâvleg Ùeefo
mener mes efveke&nve nes ieÙee lees DeefYejs Úehes Yeer ÚesÌ[leer nw~

yebefoMe keâes megboj ‘keânve’ DeLee&le veešŸe Meem$eerÙe keâekegâ Yeso
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veenkeâ ueeS iekeevekee
Ûeuee js hejosefmeÙee

meewvoÙe& keâe mebÛeeueve kener nw Deewj GmeceW ner ueerve nes peevee ner meewvoÙe& nw kewKejer, ceOÙecee, heMÙe mes heje
keâer Deesj ues peelee nes~

DeuebkeâejeW keâe ØeÙeesie : Deveskeâ yebefoMeeW ceW Ùecekeâ, Ghecee pewmes Deuebkeâej keâe ØeÙeesie keâjles nQ pees yebefoMeeW
keâes Deveghece ™he Øeoeve keâjles nQ pewmes jeie Deefnj Yewjke keâer yebefoMe kesâ yeesue nQ :

hetjye, ØeYeekeâj, Øeele, heOeejs, ØeKej, ØeÛeb[, Øeyeue, ØeCeheeuekeâ~

Fme yebefoMe ceW Øe Meyo keâer hegvejeke=efòe nes jner nw Dele: Ùen Ùecekeâ Deuebkeâej nw~

yebefoMeeW ceW ‘keânve’ keâe Deboepe efpemes nce veešŸeMeem$eerÙe keâekegâ Yeso keâer Âef<š mes osKeW lees yebefoMe Yeer DeÆgle
™he Øeoeve keâjlee nw~ nce efkeâme Meyo keâe Okeefve efkeMes<e, ueÙe efkeMes<e, Yeekeevegkeâtue Deekeepe keâwmes ØeÙeesie keâjW keâer
kee@ DeLe& yeesOe, Yeeke yeesOe, keâjeles ngS jme efve<heefòe keâje os Ùes cenlkehetCe& nw efkeâmeer Yeer jÛevee keâer Glke=â<šlee Ùeefo
Gmekesâ Meyo me=peve mes nw lees ØemlegeflekeâjCe Yeer Glevee ner Glke=â<š nesvee ÛeeefnS leYeer ken jÛevee ØeYeekeer nesieer leLee
ceve ceefmle<keâ hej Deefceš Úehe ÚesÌ[sieer osMe kesâ ØeKÙeele keâueekeâejeW kesâ ØemlegeflekeâjCe ceW Ùes yeele mhe<š ™he mes osKeer
pee mekeâleer nw~

Fve mecemle meeQoÙe&keOe&keâ lelkeeW kesâ ØeÙeesie mes yebefoMeeW keâe ØeÙeesie ØeYeekeer neslee nw~ mebieerle keâer FvneR yeejerefkeâÙeeW
mes jÛee-yemee Ùen Deveno ueeskeâ Debkeâ-22 Deehe meYeer kesâ MegYe neLeeW ceW meeQheles ngS Deehekeâer Øeefleef›eâÙeeDeeW keâer
Dehes#ee jKeleer ntB~

- [e@Ê ceOeg jeveer Megkeäuee
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The .Tu.tinama : Texts, Ideas and

Paintings

Dr. Anjali Duhan-Gulia

Associate Professor,
Department of Visual Arts,

Maharshi Dayanand University, Rohtak, Haryana

Abstract :

This article examines the .Tū.tīnāmā text which is assumed to be a Persian
translation of the Sanskrit text Śukasaptati (Seventy Tales of the Parrot). The latter is
a collection of stories which were put in the mouth of a pet-parrot who recites them
each night to stop her mistress Prabhāvatī from committing an adulterous act in her
husband Madana’s absence. The Sanskrit text in prosimetrum belongs to the kathā
genre where the frame story engulfs several anecdotes. It was translated into several
languages including the .Tū.tīnāmā in Persian which was rendered by ..Ziyā’ al dīn
Nakhshabī not necessarily from the original Śukasaptati but from a version based on
this Sanskrit text in about c. 1329 CE.

After a detailed study, it is postulated that the .Tū.tīnāmā is a rich collection of
tales having varied and colourful themes. There are several stories which focus on
guiding the women and curtailing their desires, some on the ideas of kingship, or
ethics, etc. This research traces how these themes are catered to in the Persian in
comparison with the Sanskrit text. Further, two versions of the .Tū.tīnāmā text were
produced for Mughal Emperor Akbar (r. 1556–1605 CE) which would be discussed
from the lens of art history. A story from the text is discussed in detail by drawing from
the Sanskrit and Persian texts and the visual depictions to understand how the ideas
of chastity and loyalty in a female are represented. The conclusion will examine the
reasons of its production in the Mughal atelier and its subsequent reception in the
Mughal court/household.

Key words :

.Tū.tīnāmā, Śukasaptati, edification, Mughal painting, advice literature for women.

The .Tū.tīnāmā (Tales of the parrot)
text is assumed to be a Persian translation
of the Sanskrit text Śukaspatati (Seventy

tales of the parrot) (Fig. I).1 Śukaspatati
belongs to the kathā genre where the frame
story engulfs several anecdotes which pre-
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dominantly deal with sexual liaison outside
of marriage, the problematic but exciting
situations one finds oneself in these rela-
tionships and the ingenious ways to escape
from those crises. It also borrows from
multiple preceding texts like the popular
Pañcatantra - tales of the crocodile and the
monkey and the two friends Dharmabu-
ddhi and Pāpabuddhi and the talking tree
are embedded in this text.2 Additionally,
the text includes verses or quotations from
epics and Purā.na-s, Kāmasūtra and also
from the Arthaśāstra, Kumārasambhava,
M.ricchakatika and Mudrārāk.sasa.3 Cur-
rent scholarship believes that Śukaspatati
in its present form belongs to the twelfth
century CE4 and was subsequently transla-
ted into several languages pointing to its
immense popularity. This article is concer-
ned with the Persian version of Śukaspatati
known as the .Tū.tīnāmā, some of its ideas,
and how they are represented in the visual
medium.

The Śukaspatati was translated into
Persian for the first time by ‘Imād al-Din
Ta

.
garī, a court secretary of ‘Alā al-Dīn

Khaljī (r. 1286–1306 CE) with the title
of Jawāhir al-asmār. Pegah Shahbaz has
noted that the translator increased the
number of tales to 86 (from the original
70) and adapted them into the Persianate

world. Ta
.
garī did not include every tale

from the Śukaspatati. He was selective -
eliminated some and replaced them with
other stories and fables from other Sanskrit
sources such as Pañcatantra, Kathāsarit-
sāgara and Vetālapañcavi .mśati.5 So the
Jawāhir al-asmār translated some stories
from the Śukaspatati.

Subsequently, ..Ziyā’ al dīn Nakhshabī
who was a Chishtī Sufī and an author, living
in Badayun, Uttar Pradesh perhaps
accessed the Jawāhir al-asmār (may be
Śukaspatati also) and composed his own
version of these tales in about c. 1329 CE
which is the .Tū.tīnāmā. He retained the
original frame story but altered the ending
where Madana who is now Maimūn, the
husband, kills Khojas.ta who was Prabhā-
vatī in Sanskrit for her desire to be unfaith-
ful. He also reduced the number of tales
to only 52.6 It is often projected about this
text that it ‘exclusively’ consists of tales
which present amorous relationships and
focus on guiding the women and curtailing
their desires. This research, however, suggests
that it is a rich collection of the tales having
varied and colourful themes. Of course,
there are tales about women and their sexual
desires, and beyond doubt the .Tū.tīnāmā
is one of the standard texts to understand
the condition of women in the early modern
India. Nevertheless, the nature of tales
having women as the main protagonist has
been altered. If in the Śukaspatati the fema-
les are adventurous, open and accepting
about their sexual desires, in the .Tū.tīnāmā
most of them are presented as virtuous and
faithful and if they commit adultery are
justified to be punished. The disobedient,
manipulative, and adulterous women are
either whipped as in the parable narrated
on the twenty-fourth night,7 stoned (on
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tenth night and forty-second night) and
burnt and trampled by an elephant (on
twenty-second night), or their lovers desert
them midway and they return back to their
husbands (on sixteenth night) – theme/
sub-theme of several stories from this text.
What has been noted here with the study
of the .Tū.tīnāmā is that the numbers of tales
from Śukaspatati are considerably redu-
ced. Some of them are present in the
narration of the eight night as subtexts.
The main narrative of this night is about a
prince and the astrologers have predicted
that he will die in his thirteenth year. In
order to prevent his death, he has to remain
silent for one week but due to deceit of a
woman from the haremò, the king orders
his execution. But the execution is stayed
by a series of tales about female deceit re-
counted by seven ministers. Here, each of
the females as scheming, witty wives
having affairs, enjoying themselves, and
deceiving their husbands.

Alternatively, some stories in the

.Tū.tīnāmā also present the ideas of chastity
and loyalty in a female as one told on the
fourth night, illustrated with four pain-
tings, it is about an astute lady who was a
wife of a soldier; jealous and anxious, he
always doubted her chastity. In order to
impress upon him the fact that if a wife
intends to betray her husband, she will find
ways, whatsoever tricks the man employs
to stop her. To prove her point, she narrates
a story of a skilled Indian yogi who through
his practice had reached such level that
he could transform himself into anything
he desire. Being overprotective about his
wife and stopping her from committing
adultery, he transformed himself into an
elephant and carried his wife all the time
on his back in a howdah and lived in the

thick forest away from the presence of any
male. Still his spouse had managed to form
relationships with hundred men of whom
she kept a count by tying knots in a long
string. Fig. II. a half page illustration is
devoted to this part of the story in which
the elephant realistically rendered is
engrossed in eating the lush green leaves
from a tree, however, behind his back his
wife is in the close embrace of a her lover.
Their figures balancing the large form of
the elephant on the other side in the
composition, the middle has a outsized
curtained howdah, the living space of the
female amidst the deep jungle represented
here by a cluster of trees created by applying
patches of shades of green and yellow. In
this manner, the yogi’s wife had several
encounters with men and she kept a count
of all of them by tying knots in a string.
Although the string is absent here, in the
Chester Beatty version the wife is actually
displaying the string with multiple knots
to her lover while the yogi-elephant is
pulling a branch off a tree.8

After listening to this story, the soldier
finally agrees to his wife’s advice and went
on his business. As an additional proof of
her chastity, she gives him a garland of
flowers that will remain fresh until the
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time she will stay loyal to her husband.
Her act of handing down the garland is
painted on the three-fourth section of folio
27a of the Cleveland Museum .Tū.tīnāmā,
Fig. III. The composition is divided into
three sections – the now empty bedroom
suggesting the painful parting between the
two protagonists on the proper right, the
middle has the lovely, adorned, young wife
passing on the floral garland to her man
who is completely attired in the parapher-
nalia of a soldier and the part on the proper
right divided from the central portion with
a simple floral motif has the figures of the
horse and its attendant standing outside
suggesting the immediate departure of the
warrior. The horizontal format, two-
dimensional architectural feature, flat
background lacking spatial depth and the
wife with angular features and garments
which are adorned with bold patterns all
point towards a pre-Mughal style.

In the soldier’s absence his wife proves
her character as a chaste woman by rema-
ining faithful despite several attempts to
seduce her. Once the King of that province,
to test her sent two handsome cooks to her
house to entice her, however, she trapped
them into a pit by making them sit on a
charpoy made of weak strings. This scene
is vividly painted on folio 29a (Fig.-IV
here) of the Cleveland Museum .Tū.tīnāmā
– a cook already lying on the ground and
the other one in the motion of falling. The
clever lady standing on the top delighted
on her success. Subsequently, she brought
them out of the pit, shaved their heads,

made them dress as maidservants and kept
them in her prison until the King became
worried and enquired about their situation.
Figure-V here represents the King seated,
supported by the bolster on a stool, surpri-
sed to see the condition of his men now
ashamed of their act, bald and dressed as
females, paying homage to him and seek-
ing his forgiveness. He finally understood
the power of a chaste woman.

Although there are several stories on
these lines in the text, there are also narra-
tives edifying us on pragmatism, humility,
kingship and courtly etiquettes, friendship,
human nature, dependence on fate, etc.
The ones focusing on practical wisdom are
drawn primarily from Indian nītiśāstra
texts. Like, a story narrated on thirty-fourth
night is of a merchant from Kabul, his
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daughter and her three suitors: a painter,
a poet, and a valorous man, each promised
her hand in marriage. They by employing
their skills rescue her, but the daughter
marries the brave youth who risked his life
for her. This narrative is borrowed from the
Vetālapañcavimśati (the story of Somaprabhā
and her three suitors), and in both the
versions instructs that a man should be
brave enough to protect his wife and face
any difficulty to save her. Then the parable
on the thirty-seventh night is borrowed
from the Pañcatantra, where a wren and
its friends the bees and the frog collec-
tively with their wit take revenge from an
elephant by making him fall into a ravine
and is killed. Another anecdote from the
Hitopadeśa where there is a foolish donkey
braying which alarms a thief but the master
thrashed the donkey. Here the dog was his
friend, but in .Tū.tīnāmā it is the deer that
ran away from the donkey and saved him-
self, whereas, the gardeners are beating
the donkey. It is important to record here
that the stories from Pañcatantra which
we had noted in the Śukaspatati like the
crocodile and the monkey are absent in

.Tū.tīnāmā. So, Nakhshabi had also been
selective about the content of his book and
he has eliminated or replaced stories, even
though he was referring to same texts.

Other significant ideas which are
present in the .Tū.tīnāmā are etiquettes of
kingship and statecraft which are absent
in the Śukaspatati. The stories devoted to
these themes are most likely borrowed
from an Islamic/Sufi milieu. For instance,
the two stories narrated on the seventh night
reveal an exemplar about the munificence
of a King who is mentioned in the text as
the King of the Kings. The first is a tale of
an impecunious dervish who was in love

with the princess of Bahilistan. The King
of that region was obliviously against this
match and in order to divert the hermit’s
obsession he sought from him an elephant
laden with gold. So the dervish went in the
court of the King of Kings and requested
for the tribute to which the King of the Kings
obliged. Thereafter, the King of Bahilistān
again demanded to bring forth the head
of the King of the Kings. The latter happily
agreed to even this obnoxious demand and
permitted the hermit to tie a rope around
his neck and lead him to the King’s court.
When the King of Bahilistān witnessed
this modesty of the King of Kings who is
far superior from his status and power but
is deferential to the pious dervish, he felt
ashamed and married his daughter with
the King of the Kings (Fig.-VI). This bea-
utiful tale presents the qualities of an ideal
monarch as projected from a Sufi lens.
Similarly, a story narrated on the seventh
night again about the King of Kings exem-
plifies the idea of the merciful ruler when
he sacrifices his life by jumping into a
cauldron filled with boiling oil for the love
of a woman and a jinn.
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Therefore, this text presents a fine
conflation of Indian wisdom presented by
the fables of clever and urban personified
animals, perfected yogis, gorgeous women
and merchants representing all shades of
an everyday Indian life with Islamic ideals
about kingship, ethics, humility and chas-
tity. Perhaps this encyclopaedic knowledge
about the contemporary mundane life and
the lessons of practical wisdom, kingship,
and morality embedded in this text attrac-
ted the attention of Emperor Akbar and
perhaps because of this, two illustrated
examples of this text survive from his
atelier.

In both the manuscripts, the prose is
frequently punctuated with verses of
celebrated Persian poets without acknow-
ledgement, which encapsulates and reite-
rates the message of the prose. The palim-
psest .Tū.tīnāmā manuscript preserved in
the Cleveland Museum of Art (1962.279)
is nearly complete with 218 miniatures on
341 folios. John Seyller in a seminal article
on this manuscript has postulated that it
is dated to c.1570 and almost half of its
miniatures are over-painted. He added that
this .Tū.tīnāmā was formerly illustrated in
the Candāyana style many decades before
it was refurbished in the Mughal atelier.9

This could be discerned by examining the
background of Fig.-V here which has
portions of the previous yellow coloured
background visible due to the flaking of
the now lavender coloured base on the
proper top right corner. Further, the earlier
drawings of the throne and the bolster are
also noticeable. The miniatures are ascribed
to several Mughal artists, like Gujarātī,
Śrava.na, etc., who reworked on the exis-
ting paintings by either rubbing off the pre-
viously painted versions, or they directly

painted on the earlier ones. They also added
new paintings where the manuscript had
been left incomplete. Most of the illustra-
tions belonging to this manuscript are small
size paintings which usually have flat
backgrounds before which the figures are
suspended. The two-dimensional interior
scenes are adorned with brilliant-coloured
sections, bold textual patterns and tile work.
Figures are simple, often small – the males
dressed in Mughal jāmā and turban,
whereas, the females are mostly garbed
in the Indian attire of lehangā and colī.

Another illustrated version of the

.Tū.tīnāmā was created in c.1580 and it is
partly preserved in the Chester Beatty
Library, Dublin (Ms.21). It has 143 folios
including 102 miniatures and the remain-
ing leaves are scattered in various Western
and some Indian collections.10 Produced
for Emperor Akbar, this manuscript
remained in the Imperial library at least
through the reign of   Shah Jahan.11 The
paintings which are part of this version of
the .Tū.tīnāmā are mostly full-page compo-
sitions and are generally free from any major
influences from the earlier Cleveland pain-
tings. The painters have created coherent,
expressive, and lively compositions. By
the eight decade of the sixteenth century,
the painters had gained experience in
visualising narratives with realism by their
increased knowledge of the spatial depth
and curating figures in action and in rela-
tion to each other. They were also capable
of adding psychological nuances to a scene.
In comparison to the paintings of the Cleve-
land .Tū.tīnāmā, the Beatty paintings are
more attuned according to the Mughal style.
As was the norm in that decade, more than
one painter contributed to a scene and per-
haps their names were written by a librarian
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on each folio – these are lost to us due to
re-margining of the folios in the eighteenth
or early nineteenth century.

The .Tū.tīnāmā never gained such popu-
larity as the rather thematic similar Anvār-
i Suhaylī in the royal circles. One reason
is at some places, the text appears an assort-
ment of unrelated miscellaneous material.
It seems, the author has intentionally crea-
ted this selection of stories in order to make
it useful to a large number of people. The
language and structure of these parables
are direct and easy so that it may even be
understood by the uneducated. This brings
us to the question of the reception of the

.Tū.tīnāmā. When we take into considera-
tion, the theme, context and the means of
transmission of these tales through an
illustrated manuscript, we may conclude
that even though these tales have some
information about mundane life and the
common folk, but, in fact, these are elite
tales, carefully collected here for the exclu-
sive consumption of the elite-for the edifi-
cation and entertainment of the Mughals.
Perhaps, the text consisted of material for
the emperor and the members of his inner
circle and was received on similar lines.
For example, several of the stories have
portrayals of ideal kings – Nakshabī tries
to educate the readers/audience to learn
from the wisdom and lives of the preced-
ing rulers and their interactions with men
of God and their subjects. Further, this
work must have directly spoken to the
women in the harem because of the strong
presence of females in this work, where
they have acted as strong protagonists in
the text illustrated exquisitely in the accom-
panying miniatures. Supposedly, it was also
considered an appropriate reading material

for the edification of females on matters
of chastity, familial relationships, love, etc
and was meant to be read aloud at court/
harem gatherings, which also included
women.

Bibliography :

Manuscript Sources :

1. .Tū.tīnāmā, c. 1570, Cleveland Museum of
Art, Persian, MS. 1962.279. https://www.
clevelandart.org/art/collection/search?
search=1962.279&filter-include-parts=1

2. .Tū.tīnāmā, c. 1580, Chester Beatty Library,
Dublin, Persian, MS. 21.

Primary Sources :

1. Pañcatantra by Vi.s.nuśarman. Translated by
Franklin Edgerton. Vol. II. New York: Kraus
Reprint Corporation, 1924, 1967.

2. Suka Saptati: Seventy Tales Of Parrot.
Translated by A.N.D. Haskar. New Delhi:
Rupa.co., 2009.

3. Tales of a Parrot – The Cleveland Museum
of Art’s .Tū.tīnāmā by Nakhshabī, Ziyā’ al-
Dīn. Translated and edited by Muhammed
Ahmed Simsar. Cleveland, OH: The
Cleveland Museum of art 1978.

 Secondary Sources :

1. Chandra, Pramod, and Daniel J. Ehnbom.
The Cleveland Tuti-Nama Manuscript and
the Origins of Mughal Painting. Cleveland,
OH: The Cleveland Museum of Art, 1976.

2. Leach, Linda York. Mughal and other Indian
Paintings from the Chester Beatty Library.
Vol. I. London: Scorpion Cavendish,1995.

3. Losty, Jeremiah P. The Art of the Book in
India. London: The British Library Board,
1982.

4. Seyller, John. “Overpainting  in the Cleve-
land .Tū.tīnāmā.” Artibus Asiae, 1992, Vol.
52, No. 3/4 (1992) : 283-318.

5. Pegah Shahbaz. http://perso-indica.net/
work/tuti-nama-1. Accessed on 15 June
2024 at 6.30 pm.



8
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

Footnotes :

1. Both the Sanskrit and Persian framework
stories are too well-known to repeat here,
so I will directly go to the two texts.

2. Pañcatantra by Vi.s.nuśarman, trans. by
Franklin Edgerton, Vol. II (New York: Kraus
Reprint Corporation, 1924, 1967), Books
I, IV, 322–325, 393–397, verses 1–52, 499–
554.

3. Shuka Saptati: Seventy Tales Of Parrot,
trans. by A. N. D. Haksar (New Delhi:
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Abstract :

Globalization is the process of transforming the whole world into a village by
influencing different cultures, economies, social concepts, etc. The Boro people are
one of the ethnic groups of Assam who have contributed significantly to the formation
of the Assamese nation. They live in all regions of Assam both in the hills and plains
dance. The dance costumes and poses are an introduction to the life of the Boro people.
However, in the present era of globalization, the Bagurumba dance has undergone
significant changes. This paper will discuss the changing aspects of Bagurumba dance
and the role of the Boro community in this regard.

Bagurumba is the most popular folk dance of the Boro people. This dance is also
called the ‘Butterfly’ dance. This dance is mainly performed in groups by Boro women
wearing traditional costumes during Bihu or Basanta festivals. The women perform
this dance in order to the beat of songs and instruments

Keywords :

Bodo, Assam, Culture, Bagrumba Dance, transformation.

Introduction :

The Boros are the most simple and
cultured ethnic groups in Assam. They are
believed to have spread throughout eastern
India around the 15th century BC, north
of the Himalayas and in China. They are
currently found in the districts of Kokrajhar,
Baxa, Odalguri, Karbi Anglong, Goalpara
and Nagaon in Assam.

Bagurumba is one of the strongest cul-
tures of the Boro people. This dance is

mainly performed by Boro women during
Bihu or spring festivals. The dance is per-
formed by women in groups to the beat of
songs and instruments. The Bagurumba
dance reflects the Boro ethnic lifestyle in
harmony with heritage and nature. During
the dance, the artists wear traditional cos-
tumes like dokhona , arnai, fasra etc. Various
instruments such as kham (drums), chifung
(flute), jhutha etc. are used as musical instru-
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ments. The Bagurumba dance is not only
a musical performance, but also a means
of preserving the life, culture and traditi-
ons of the entire nation. The dance reflects
the connection and love of the Boro society
with nature. However, the influence of
globalization has also affected the traditio-
nal Bagurumba dance.

Globalization is a global process in
which cultures, economies, technologies
and social concepts move from one country
to another expands to a country. However,
in the course of globalization, the spread
of this dance is a positive aspect. This is
because the Bagurumba dance has been
performed at various national and inter-
national festivals. The dance has become
known to the world through various digital
platforms such as YouTube, Facebook and
Instagram. Currently, various workshops,
training camps etc. have been created for
dancers which have helped them in emp-
loyment and income generation. This dance
has recently been performed on internatio-
nal stages and recently entered the Guinness
Book of World Records as the largest group
to perform the dance.

Globalization, on the one hand, has
given the Bagumba dance an opportunity
to give it global glory, but on the other hand,
it has also indicated the possibility of dis-
torting the true form and tradition of this
dance. Therefore, it is important to under-
stand the importance of these dances in
the development of the country. Therefore,
it is important to understand the impor-
tance of these dances in the development
of the country. Similarly, the tradition and
spirituality of Bagurumba dance has been
weakened due to modern costumes and

sophisticated cosmetics. Sometimes they
perform Bagurumba dance on many stages
without the permission of the Boro comm-
unity, which is a matter of great pride. But
in the dance style and the style of wearing
the dress (especially the dokhona). Without
accuracy, the seriousness of the real dance
seems to be reduced. The younger genera-
tion is attracted to the dance through digital
platforms but only as a performing art.
They are not interested in the original his-
tory, meaning or importance of the dance.
Therefore, the true meaning of the dance
seems to be gradually declining. It must
be admitted that it is due to globalization
that the youth have recently become proud
of the Bagurumba dance. The dance has
become popular in many institutions and
institutions. However, the worrying thing
is that dance videos available on the Inter-
net are confusing with wrong gestures and
costumes. Globalization has enabled this
dance to reach the world stage. This is truly
a glorious aspect. However, it is essential
to preserve the identity of culture along with
such opportunities in today’s context. The
Bagurumba dance is a symbol of the emo-
tions and culture of the Boro people. This
dance is a shining example of unity, love
of nature and survival of heritage in the
diversity of Assamese society. In the era
of globalization, there is a great need for
Bagurumba dance to preserve its unique-
ness. It is essential to preserve the true spi-
rit of this dance which reflects the culture
of the Boro nation through its characte-
ristics, beauty, etc. It is always important
to be aware that this culture is not distorted
by commercialization or misrepresentation.
There is more to be done by the conscious
community in this regard.
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Conclusions :

Bagurumba dance must be preserved
through respect, study and research. Every-
one should be aware and pay attention to
whether the dance is actually being
promoted on the Internet. From the elderly
people who know this dance in the villages
to training or preserving it by making
videos, it can be said that it will be fruitful.
Similarly, they must bear the responsibility
of preparing books, articles and research
papers on Bagurumba dance and sending
resources to the younger generation. The
songs, gestures and costumes associated
with the dance should not be distorted I
think there is a need to develop a cultural
policy for that. Similarly, if the importance
and dignity of Bagurumba dance conti-

nues to be discussed in villages or social
functions, Bagurumba will continue to
become not only a tradition but also a
living cultural heritage.

Finally, I hope everyone will do their
utmost to preserve this fascinating Bagu-
rumba dance for future generations.

References :

1) Doley, Basanta Kumar (2009) . Asamar
Janagosthi Eti Parichay, Asam Sahitya
Sabha

2) Das, Angsuman (2014), Asamar barebo-
roniya Sanskriti. Aak baak Publication

3) Kalita,Niranjan (2022). Axomar Barnadhya
Gosthijiwan,Rekha Prakashan

4) Neog, HariPrasad aru Gogoi (2003). Axomiya
Sanskriti, Asam Sahitya Sabha.



12
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

meojs Deeuece kesâ kee@Me efÛe$e : Skeâ DeOÙeÙeve

[e@Ê oskelee Øemeeo ceewÙee&
mkeleb$e efÛe$ekeâej,

DeÙeesOÙee, Gòej ØeosMe~

meejebMe :

YeejleerÙe efÛe$ekeâuee ceW Ùeefo nce kee@Me Mewueer efÛe$eCe efkeOee keâer yeele keâjW lees meke&ØeLece Fmekeâer Meg®Deele
Meeefvleefvekesâleve yebieeue mkeâtue mes ceeveer peeleer nQ~ Gòej-ØeosMe ceW kee@Me Mewueer keâe yeerpeejesheCe ‘ueKeveT Deeš&
keâe@uespe’ mes ØeejcYe nesleer nw~ Fmeer yeerpeejesheCe Skeâ DebMe kesâ ®he ceW ‘meojs Deeuece’ peer Skeâ keš ke=#e yevekeâj
lewÙeej ngS Deewj Deheveer keâuee ®heer ÚeÙee mes Fme mebmeej keâes Ketyemetjle yevee jns nQ~ ‘meojs Deeuece’ peer efkeÕe Øeefmeæ
keâuee ieg® ‘yeõerveeLe DeeÙe&’ peer mes kee@Me efkeOee keâer yeejerefkeâÙeeb meerKeer leLee Deheves Oejeleue keâes Skeâ veÙee ®he efoÙee~
Fvekesâ yeveeÙes efÛe$e kegâÚ meeceeefpekeâ Deewj kegâÚ YeejleerÙe mebmke=âefle kesâ cetue GlmekeeW hej DeeOeeefjle nQ, ‘Deeuece’ peer
ueieYeie meYeer ceeOÙeceeW ceW keâece efkeâÙee nw uesefkeâve Fvekeâe efØeÙe ceeOÙece (peue jbie) Ùeeveer kee@Me heseEvšie jner nw~
Fvekeâes efkeefYeVe je<š^erÙe Skeb Devleje&<šerÙe Øeefleef…le hegjmkeâejeW mes vekee]pee ieÙee nw~ FvneWves Dehevee peerkeve keâuee ieg®
kesâ ®he ceW ‘peeefceÙee efceefueÙee FmueeefceÙee efkeÕeefkeÅeeueÙe’ veF& efouueer ceW hetke& efkeYeeieeOÙe#e Skeb mebkeâeÙe ØecegKe kesâ
®he ceW Deheveer meskeeÙeW oer Deewj DeYeer mkelev$e keâueekeâej kesâ ®he ceW keâeÙe& keâj jns nQ~ MeesOe he$e kesâ efueS ØeeLeefcekeâ
DeebkeâÌ[eW keâe ØeÙeesie efkeâÙee ieÙee nw~

Meyo mebkesâle :

kee@Me efÛe$eCe, YeejleerÙe hejcheje, yebieeue mkeâtue, keâuee efkejemele, heewjeefCekeâ keâLeeSb~

nces ieke& nw efkeâ nce YeejleerÙe nw nceejs Yeejleke<e&
keâer Ùen heekeve Yetefce ves ve peeves efkeâleves ner Ssmes keâueekeâej
keâes pevce efoÙee nw, pees Deheveer ceneved keâuee ke=âefleÙeeW kesâ
efueS nceejs yeerÛe peeves peeles nw~ YeejleerÙe keâuee peiele
ceW Ssmes ner peeves-ceeves keâueekeâej keâe pevce ngDee efpeme
Øekeâej Skeâ peewnjer efkeâmeer helLej keâes keâeš-Úebš keâj
cetuÙekeeve jlve yevee oslee nw, Gmeer Øekeâej FvneWves Deheveer
keâuee keâes cesnvele Deewj ueieve mes efveKeeje nw~ Fvekeâer
keâueeke=âefleÙeeB Dehevee Skeâ Deueie ner mLeeve jKeleer nw~
FvneWves efkeMes<e heefjefmLeefleÙeeW ceW efÛe$ekeâuee keâe me=peve efkeâÙee

nw~ Fvekeâer ØelÙeskeâ keâueeke=âefleÙeeB ceeveke ùoÙe keâes mheMe&
keâjves keeueer nw~ Fvekesâ efÛe$eeW ceW keâYeer ve štšves keeueer
DeemLee nw, pees keâle&kÙe hejeÙeCelee keâes heefjueef#ele keâjleer
nw~ FvneWves Deheves efÛe$eeW kesâ ceeOÙece mes YeejleerÙe cetue
mebmke=âefle Skeb hejcheje keâes peerefkele jKeves keâe Yejmekeâ
ØeÙeeme efkeâÙee nw~ efpelevee Fvekesâ efÛe$e keâesceue Deewj ùoÙe
«eener nw, Glevee ner Fvekeâe kÙeefòeâlke Yeer ØeYeekeMeeueer nw~

‘meojs Deeuece’ peer Ssmes keâueekeâej nw pees Deepe
kesâ Øemeej-ØeÛeej Skeb Dee[cyej mes otj jnkeâj efÛe$eeW Skeb
keâefkeleeDeeW keâe me=peve keâjkesâ Deheves peerkeve keâe DevegYeke
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meceepe kesâ meccegKe Øemlegle efkeâÙee~ pees DelÙevle mejenveerÙe
nw~ Fvekeâer ke=âefleÙeeB cetuele: DeeOÙeeeflcekeâ, meeceeefpekeâ,
owefvekeâ peerkeve Deewj cetue YeejleerÙe mebmke=âefle mes Deesle-
Øeesle nw~ Fvekesâ efÛe$eeW keâes osKekeâj vewmeefie&keâ megKe keâer
DevegYetefle nesleer nw~ Fvekesâ kegâÚ efÛe$e peerkeve kesâ efkeefYeVe
™heeW keâes Fbefiele keâjles nw pewmes- uekeâÌ[neje, [^erce Dee@heâ
ueeFheâ ße=bKeuee, S cewve nesefu[bie ye[&, uewyeefjvLe,
jeOee-ke=â<Ce, keâheue, yensefueÙee, jsveer meerpeve Deeefo
efÛe$e yeveeÙes pees ceve keâes Út uesles nQ~

kewmes lees pevce kesâ meeLe ner keâuee pevce uesleer nw
hejvleg peerkeve keâe Devle neslee nw, keâuee keâe veneR~ yeÌ[s
mes yeÌ[s keâueekeâej Yeer peerkeve heÙe&vle Deheveer keâuee kesâ
ceeOÙece mes Deheves DejeOÙe lekeâ hengbÛeves keâer meeOevee
keâjles jns nw, Ùener DeeOÙeeeflcekeâlee Ùegòeâ Ûeslevee efkeÛeej
keâjkesâ nce ÙeLeeLe& kesâ meeLe-meeLe Gme yeÇeÿeC[ keâer
heefjkeâuhevee keâjles nw pees jsKeeDeeW Deewj MetvÙe kesâ yeerÛe
mes iegpejlee nw~ Ùen Yeekevee keâueekeâej kesâ ceve ceW efveefnle
jnleer nw~ Ssmeer efÛe$ekeâuee pees %eeve, Oece&, mebmke=âefle
Deewj meYÙelee keâe efoiooMe&ve keâje mekesâb kener meheâue
efÛe$ekeâej nw kesâkeue kegâÚ efyevogDeeW Deewj jsKeeDeeW keâe
DeYÙeeme keâj uesves mes ner keâesF& kÙeefòeâ efÛe$ekeâej veneR nes
mekeâlee, Fmekesâ efueS efokÙe Âef<š Deewj ienve DevegYetefleÙeeW
keâer hekeâÌ[ nesvee DeefvekeeÙe& nw kegâÚ ner keâueekeâej Gme
ue#Ùe keâes Øeehle keâjves ceW meheâue ngS nw, peneB cees#e keâer
Øeeefhle nesleer nw keäÙeeWefkeâ Gvekesâ ÛeejeW lejheâ Øeke=âefle keâe
Flevee efkemle=le ™he heâwuee ngDee nw efkeâ Gmes efÛeef$ele
keâjles-keâjles keâueekeâej mkeÙeb DeOetje jn peelee nw uesefkeâve
Gmekeâer keâuee hetCe&lee keâes Øeehle veneR nesleer~

nce ÙeneB Gme ceneved efÛe$ekeâej keâer mheefvole Skeb
cegKeeefjle jsKeeDeeW keâer ÛeÛee& keâjvee Ûeenles nQ pees mkeYeeke
mes Deefle efkeveceÇMeerue nw kes efpelevee ner Deheveer keâuee ceW
Øesce keâjles nw Glevee ner Øesce otmejs keâueekeâejeW keâer ßes…
ke=âefleÙeeW mes Yeer~ ken DevÙe keâueekeâejeW mes Yeer kegâÚ «enCe
keâjves ceW Deevevo keâe DevegYeke keâjles nw~ Fvekesâ meYeer
efÛe$eeW ceW keâesceuelee Skeb meewvoÙe& Deewj ùoÙe keâes mheMe&

keâjves keâer Deštš #ecelee nw~ Fvekesâ efÛe$eeW ceW Skeâ Depeerye
mee Deekeâ<e&Ce nw pees oMe&keâ keâes yeej-yeej osKeves kesâ
efueS cepeyetj keâjlee nw~

meojs Deeuece peer kesâ ke=âefleÙeeW kesâ yeejs ceW Flevee
kegâÚ peeveves kesâ heMÛeeled Fvekesâ yeejs ceW Yeer peeveves keâer
efpe%eemee GlheVe nesleer nw~ Újnje yeove, Deewmele keâo,
ieesje keCe& Deewj DeeBKeeW ceW keâuee keâer Skeâ Deefleefjòeâ
hÙeeme keeues Fve keâueekeâej keâe pevce efyenej kesâ ieesheeueiebpe
efpeues ceW 18 pegueeF& meved 1959 ceW ngDee Lee~ Fvekesâ
efhelee ‘jsuekes’ ceW Skeâ keâce&Ûeejer Les lees Fme keâejCe
Gvekeâe šêbmeheâj Deueie-Deueie MenjeW ceW neslee jne~
DeepeceieÌ{ efpeuee ceW Skeâ Deceyeejer peien Leer peneB mes
FvneWves ‘Deceyeejer pevelee keâe@uespe’ mes Deheveer ØeejefcYekeâ
efMe#ee Øeehle keâer ‘meojs Deeuece’ peer Deheveer keâuee keâer
ØeefleYee keâe heefjÛeÙe yeÛeheve mes osvee ØeejcYe keâj efoÙes
Les~ Ùen ØeejcYe mes efÛe$eeW keâe Debkeâve keâjles Les, efkeâmeer
Yeer efÛe$e keâes osKekeâj yeveeves keâer Øeke=efòe Leer Deewj Gmes
Deheves [^eFbie šerÛej keâes ues peekeâj efoKeeles Les~ lees ken
FvnW Øeeslmeeefnle keâjles Les~ efÛe$eeW keâe Debkeâve keâjves kesâ
efueS ÙeneR mes Gvekeâer keâuee Ùee$ee Meg™ nesleer nw~

Gmekesâ heMÛeeled keâuee keâer efMe#ee kesâ efueS FvneWves
‘ueKeveT keâe@uespe Dee@heâ Dee@š& SC[ ›eâeheäš’ mes FvnesveW
1980 ceW yeer.Sheâ.S. efkeâÙee~ ‘yeõerveeLe DeeÙe&’ peer kesâ
ceeie&oMe&ve ceW GvnW Ùen Dehevee DeeoMe& ieg™ ceeveles nw~
1985 ceW Sce0Sheâ0S0 keâer heÌ{eF& FvneWves ‘‘peeefceÙee
efceefuueÙee FmueeefceÙee efkeÕeefkeÅeeueÙe’ veF& efouueer mes
efkeâÙee~ ÙeneR hej Sce0Sheâ0S0 keâer heÌ{eF& Kelce nesles
ner Fvekeâe ÛeÙeve Deefmemšsvš Øeesheâmej kesâ heo hej nes
ieÙee~ ‘meojs Deeuece’ peer ueieYeie meYeer ceeOÙece ceW
keâece efkeâÙee~ pewmes-peue jbie, lewue jbie, heesmšj jbie,
S›eâsefuekeâ jbie, hesmšue jbie Deeefo uesefkeâve meYeer ceeOÙeceeW
ceW peue jbie Ùeeveer ‘kee@Me hesefvšbie’ Fvekeâer meyemes efØeÙe
efkeOee nw~ Fmekesâ meeLe-meeLe peue jbie ceW uewC[mkesâhe Yeer
yengle ner Deekeâ<e&keâ lejerkesâ mes yeveeles nw pees ùoÙe leLee
DeebKeeW keâes MeevleceÙe keeleekejCe Øeoeve keâjles nw~ Fleveer
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Ketyemetjle Fvekeâer ceve keâer efokÙe Âef<š nw~

Fvekesâ efÛe$eeW keâes osKekeâj peerkeve keâer ienjeF& ceW
[tyeves keâes DeveeÙeeMe efkekeMe nes peeles nw F&Õej ves efpeleveer
keâuheveeÙeW heefke$e YeekeveeÙeW Fvekesâ efkeÛeejeW keâes oer nw,
Gmeer keâe heefjCeece nw efkeâ Fvekesâ efÛe$eeW ceW kener heefke$elee
osKeves keâes efceueleer nw~ cetuele: ceešer mes pegÌ[er ueeskeâ
mebmke=âefle, Oeeefce&keâ, Øeke=efòe Deewj DeeOÙeeeflcekeâ mke™he
keâes henÛeeveves keâer keâesefMeMe keâer, Fmekeâe Ùen ØeYeeke
ngDee efkeâ Gvekesâ efÛe$e metj, leguemeer, keâyeerj, keâer lejn
Yeeke Deewj efoMee yeesOe osves ueies~

Fvekesâ yeveeÙes efÛe$e kegâÚ meeceeefpekeâ Deewj kegâÚ
YeejleerÙe mebmke=âefle kesâ cetue GlmekeeW hej DeeOeeefjle nw~
Deheveer ceneved DevegYetefleÙeeW DeLekeâ ØeÙeeme Deewj keâuee
keâer efvejvlej meeOevee mes ner FvneWves me=peve efkeâÙee nw~

meojs Deeuece peer kesâ efÛe$eeW keâer jsKeeÙeW mhe<š Deewj
peue keâer OeejeDeeW keâer Yeebefle ieefle Deewj ueÙeelcekeâlee
efueS ngS nw~ jbieeW keâe Ûegveeke Yeer DeÆgle nw pees efÛe$eeW
ceW Øeeke=âeflekeâ keeleekejCe keâer mepeerkelee Øeoeve keâjleer nw,
Fvekesâ efÛe$eeW ceW jbieeW keâer leepeieer Deewj Ûecekeâ keâes yejkeâjej
jKee ieÙee nw~ efÛe$eeW kesâ efke<eÙe kesâ Devegmeej keeleekejCe
Deewj heefjefmLeefle keâes efoKeeÙee ieÙee nw Deewj GvneR kesâ
Deveg™he jbieeW keâe ÛeÙeve Yeer efkeâÙee ieÙee nw~ nukesâ Deewj
ienjW jbieeW keâe meecebpemÙe yengle ner kegâMeuelee mes efkeâÙee
ieÙee nw~ Fvekesâ meYeer efÛe$e owefvekeâ peerkeve kesâ Deveg™he
efoKeeF& heÌ[les nw, jbieeW keâe leeuecesue Deewj Gvekeâe meecebpemÙe
efÛe$eeW keâes vekeervelee Øeoeve keâjlee nw~ jbieeW kesâ Éeje YeekeeW
keâer Glheefòe Deewj jmeeW keâe mebÛeej keâjves ceW ‘meojs
Deeuece’ peer meheâue jns~ Fvekesâ jbie ner efÛe$eeW keâer
Deelcee nw pees Yeeke Skeb jme keâer Glheefòe keâj GvnW
peerefkele keâj osles nw~

Fvekesâ efÛe$eeW ceW DeebKeW yeesueleer nw cegKeceC[ue
keâeefvleÙegòeâ nw, Yeeke YebefieceeDeeW ceW ÛebÛeuelee nw, neLe
Skeb hewjeW keâer cegõeÙeW DeveesKeer nw leLee neLeeW keâer TbieefueÙeeb
mesce keâer heâueer keâer Yeebefle nw Deewj hewj keâer yeveekeš Fleveer

heefke$e nw efkeâ oskeer-oskeleeDeeW meer Øeleerle nesleer nw~ YeejleerÙe
kesMeYet<ee Deewj kesâMe meppee osKeves ueeÙekeâ nw, mebÙeespeve
ceW pees yewkeâ«eeGC[ nw Gmes Yeer yengle megvoj {bie mes
yeveeÙee ieÙee nw~ ÂMÙe efÛe$eeW ceW efpeleveer megvojlee mes
heâesj«eeGC[ keâes efoKeeÙee ieÙee nw, Gleveer ner keâueekeâejer
mes efÛe$e kesâ yewkeâ«eeGC[ keâes Yeer efoKeeÙee ieÙee nw~
Fvekesâ efÛe$eeW ceW ienjeF& efoKeleer nw, otjer keâes efoKeeves kesâ
efueS yengle nukesâ jbieeW keâe ØeÙeesie efkeâÙee ieÙee nw Ùen
jbie Yeer Deheveer leepeieer efueS ngS nw pees Fvekesâ jbieekeâve
Mewueer keâer efkeMes<elee nw~

‘meojs Deeuece’ peer ves YeejleerÙe meeceevÙe pevepeerkeve
keâes yengle vepeoerkeâ mes osKee nw Deewj Gmemes ØeYeeefkele
neskeâj keâuee me=peve ceW GvnW mLeeve efoÙee nw~ Fvekesâ efÛe$e
keemleke ceW je<š^ kesâ Oejesnj nw~ GvneWves Deheves meYeer
efÛe$eeW keâe efvecee&Ce Deheveer keâuheveeDeeW keâer mce=efleÙeeW mes
efkeâÙee keâneR mes osKe keâjkesâ veneR yeveeÙee nw FmeefueS
Fvekesâ efÛe$e ceewefuekeâ leLee ßes… nw~ FvneWves kegâÚ meceÙe
hejcheje ceW keâece keâjles ngS ‘veke ØeÙeesie’ Yeer efkeâÙee pees
keâeheâer Deekeâ<e&keâ nw pewmes- [^erce Dee@heâ ueeFheâ ëe=bKeuee
leLee Yetue-YeguewÙee, efÛe$eeW keâe efvecee&Ce keâj Deheveer efkeue#eCe
Decetle&ve heefjkeâuhevee keâes pevce efoÙee nw~

FvneWves keâF& Skeâue ØeoMe&efveÙeeB keâer pees veF& heerÌ{er
kesâ keâueekeâejeW Deewj meceepe ceW YeejleerÙe mebmke=âefle Deewj
hejcheje kesâ Øeefle ™efÛe Deewj efkeÕeeme hewoe keâjves ceW
meheâue jner pewmes keâe@uespe Dee@heâ Deeš& SC[ ›eâeheäš,
Deeš& iewuejer hešvee- 2001, leepe Deeš& iewuejer, cegcyeF&-
1992, peeefceÙee efceefuueÙee FmueeefceÙee, ngmewve Deeš&
iewuejer, veF& efouueer-1986 Fmekesâ Deefleefjòeâ FvneWves
meecetefnkeâ ØeoMe&efveÙeeB Yeer Deueie-Deueie MenjeW ceW keâer
nw~ Fmekesâ meeLe ner meeLe Ùen yengle meejs je<š^erÙe leLee
Devleje&<š^erÙe keâeÙe&MeeueeDeeW ceW Yeer Yeeie uesles jnles nw~

Fvekeâes efkeefYeVe Øeefleef…le hegjmkeâejeW mes vekeepee
ieÙee nw, efpemeceW Fvekeâes keâuee jlve hegjmkeâej, Deieveer
heLe-2006, MÙeeceuee vevo mecceeve, efMeuheer mebIe
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hešvee-2005, jepÙe mlejerÙe hegjmkeâej (AIFACS)
efyenej-2003, ieewjke mecceeve, FefC[Ùeve meesmeeFšer
Dee@heâ ef›eâSefške Deeš&, hešvee-2002, cesefjš meefš&efheâkesâš
hegjmkeâej, keâe@uespe Dee@heâ Deeš& SC[ ›eâeheäš, ueKeveT-
1975, 76, 79 FlÙeeefo peieneW mes mecceeefvele leLee
hegjmke=âle efkeâÙee ieÙee nw~

Fvekesâ efÛe$eeW keâe meb«en Yeejle mecesle hetjs efkeÕe kesâ
osMeeW ceW Deueie-Deueie peieneW hej Deehe keâes osKeves keâes
efceuesiee efpeveceW ceuesefMeÙee, leeFkeeve, keâveeÌ[e, FpejeFue,
heeefkeâmleeve FlÙeeefo~

kegâue efceueekeâj nce keân mekeâles nw efkeâ Deheveer
jÛevee Øeef›eâÙee kesâ meeLe ner meeLe osMe kesâ efkeefYeVe mkeâtue
leLee keâe@uespe kesâ ØekesMe hejer#ee keâe heshej yeveeves mes ueskeâj
ceneefkeÅeeueÙeeW leLee efkeÕeefkeÅeeueÙeeW ceW Skeâ mee#eelkeâej
efveCee&Ùekeâ meomÙe kesâ ™he ceW Yeer Fvekeâer Yetefcekeâe meke&ßes…
jner nw~ Ùen ‘peeefceÙee efceefuueÙee FmueeefceÙee efkeÕeefkeÅeeueÙe’
veF& efouueer ceW hetke& mebkeâeÙe leLee efkeYeeieeOÙe#e kesâ ™he
ceW Yeer keâeÙe& efkeâÙee~ Ùen Deheves meceÙe ceW mebkeâeÙe keâes
Skeâ veF& TBÛeeFÙeeB Øeoeve keâer, DeYeer kele&ceeve ceW Øeesheâsmej
heo mes meskeeefveke=òe neskeâj keâuee peiele ceW Deheveer meskeeÙeW
Øeoeve keâj jnW nQ~’’

meojs Deeuece kesâ efÛe$e

efÛe$e mebÊ-1 : meojs Deeuece peer kesâ meeLe mee#eelkeâej keâjles ngS
([e@Ê oskelee Øemeeo ceewÙee&) 15.06.2024

efÛe$e mebÊ-2 : jeOee-ke=â<Ce, kee@Me (peue jbie),
42.5''×31.5''

meewpevÙe : meojs Deeuece (efvepeer meb«en)

efÛe$e mebÊ-3 : yensefueÙee, kee@Me (peue jbie),
14.5''×18''

meewpevÙe : meojs Deeuece (efvepeer meb«en)
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efÛe$e mebÊ-4 : yejmeele keâe ceewmece, kee@Me (peue jbie),
20''×28''

meewpevÙe : meojs Deeuece (efvepeer meb«en)

efÛe$e mebÊ-5 : S cewve nesefu[bie ye[&, kee@Me (peue jbie),
16''×12''

meewpevÙe : meojs Deeuece (efvepeer meb«en)

efÛe$e mebÊ-6 : keâheue, kee@Me (peue jbie),
42.5''×31.5''

meewpevÙe : meojs Deeuece (efvepeer meb«en)

mevoYe& metÛeer :

1. Ùen leLÙe keefj… kee@Me efÛe$ekeâej, veF& efouueer, (meojs
Deeuece) peer mes kÙeefòeâiele mee#eelkeâej Éeje Øeehle efkeâÙee
ieÙee nw 15-06-2024
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Analysis of Rasas or Literary Sentiments in

The Performing Arts of  ‘Sa
.
nkaradeva :

Special reference to A
.
nkīyā Nā.t

Aligunjana Sarma

Ph.D. Research Scholar, Department of Sanskrit,
Gauhati University, Jonaki Nagar,

Near CRPF Camp, Golaghat, Assam

Abstract :

Rasa theory, a fundamental concept in Indian aesthetics, refers to the emotional
essence or sentiment evoked in the audience through artistic expression. This study
delves into the realm of Assamese literature, specifically examining the application of
rasa theory in the dramas of Śa

.
nkaradeva, a 15th-century playwright from Assam.

Śa
.
nkaradeva’s dramas, known as A

.
nkīyā Nā.t, are admired for their spiritual and

philosophical themes, as well as their rich literary and artistic merit. Through a critical
analysis of Śa

.
nkaradeva’s dramas, this study will demonstrate how the rasa theory is

applied to convey spiritual and philosophical themes, and how it contributes to the
overall aesthetic appeal of his works. The findings of this study will provide insights
into the artistic and literary genius of Śa

.
nkaradeva and shed light on the significance

of rasa theory in understanding the cultural and artistic heritage of Assam.

Keywords :

Rasa, A
.
nkīyā Nā.t, Śa

.
nkaradeva, Ś.r

.
ngāra, Vīra.

Introduction :

A drama can simply be called an audio-
visual composite performing art form which
encompasses the process of producing and
presenting a theatrical work performed in
front of an audience. In this performing art
the audience hears the dialogues of the
characters with their ears and observes the
physical gestures and postures including
the costumes by their eyes and thereby
experiences a joy in their minds. It is a

combination of several forms of art amongst
the sixty-four arts mentioned in the Kāma-
sūtra of Vātsyāyana.1 In Sanskrit language,
drama is typically referred to as Nā.tya,
D.rśya kāvya, Rūpaka and Nā.taka. Accor-
ding to the Sāhityadarpa.na, Rasa is the
deep aesthetic delight or essence that a
responsive reader feels when art prompts
emotions, converting underlying sentiments
or bhāvas into an exceptional, singular,
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and ecstatic emotional condition. It’s the
vital emotional taste of an art piece that a
viewer enjoys, leading to an intense, ab-
sorbed bonding with the story or show.2

Bharata Muni, the propounder of Rasa
theory, accepted eight types of rasa. They
are- Ś.r

.
ngāra, Hāsya, Karu .na, Raudra,

Vīra, Bhayānaka, Bībhatsa, Adbhuta.3

Śānta is accepted as the ninth Rasa later
by the rhetoricians.4

According to Indian aesthetics, Ś.r
.
ngāra

rasa refers to romantic love, erotic love,
deep attraction to an individual etc. It is
divided into two types- Sa

.
mbhoga and

Viprala
.
mbha. Sa

.
mbhoga refers to showing

affection towards each other and Viprala .mbha
refers to expectation, separation, jealousy
from each other. It is considered as the king
or queen of rasas as it includes a variety
of emotions related to love and beauty. The
word Hāsya means laughter. So, Hāsya
rasa reflects to gladness which comes from
within. The sentiment of pathos and com-
passion is called Karu.na rasa in the context
of Indian dramatology. Karu.na rasa is
evolved by depictions of sorrow, grief and
empathy. Raudra rasa represents the emo-
tions of anger, fury etc. This rasa evokes
the feelings of fierceness in the minds of
audience. A heroic sentiment characterized
by courage, self-confidence, enthusiasm
is called Vīra rasa. The word Bhayānaka
means terrible or fearful. So, the rasa which
evokes fear, terror etc. within the audience
is called Bhayānaka rasa. The Sanskrit
word Bībhatsa means horrible or shoc-
king. So, Bībhatsa rasa represents the
sentiment of disgust or aversion. The rasa
which is evoked in the minds of the audie-
nce by the situations which are extraordinary,
miraculous, unnatural is called Adbhuta rasa.

Therefore, Adbhuta rasa is the senti-ment
of wonder, amazement etc. The senti-ment
of peace, calmness and serenity is called
Śānta rasa in the context of Indian perfor-
ming arts. It represents a state of balance
and detachment of worldly desires.

Life and works of Śa
.
nkaradeva :

Śa
.
nkaradeva was born in 1449 AD in

Ālipukhurī, Assam, to Kusu 
.
mbara Bhuyān

and Satyasandhyā. After losing his parents
in childhood, he was raised by his grand-
mother Khersūtī. He showed remarkable
learning ability, mastering vowels and con-
sonants in just a few days at Mahendra
Kandalī’s .Tol. He later married Sūryavatī
and had a daughter, but her death after nine
months led Śa

.
nkaradeva to renounce

worldly life and embark on a pilgrimage.
Upon returning, he introduced Eka-śara.na
nāma dharma, a new spiritual path empha-
sizing devotion to K.r.s.na.5

The core of his teachings was eka deva
eka seva eka bine nāi keo, meaning there’s
only one God i.e. K.r.s.na. His doctrine pro-
moted equality, treating all animals with
kindness and attracted people from all
castes and religions. Śa

.
nkaradeva made

significant contributions to Assamese cul-
ture and literature. They are- Poetic works-
Kīrtanagho.sā, Hariścandra-upākhyāna,
Rukmi.nīhara.na, Ajāmilopākhyāna ,
Balicalana, Kuruk.setra yārtā, Gopī-
uddhava sa 

.
mvāda. Bhakti works- Bhakti-

pradīp, Anādi-pātana, Nimi, navasiddha
sa 

.
mvāda.

Bhaktiratnākara, Gu.namālā. Transli-
teration works : Bhāgavatapurā.na ,
Rāmāya.na Uttarākā.n.da. Songs- Bargīt,
Bha.tīmā. Dramas : Kālidamana, Patnī-
prasāda, Keligopāla, Rukmi.nīhara.na,
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Pārijātahara .na, Śrīrāmavijaya. Dance-
Satrīyā dance.6

His teachings and art forms continue
to influence Assam’s spiritual and cultural
landscape. He passed away in 1568 AD
at the age of one hundred and twenty in
Cooch Behar.7

 Dramas: The events described
through the dramas were taken from the
ancient Sanskrit scriptures like the Rāmā-
ya.na and the Śrīmadbhāgavatapurā.na and
other sacred texts. The dramas of Śa

.
nkara-

deva are given a generic name A
.
nkīyā Nā.t.

Cih.nayātrā was the first drama composed
by Śa

.
nkaradeva, the performance of which

took place with painted settings. After
Cih.nayātrā, he composed six other dramas
the names of which are given below-

1. Kālidamana : The story of the drama
Kālidamana was adopted from the
sixteenth chapter of the tenth skandha
of the Bhāgavatapurā.na.

2. Patnīprasāda : This drama is com-
posed on the basis of the story of the
twenty-third chapter of the tenth
skandha of the Bhāgavatapurā.na.

3. Keligopāla : The drama is based on
the Rāsalīlā described in the twenty-
nine to thirty-third chapters Vi.s.nu-
purā.na and the Hariva

.
mśapurā.na.

4. Rukmi.nīhara.na : This source of this
drama is the fifty-third chapter of the
tenth skandha of the Bhāgavatapu-
rā.na and forty-seventh chapter of the
Vi.s.nuparva of the Hariva .mśapurā.na.

5. Pārijātahara.na : This drama is com-
posed on the basis of the fifty-ninth
chapter of the tenth skandha of the

Bhāgavatapurā.na, third chapter of
the fifth part of the Vi.s.nupurā.na and
the sixty-third chapter of the
Vi.s.nuparva of the Hariva

.
mśapurā.na.

6. Śrīrāmavijaya : This drama narrated
the story of the Rāmāya.na.

Analysis of Rasas in the dramas of
Śa

.
nkaradeva :

Mahāpuru.s Śa
.
nkaradeva composed

his dramas with a view to uplift the minds
of the people spiritually and thereby tried
to propagate his neo vaisnavite religion
the Eka-śara.na nāma dharma. His aim was
to unite the people of the society irrespective
of caste and creed and to make them true
devotees of lord K.r.s.na, whom he consi-
dered to be the Supreme Being. Through
the performance of his dramas he tried to
instill the sense of devotion in the minds
of the audience. In fact, he considered
Bhakti as rasa. But the experts of dramato-
logy do not acknowledge Bhakti to be rasa
as it is not mentioned in the Nā.tyaśāstra.
Rather they consider Bhakti to be a precu-
rsor of Śānta rasa which is one of the nine
rasas mentioned in the Nā.tyaśāstra. In the
performance of the dramas, Śa

.
nkaradeva

used at least one dominant sentiment in
each of his dramas.

The dominant sentiment in the drama
Kālidamana is Bhayānaka i.e. terrible and
Karu.na i.e. pathetic. The appearance Kāli-
nāga in the Kālindī lake, with his hoods
expanded, Evokes a sense of fear in the
minds of the audience.8 After K.r.s.na’s cosmic
dance on the expanded hoods, making
Kāli almost dead,9 when his wives, with
folded hands, pray to lord K.r.s.na, some sort
of Karu.na rasa arouses in the minds of
audience.10
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In the drama Patnīprasāda, the audi-
ence get a taste of Karu.na rasa. Due to
strong opposition, one wife of a Brāhma.na
could not proceed to meet K.r.s.na. In deep
grief that Brāhma.nī breathed her last. The
wailing of her husband on the death of the
Brāhma.nī creates a sense of sympathy in
the audience.11

In the Keligopāla drama, the domi-
nant rasa is Ś.r

.
ngāra. On the moonlit night

of the autumnal season, when K.r.s.na plays
his flute in Vrindāvana, the Gopīs feel
some short of affinity for the company of
K.r.s.na. The dances of the Gopīs in Vrindā-
vana, K.r.s.na’s watersports with the Gopīs
arouses a sense of Ś.r

.
ngāra in the minds

of the audience.12

In the Rukmi.nīhara.na, the Ś.r
.
ngāra and

Vīra rasas are predominant. Hearing the
description of Rukmi.nī’s physical beauty
from Surabhi Bhā.t, sent from Ku.n.dina
nagar, K.r.s.na’s mind became saturated with
the sense of love for Rukmi.nī.13 Likewise,
hearing the description of Lord K.r.s.na from
Haridās, coming from Dvārakā, Rukmi.nī
had the sense of Ś.r

.
ngāra in her mind.14

These two events arouse a feeling of Ś.r
.
ngāra

in the minds of the audience. Rukmi.nī was
deeply disappointed to hear that Rukmavīr
had arranged her marriage with Śiśupāla.
Therefore, sending a letter to K.r.s.na, expre-
ssing her sorrow, she requested him to rescue
her from that situation. Here, the sense of
Viprala

.
mbha Ś.r

.
ngāra is found.15 The fight

between Śrīk.r.s.na and other kings and his
victory over the kings including Rukmavīr,
who challenged him, creates a sense of
Vîra rasa in the minds of audience.16

In the drama Pārijātahara.na, audie-
nce experience Vîra rasa and Ś.r

.
ngāra

rasa. While putting the pārijāta flower in
the hair bun of Rukmi.nī with deep affinity

by Lord K.r.s.na, the audience feels the taste
of Ś.r

.
ngāra rasa.17 The fierce battle between

Naraka and K.r.s.na and K.r.s.na’s victory and
Naraka’s death feel the hearts of audience
with Vīra rasa.18 The same sentiment is
produced in the minds of audience when
Indra gets defeated by K.r.s.na.19 The verbal
battle between Śaci, Indra’s wife and
K.r.s.na’s wife Satyabhāmā, expresses the
sentiment of Raudra.20

In Śrīrāmavijaya, the principal senti-
ment is Vīra and Ś.r

.
ngāra. While protec-

ting the place of yajña of Viśvāmitra, the
heroism shown by Rāma and Lak.sma.na
against the demons Mārīc and Subāhu,
gives a taste of Vīra rasa21 which is again
felt while breaking the bow of Lord Śiva22

and defeating Paraśurāma.23 The emotions
shown by Rama hearing the descriptions
of Sītā from Viśvāmitra24 and expression
of Sītā after hearing the beauty of Lord
Rāma from Kanakāvatī25 impart a feeling
of Ś.r

.
ngāra in the minds of the audience.

Analyzing the rasas in the dramas of
Śa

.
nkaradeva, Madhusudana Saraswati

remarked that Bhakti is the real rasa
because one can get ineffable bliss only
from it and not from any other rasa like
the Ś.r

.
ngāra etc. are secondary sentiments

like glow worms in front of Bhakti, which
is the complete Rasa and like the sun.26

Conclusion :

The performance of A
.
nkīyā Nā.ts in

front of an audience establishes a direct
connection between the emotions of the
actors and that of the audience. Besides,
the masks, effigies and other accessories
like costumes, makeup etc. help an actor
to produce a particular Rasa. The accesso-
ries, required for the performance of an
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A
.
nkīyā Nā.t gave birth to a number of small

scale industries like mask making, colour
preparation, costume designing, metal
ornaments making etc. Through these,
some people got the opportunity to earn
their livelihood. The masks, made in Cha-
maguri Satra of Majuli, are still attracting
the mask lover tourists coming from
different parts of India and abroad. The
new set of dance and music with different
types of rāgas and tālas which are different
from those established schools of Indian
music and which is known as Satrīyā
music of Assam, is a living tradition, prac-
tised, preserved and performed consiste-
ntly in the satras of Assam. The Satrīyā
dance form has already received the status
of Indian classical dance and thus helped
in the propagation of Assamese culture in
different parts of India and abroad. Accor-
ding to some experts, some distortions are
taking place in the performance of A

.
nkīyā

Nā.ts. It is our moral duty to preserve the
originality and purity of the performing
arts. So, the learners of these art forms
should be given proper training before
performance.
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Abstract :

The Bhakti Cult emerged as a significant ideological element of the developing
the social order in South India during the Time of life of the Perumals. Unlike their
forerunners from the Sangam Age, the Perumals were devout Hindus who worshipped
Vishnu and Siva. The primary pathway to personal bliss was seen as absolute devotion
to the Supreme God, which increasingly focused on the newly established temples.
Hindu deities such as Vishnu and Siva became the central figures of worship. The
Bhakti movement played a crucial role in the cultural transformation of South India
in various ways. It either replaced or integrated popular cults and specifically reformed
the Tinai-centered ritual practices. Additionally, it offered an ideological backbone
for the rising authority of temples, introducing new types of worship and ritual. The
movement contributed to diminishing the influence of Buddhism and Jainism in South
India. Furthermore, it reinforced the power of temples over local rulers.
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The beginnings of the Bhakti cult can
be traced back to ancient periods, likely
originating during the Indus Valley civili-
zation. The Bhakti movement represents
the tangible and external manifestation of
the Bhakti cult in Kerala. In this regard,
the religious history of Kerala has rejected
extremes, showcasing a unique embrace

of tolerance and acceptance. The people
of Kerala revered deities in Shiva and
Vishnu temples, which became the focal
points for the Bhakti cult in the region.
These temples played a significant role in
both political and social life while promoting
various temple art forms.1 Until almost the
fifth Century A.D., different religious groups
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in South India lived together harmoniously
and with mutual regard. Their interactions
were defined by the principle of Letting
others be free to live as they choose. How-
ever, soon after, a significant shift occurred,
particularly in the Tamil region. There was
a growing anxiety that Jainism and Bud-
dhism would dominate the entire land. In
response, the followers of Shiva and Vishnu
felt compelled to counter this encroaching
wave of deviation. The primary characte-
ristic of this new era was the simultaneous
rise in deep emotional devotion, or Bhakti,
towards Siva or Vishnu, alongside signifi-
cant and widespread resistance to Jainism
and Buddhism. Groups of followers, guided
by monks, traveled across the region repe-
atedly, engaging in singing, dancing, and
discussing the merits of unwavering devo-
tion to either Siva or Vishnu. This fresh surge
of religious fervor Excitement peaked in
the early seventh Century and continued
to play a significant role in the religious
life of South India for an extended period.2

An outbreak of religious enthusiasm
swept across the country, eventually resul-
ting in the weakening of Buddhism and
Jainism, while firmly entrenching Hinduism
as the principal spiritual influence in the
lives of most people. A look at the Shaiva
and Vaishnava saints highlights the bhakti
movement in the southern regions. The
Shaiva saints were referred to as Nayanars
otherwise Adiyars, while the Vaishnava saints
were named Alwars. The term Nayanars
translates to leaders and Alwars means
‘those who plunge into the divine attributes
of God.’3 The Nayanars and the Alwars
were knowledgeable devotees or Bhaktas
who traveled throughout the country, sing-
ing the hymns and verses they had compo-

sed in the straightforward language of the
common people. They originated from
diverse classes and backgrounds. Their
efforts generated significant enthusiasm
among various groups of people across all
regions of southern India.

The Nayanars came from diverse back-
grounds, they rejected the philosophies of
caste, sect and creed within the community
and in their worship practices. Prabhakara
and Sankara’s determinations in the Hindu
Reformation had certain confines. Their
interpretation of Hindu teachings was con-
ducted in Sanskrit, making it unreachable
to the normal person. As a result, they could
only impact the more educated segments
of society, leaving the larger population
unengaged. The responsibility of incorpo-
rating these masses into Hinduism was
fulfilled by the saints of the Bhakti Move-
ment. The saints of Bhakti were certain
that the perseverance of Buddhism and
Jainism among the masses hindered the
progress of Hinduism. In this context, the
Bhakti saints chose to overcome compe-
ting sects by creating and promoting a
fresh devotion to Bhakti, characterized by
deep emotional submission to a personal
deity such as Vishnu or Shiva.4

The community of devoted poets who
promoted the new faith wandered through
the countryside, singing devotional songs
that they had created from their personal
spiritual experiences. The upfront Tamil
used in these verses reverberated with the
everyday person. The well-known deities
of Siva and Vishnu were vividly brought
to life in these hymns, sparking widespread
interest in Hinduism. The Bhakti saints of
the time also invited representatives from
opposing sects to engage in public debates
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and discussions regarding the superiority
of their beliefs, ultimately overcoming them.
Consequently, a surge of religious fervor
emerged across the nation, contributing to
the decline of Buddhism and Jainism
while solidifying Hinduism as the predo-
minant faith among the masses.5

The Bhakti movement in southern
India had two major factions, among the
twelve Alwars and sixty-three Nayanars,
one Alwar and two Nayanars originated
from Kerala. The Alwar from Kerala was
Kulasekhara Alwar, who established the
second Chera Empire. An esteemed scholar
of Tamil and Sanskrit, he composed nume-
rous devotional pieces celebrating Vishnu
as Rama and Krishna. The Bhakti movement
achieved its highest expression in Kulase-
khara Alwars Mukundamala written in
Sanskrit and Perumal Tirumozhi in Tamil.
His writings and teachings played a signi-
ficant role in shaping Vaishnavism in
Kerala.6

The association of the Perumal with
the divine showcases the impact of Bhakti.
The Perumal has taken the title ‘Deva’ and
provided an extended lifetime, reigning for
many centuries. The Perumal is associated
with the religion centered on the temple.
The Bhakti movement generated a wealth
of literature and artistic expressions focused
on devotion. The Ramayana, Mahabharata
and Puranas underwent numerous adapta-
tions in regional languages over time.
Performance arts such as Koothu and
Kudiyattam were organized to popularize
these puranic tales. The Margi tradition
of Sanskrit art was localized into the Indi-
genous form to ensure that the performances
were understandable to the audience.7

There existed various forms of Bhakti.
The rituals associated with them also
reflect aspects of Bhakti. The inscription
in Tiruvalla references local deities, indi-
cating the integration of indigenous customs
and beliefs. Nevertheless, it is inaccurate
to label the Hindu religious movements of
this period as a revival or renaissance. There
was no resurgence of Hinduism, merely a
state of stagnation. What transpired was
not a revival but the consolidation of Hin-
duism as the dominant faith in the region.8

The Bhakti saints were not solitary ascetics
but part of a collective.

The concept of Bhakta kulam, trans-
cended divisions and emerged as both a
spiritual and social force. Nevertheless,
historians debate the degree to which
Bhakti offered space for marginalized
communities, including lower castes and
women. The notion of the Bhakta kulam
fostered a feeling of unity, as groups of
saints traveled together, chanting hymns
and spreading their message. Unlike
Buddhism and Jainism, which advocated
complete renunciation for the ascetic, the
Nayanars and Alwars maintained that a
life of devotion to God was compatible
with being a householder.9

It offered women and individuals
from lower castes and untouchable comm-
unities a path to spiritual salvation that was
inclusive. They came from diverse social
backgrounds. The poets traveled, under-
taking constant pilgrimages, in search of
their Lord. Throughout these journeys,
they visited temples in every village and
town, often writing hymns to celebrate
these places. Some of these hymns provide
stunning depictions of deities and rituals.
By the ninth century, the Cholas kings
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systematically began to utilize Bhakti
shrines and centers as foundations for their
temple construction. Temple complexes
like those in Tanjavur and Gangaikonda-
cholapuram transformed into major
centers, serving both sacred and secular
functions.10

It is indisputable that the bhakti move-
ment has immense popularity across all
segments of society. The Bhakti movement
represented a spiritual transformation in
medieval Hindu society in Kerala, shifting
from Vedic rituals and ascetic practices
aimed at achieving moksha to a more
personal and affectionate relationship with
an individually defined god. Salvation,
once thought to be attainable solely by indi-
viduals of higher castes, became accessible
to everyone.11

The journey of the saints did not
depend on vast wealth or extensive know-
ledge. All that was necessary was a genu-
ine love for God. The poet-saints played
a significant role in the development of
Malayalam literature through their devo-
tional poems and songs. The hymns are
written in a form of Malayalam that remains
understandable even today. They also
helped advance the philosophy of Saivism.
New forms of rituals, such as puja and pil-
grimage, emerged, creating a sacred map
throughout the Kerala region. The Bhakti
saints dismissed orthodox practices, high-
lighting the emptiness of ritual actions.12

The worship of images gained signi-
ficance during this time. Both Shiva and
Vishnu could manifest in various forms,
but this did not diminish their overarching
universal presence. Idols served as focal
points for devotees, allowing them to

visualize God and channel their devotion
more effectively. While the Bhakti hymns
are not purely about iconography, they
offer vibrant and immediate imagery that
brings the deities to life. These poetic rep-
resentations inspired sculptures, idols, and
artwork in medieval temples. Their depic-
tions helped establish the divine presence
in specific regions, with temples dedicated
to particular deities. The saints journeyed
throughout the land, glorifying numerous
locales. The Bhakti saints were part of a
broader community rather than isolated
ascetics. The concept of Bhakta kulam, or
a ‘community of believers,’ transcended
boundaries and emerged as a powerful
spiritual and social movement. Scholars
continue to debate how much Bhakti
opened avenues for socially marginalized
groups, including lower castes and women.
The notion of Bhakta kulam fostered a
feeling of unity, as groups of saints trave-
led together, singing hymns and sharing
their beliefs. Unlike Buddhism and Jainism,
which advocated complete renunciation
for ascetics, the Nayanars and Alwars held
that a householder’s life could coexist with
devotion to God.13

The Bhakti movement provided women
and individuals from marginalized castes
and untouchable communities a nurturing
path to spiritual emancipation. The poets
embarked on a relentless journey, seeking
to connect with their divine. As they trave-
led, they visited temples in numerous villa-
ges and towns, often creating hymns to
celebrate these holy sites. Many of these
hymns feature beautiful depictions of ima-
ges and rituals. Temples became pivotal
to both religious and everyday life. They
accumulated substantial landholdings
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alongside their tenants and staff and even
began investing in land, trade guilds, and
commerce. The saints captured a broad
appeal among all layers of society.14 The
Alwars and Nayanars are believed to have
experienced miraculous conclusions,
merging with their chosen deity, yet their
hymns continue to be an honored part of
the cultural and social landscape of Kerala
society.
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keâuee, mebieerle, keeÅeÙeb$e Deewj meebmke=âeflekeâ Âef<š mes
efmeuehheefOekeâejced keâe DeOÙeÙeve

[e@Ê DeejÊ keâefJeLee
DeefmemšWš Øeeshesâmej (efnvoer)

Deb«espeer SJeb DevÙe efJeosMeer Yee<ee efJeYeeie
SmeÊ DeejÊ SceÊ DeeF& SmeÊ šerÊ, efJe%eeve SJeb ceeveefJekeâerÙe mebkeâeÙe

jeceehegjced, ÛesVeF&-600073

heefjÛeÙe :

Yeejle keâe Meem$eerÙe meeefnlÙe yengle yeÌ[e Deewj mece=æ nw, efpemeceW Deueie-Deueie #es$eeW Deewj mebmke=âefleÙeeW keâer
Peuekeâ efceueleer nw~ Fme hejbheje keâer Keeme jÛevee nQ- oef#eCe Yeejle kesâ Fuebiees Deef[ieue keâe ‘efmeuehheefOekeâejced'~
ØeeÛeerve leefceue meeefnlÙe kesâ heeBÛe ceneve cenekeâekÙeeW SWhes®cekeâeefhheÙebie) ceW mes Skeâ efmeuehheefodkeâejce pees ØeejbefYekeâ
leefceue meceepe keâer mece=æ meebmke=âeflekeâ, keâueelcekeâ Deewj mebieerle hejbhejeDeeW keâe Skeâ peerkeble omleekespe nw~
efmeuehheefodkeâejce,keâer keâneveer keâCCeieer Deewj keâeskeueve kesâ Fo&-efieo& Ietceleer nw~ FmeceW Skeâ m$eer kesâ meeLe ngS
DevÙeeÙe, Gmekeâer heefke$elee, Deewj Deble ceW meÛÛeeF& keâer peerle efoKeeF& ieF& nw~ keâCCeieer keâes Deble ceW oskeer kesâ ™he
ceW hetpee peelee nw, pees meceepe kesâ efueS veweflekeâlee keâe mebosMe osleer nw~pewve efYe#eg Deewj ÛesjCe jepee mesveiegógkeve kesâ
YeeF& Fuebiees Deef[ieue Éeje jefÛele Ùen cenekeâekÙe kesâkeue Øesce, efkeÕeemeIeele Deewj efokÙe vÙeeÙe keâer keâLee veneR nw,
yeefukeâ mebiece Deewj Gòej-mebiece keâeue kesâ oewjeve leefceuvee[g keâer peerkeble keâueelcekeâ DeefYekÙeefòeâÙeeW keâer Yeer Skeâ
DecetuÙe efkejemele nw~ Ùen efveyebOe ÂMÙe keâuee, mebieerle Deewj keeÅeÙeb$eeW keâer Yetefcekeâe keâes mecePeves keâer keâesefMeMe keâjlee
nw~ FmeceW yeleeÙee ieÙee nw efkeâ Ùes lelke kesâkeue megbojlee yeÌ{eves kesâ efueS veneR nQ, yeefukeâ keâneveer keâes Deeies yeÌ{eves,
hee$eeW kesâ YeekeeW keâes efoKeeves Deewj meceepe keâer meesÛe keâes meeceves ueeves ceW Yeer ceoo keâjles nQ~

yeerpe Meyo :

1. efmeuehheefokeâejced, 2. Fuebiees Deef[ieue, 3. oef#eCe Yeejle, 4. leefceuvee[g, 5. keâuee,
6. mebieerle, 7. keeÅeÙeb$eeW~

efmeuehheefOekeâejced kesâ efmeæebleeW :

‘Ùen keâekÙe leerve veweflekeâ efmeæebleeW keâes kÙeòeâ keâjlee nw~'

� ceveg<Ùe kesâ peerkeve keâe DeeOeej Oece& nesvee ÛeeefnS~
keâeskeueve Deewj keâCCeieer keâer keâLee ceW vÙeeÙe, efve…e
Deewj keâle&kÙe keâes ØecegKe mLeeve efoÙee ieÙee nw~

� Ùen efmeæeble yeleelee nw efkeâ kÙeefòeâ keâes peerkeve efvekee&n
nsleg Oeve Deefpe&le keâjvee DeekeMÙekeâ nw, hejbleg ken
Oece& Deewj vÙeeÙe kesâ Deveg™he nesvee ÛeeefnS~

� Ùen efmeæeble yeleelee nw efkeâ ceveg<Ùe kesâ peerkeve ceW
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Yeesie, Øesce Deewj Deevebo Yeer Gleves ner DeekeMÙekeâ
nQ, uesefkeâve kes Yeer Oece& Deewj ceÙee&oe kesâ Yeerlej nesves
ÛeeefnS~

Fmekeâe DeLe& nw :

jepeveerefle kesâ heLe ceW pees DehejeOeer yeve peeS, Gmes
GheosMe oskeâj ner ob[ mes yeÛeeÙee peeS~

keeCeer keâer Ûelegjlee mes, veejer keâes efmebnemeve efceues,
ve nes ÙeesiÙelee, efheâj Yeer mecceeve Gmes efceues~

Deewj Ietme keâe peeue yegvee peeS ÛegheÛeehe, vÙeeÙe
keâer peien YeÇ<šeÛeej nes ØeÛeefuele Deehe~

efmeuehheefOekeâejced ceW ÂMÙe keâuee :

Fuebiees Deef[ieue ves efmeuehheefOekeâejced ceW leerve leefceue
veiejeW–hetcehegnej, ceogjw Deewj kebÛeer – keâe yengle ner megboj
Deewj efÛe$eeW pewmee keCe&ve efkeâÙee nw~ Fve veiejeW kesâ yeeÌpeej,
cebefoj, cenue Deewj ieefueÙeeB Fme lejn mes efoKeeS ieS nQ
efkeâ hee"keâ keâes kes peienW mepeerke Deewj jbieerve ueieleer nQ~
Ùen veiej ve kesâkeue Oeve-mecheVe nQ, yeefukeâ Gvekeâer
Deelcee ceW Skeâ ienjer meebmke=âeflekeâ Deewj Oeeefce&keâ Ûeslevee
Yeer yemeleer nw~

GoenjCe kesâ efueS :

hetchegnej keâeb[ced ceW yebojieen veiej hegnej keâer YekÙelee
keâe keCe&ve Fme Øekeâej efceuelee nw:

� ‘meÌ[keâeW keâes Peb[eW Deewj yeboveeW mes mepeeÙee ieÙee
Lee, Iej efÛe$eeW mes Deuebke=âle Les Deewj jepecenueeW kesâ
meYeeieejeW ceW mkeCe& mlebYe Ûecekeâ jns Les~

� ‘cebefojeW, yeepeejeW Deewj Meener ojyeejeW keâer ÂMÙeelcekeâ

meeQoÙe&lee kesâkeue mece=efæ ner veneR, yeefukeâ meebmke=âeflekeâ
heefj<keâej keâes Yeer Øeefleefyebefyele keâjleer nw~

� cebefojeW keâer keâueeke=âefleÙeeW ceW meefcceefuele oskeleeDeeW,
vele&efkeâÙeeW Deewj heewjeefCekeâ ÂMÙeeW keâes oMee&ves keeues
efYeefòeefÛe$e Deewj cetefle&ÙeeB~

� mebieerle keeÅeÙeb$eeW Deewj ØeoMe&ve keâjves keeues keâueekeâejeW
mes Deuebke=âle vekeäkeâeMeeroej mlebYe~

efmeuehheefOekeâejced ceW mebieerle keâuee  :

mebieerle efmeuehheefOekeâejced keâer meyemes Keeme Deewj
cegKÙe keâuee nw~ Ùen cenekeâekÙe mebieerle keâer Skeâ Keeme
Mewueer ceW efueKee ieÙee nw~ Fmekesâ DeOÙeeÙeeW keâes 'keâòeuew'
keâne peelee nw, pees ueÙe (leeue), Úbo (keâefkelee keâer yebOeer
ngF& jÛevee) Deewj Oegve (megj) keâes efoKeeles nQ~hetjer keâneveer
ceW ieerle, Yepeve (mlegefle) Deewj ceb$e Meeefceue nQ, pees Fme
jÛevee keâes Skeâ megboj Deewj mebieerleceÙe cenekeâekÙe yevee
osles nQ~ FmeceW keâF& Ssmes efnmmes nQ efpevnW keeÅeÙeb$eeW Deewj
ve=lÙe kesâ meeLe cebÛe hej hesMe efkeâÙee peelee Lee~Fmekeâe
meyemes Øeefmeæ GoenjCe nw- ceeOekeer keâe Dejbies$ece, Ùeeveer
Gmekeâe henuee ve=lÙe ØeoMe&ve~ Ùen cenekeâekÙe keâe meyemes
cenlkehetCe& mebieerleceÙe ÂMÙe ceevee peelee nw~

Fmeer lejn, peye keâCCeieer og:Ke ceW Meeskeâieerle
ieeleer nw, lees ken Deheves mebieerle kesâ ÌpeefjS oMe&keâeW keâes
ienjer keâ®Cee Deewj oo& mes peesÌ[ osleer nw~

Fme cenekeâekÙe ceW mebieerle keâe GheÙeesie YeekeveeDeeW
keâes efoKeeves kesâ efueS efkeâÙee ieÙee nw, hegnej Menj ceW,
peneB KegMeer Deewj lÙeesnej keâe ceenewue nw, Deewj ceogjw
Menj ceW, peneB og:Ke Deewj iegmmes keâer Yeekevee nw~

Fve meYeer YeekeeW keâes YeejleerÙe keâuee kesâ jme efmeæeble
kesâ Devegmeej Øemlegle efkeâÙee ieÙee nw, efpemeceW nj Yeekevee
keâes mebieerle Deewj keâuee kesâ ceeOÙece mes cenmetme keâjeÙee
peelee nw~

efmeuehheefOekeâejced ceW mebieerle keâer MewefueÙeeB :

efmeuehheefOekeâejced ceW keâF& lejn keâer mebieerle MewefueÙeeW
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(OegveeW keâer hejbhejeDeeW) keâe efÌpe›eâ efkeâÙee ieÙee nw~ FmeceW
leefceue Meem$eerÙe mebieerle keâer OegveeW keâes 'heCe FmeeF&' keâne
ieÙee nw, pees Deepe kesâ keâvee&škeâ mebieerle ceW jeie pewmes
nesles nQ~ nj heCe efkeâmeer Keeme Yeekevee Ùee ceve keâer
efmLeefle keâes kÙeòeâ keâjlee nw~

GoenjCe kesâ efueS :

meskkeeÌ[er heCe : keerjlee Deewj Ùegæ kesâ Yeeke keâes
efoKeelee nw~

heeueF& heCe : efkejn (pegoeF&) Deewj og:Ke keâer
Yeekevee keâes Øekeâš keâjlee nw~

ceguueF& heCe : Øesce Deewj Iej-heefjkeej kesâ Meeble
peerkeve mes pegÌ[e nw~

Fmekesâ Deueekee, kesógkee FmeeF& veece keâer Skeâ Deueie
mebieerle Mewueer keâe Yeer efÌpe›eâ nw~ Ùen heneÌ[er pevepeeefleÙeeW
keâer hejbheje mes pegÌ[er nw, efpemeceW {esue yepeevee Deewj ve=lÙe
keâjvee Meeefceue neslee nw~ Ùen Mewueer leefceue meceepe keâer
efkeefkeOe Deewj jbie-efyejbieer mebieerle hejbhejeDeeW keâes efoKeeleer
nw~neueeBefkeâ leskeIjced Deewj otmejs Yeefòeâ ieerle yeeo ceW
DeeS, uesefkeâve efmeuehheefOekeâejced ceW Fve Yeefòeâ mebieerle
MewefueÙeeW kesâ Meg®Deeleer ™he efoKeeF& osles nQ, efpevekeâe
Fmlesceeue Keeme leewj hej cebefojeW ceW efkeâÙee peelee
Lee~efmeuehheefOekeâejced ve efmehe&â Skeâ cenekeâekÙe nw, yeefukeâ
Ùen ØeeÛeerve leefceue mebieerle keâer efkeefkeOelee Deewj ienjeF&
keâes Yeer meeceves ueelee nw~

efmeuehheefOekeâejced ceW keeÅeÙeb$eeW keâe GheÙeesie :

Fuebiees Deef[ieue ves efmeuehheefOekeâejced ceW keâF& keeÅeÙeb$eeW
keâe efkemle=le keCe&ve efkeâÙee nw~ Ùes keeÅeÙeb$e ØeeÛeerve leefceue
mebieerle hejbheje kesâ Devegmeej Ûeej keieeX ceW yeeBšs ieS nQ,
pees veešŸeMeem$e ceW yeleeS ieS keeÅeÙeb$eeW keâer ßesefCeÙeeW mes
efceueles-pegueles nQ~

1. leguee keâ®keer (leej keeÅe) :

ØecegKe leej keeÅe nw ‘Ùeeue’ pees leefceue mebieerle keâer
henÛeeve nw~ Ùen keerCee pewmee Skeâ DeOe&Ûebõekeâej keeÅe nw
Deewj Fmekesâ keâF& Øekeâej nQ – hesefjÙeePed (yeÌ[e), efmeefjÙeePed

(Úesše), leLee cekeâj ÙeePed (ceiejceÛÚ kesâ Deekeâej keâer
mepeekeš meefnle)~ Ùen keeÅe ceeOekeer kesâ Dejbies$ece Deewj
Meener mebieerle meYeeDeeW ceW ØeÙegòeâ neslee Lee~ Skeâ DevÙe
leej keeÅe efkeâVeejced nw, efpemes ØeeÙe: efYe#egkeâ ieeÙekeâ Deewj
Ietceves keeues ieerlekeâej yepeeles Les~

‘peye OkepeeSB uenje jner nQ, keerCee keâer ceOegj
Okeefve ietbpe jner nw, megboj keâvÙeeSB cebieue ieerle iee jner
nQ, Deewj Ssmes ØeYeg efpevekesâ ke#emLeue hej ceneue#ceer
mkeÙeb keeme keâjleer nQ- Gme kevkeâtoej kesâ mkeeceer pewmes
keâesF& Deewj nes ner veneR mekeâlee~’

Ùen Mueeskeâ efke<Ceg Yeiekeeve kesâ Øeefle ieeÙee ieÙee
heefke$e Yeefòeâ ieerle nw~Fve keeÅeÙeb$eeW ceW leej nesles nQ, pees
GbieefueÙeeW Ùee efhekeâ mes yepeeS peeles nQ~

Ùeeue (YAZH): Ùen Skeâ Keeme leefceue keeÅe
nw, pees osKeves ceW keerCee pewmee ueielee nw Deewj Fmekeâe
Deekeâej DeeOes ÛeeBo pewmee neslee nw~ Fmekesâ keâF& Øekeâej
nesles nQ:

hesefjÙeeue (YAZH) : yeÌ[e Ùeeue 21 leej
keâe yevee~

efmeefjÙeeue (YAZH) : Úesše Ùeeue 14 leej
keâe yevee~

cekeâj Ùeeue (YAZH) : FmeceW ceiej kesâ Deekeâej
keâer mepeekeš nesleer nw
19 leej keâe yevee~

mesvieesšg Ùeeue (YAZH) : Ûe›eâ Deekeâej keâe Ùeeue
7 leej keâe yevee~
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Ùen keeÅe ceeOekeer kesâ ve=lÙe keâeÙe&›eâce (Dejbies$ece)
Deewj jepe ojyeej keâer mebieerle meYeeDeeW ceW yepeeÙee peelee
Lee~

efnboer Devegkeeo :

Fkeäkeâerme megvenjer leejeW kesâ meeLe,

Gvekesâ meeLe efmLele Ûeewon Deewj efheâj meele pees
keâYeer keâce ve neW,

Ûeej Øekeâej keâer keerCee (ÙeeÌpe) kesâ efueS Gòece leejeW
keâer efkeefOe Ùener nw,

Ùen Mueeskeâ yeleelee nw efkeâ ÙeeÌpe (leefceue keerCee) ceW
52 leej nesles nQ efpevekeâer kÙekemLee Ûeej Øekeâej keâer ÙeeÌpe
kesâ efueS Deueie-Deueie nesleer nw~ Fve leejeW keâer Okeefve
mebieerle kesâ meele mkejeW hej DeeOeeefjle nesleer Leer~ Fme
efveÙece keâes ceneve Meem$ekeâejeW ves efkeefOe kesâ ™he ceW
efveOee&efjle efkeâÙee Lee~

efkeâVeejced : Ùen Yeer Skeâ leej keeuee keeÅe nw,
efpemes Ietceles ngS ieeÙekeâ Deewj meeOeg (efYe#eg) yepeeles Les~

2 . Le[w keâ®keer (leeue keeÅe) :

FmeceW hejF& Skeâ ØecegKe heejbheefjkeâ {esue nw, pees
Ùegæ Iees<eCeeDeeW, Meeskeâ mebosMeeW Deewj jepekeâerÙe DeeosMeeW
kesâ Øemeej ceW yepeeÙee peelee Lee~ cegjmeg Skeâ efkepeÙe-Iees<e
{esue Lee, efpemes cebefojeW Deewj GlmekeeW ceW yepeeÙee peelee
Lee~ leg[gcyeg veecekeâ pevepeeleerÙe {esue keâe ØeÙeesie ueeskeâ
ve=lÙe Deewj hekeeX ceW neslee Lee~

efnboer Devegkeeo :

yeeFË Deesj keâer Ûeeueekeâer Deewj oeFË DeeBKe keâer
DeekeeÌpe yevekeâj

pees Ûeuelee nw, ken efkeâmeer Deewj keâe DeewÌpeej (meeOeve)
yeve peelee nw~

Fve keeÅeÙeb$eeW keâes heerškeâj yepeeÙee peelee nw~

hejF& : Ùen Skeâ heejbheefjkeâ {esue nw~ Fmekeâe
GheÙeesie Ùegæ keâer Iees<eCee, Meeskeâ meceeÛeej Ùee jepekeâerÙe
metÛeveeSB osves kesâ efueS neslee Lee~

cegjmeg : Ùen efkepeÙe Deewj Glmeke kesâ meceÙe yepeeÙee
peelee Lee, Keemekeâj cebefojeW Deewj lÙeesnejeW ceW~

leg[gcyeg : Ùen Deeefokeemeer mecegoeÙeeW ceW ueeskeâ
ve=lÙe Deewj GlmekeeW ceW yepeeÙee peeves keeuee {esue nw~

3. megóg keâ®keer (keeÙeg keeÅe) :

Fme ßesCeer ceW ØecegKe nw kegâÌpeue (leefceue yeeBmegjer),
pees ØescehetCe& Deewj «eeceerCe ÂMÙeeW ceW ØeÙegòeâ nesleer Leer~
Ùen Øesce Deewj Øeke=âefle keâe Øeleerkeâ ceeveer peeleer nw~ keneR mebieg
(MebKe) keâes cebefoj Deveg…eveeW, Oeeefce&keâ Deveg…eveeW leLee
jepemeer Ùee owkeer Deeieceve kesâ meceÙe heâtbkeâe peelee Lee~

Fve keeÅeÙeb$eeW keâes cegBn mes heâtBkeâkeâj yepeeÙee peelee nw~

kegâÌpeue : Ùen Skeâ yeeBmegjer pewmee keeÅe nw~ Fmes
Keemeleewj hej Øesce, ieeBke kesâ peerkeve Deewj Øeke=âefle mes pegÌ[s
ÂMÙeeW ceW yepeeÙee peelee Lee~

mebieg (MebKe) : Ùen cebefojeW ceW hetpee kesâ meceÙe,
jepemeer peguetmeeW Deewj oskeer-oskeleeDeeW kesâ Deeieceve hej
yepeeÙee peelee Lee~

4. keâóg keâ®keer (Ieve keeÅe) :

FmeceW leeuece keâe GheÙeesie ve=lÙe ØemlegefleÙeeW ceW ueÙe
yeveeS jKeves kesâ efueS neslee Lee~ keâóeF& Skeâ uekeâÌ[er
keâer leeueer nesleer Leer, pees ueeskeâ ieerleeW Deewj veeškeâeW ceW
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ØeÙegòeâ nesleer Leer~ Iebšer huesš Oeeefce&keâ Deveg…eveeW leLee
veešŸe cebÛe hej Okeefve ØeYeeke kesâ efueS ØeÙeesie ceW ueeF&
peeleer Leer~Fve keeÅeÙeb$eeW keâes Deeheme ceW škeâjekeâj Okeefve
efvekeâeueer peeleer nw~

leeuece : Ùen ve=lÙe kesâ meceÙe leeue Ùee ueÙe
yeveeS jKeves kesâ efueS GheÙeesie neslee Lee~

keâóeF& : Ùen oes uekeâefÌ[ÙeeW keâer leeueer nesleer Leer,
efpemekeâe GheÙeesie ueeskeâieerle Deewj veeškeâeW ceW neslee Lee

Iebšer huesš : Ùen Oeeefce&keâ meceejesneW Deewj veešŸe
cebÛe hej efkeMes<e Okeefve ØeYeeke kesâ efueS yepeeF& peeleer Leer~

Fuebiees Deef[ieue ves Deheves ceneve «ebLe efmeuehheefOekeâejced
ceW keâF& lejn kesâ keeÅeÙeb$eeW keâe megboj Deewj efkemle=le keCe&ve
efkeâÙee nw~ Ùes keeÅe ØeeÛeerve leefceue mebieerle hejbheje kesâ
Devegmeej Ûeej YeeieeW ceW yeeBšs ieS nQ, pees veešŸeMeem$e ceW
yeleeS ieS keeÅeÙeb$eeW mes efceueles-pegueles nQ~

efmeuehheefOekeâejced efmehe&â Skeâ keâneveer veneR nw, yeefukeâ
Ùen Skeâ Ssmee «ebLe nw pees ØeeÛeerve leefceue meceepe keâer
mebieerle hejbheje Deewj keeÅeÙeb$eeW keâer mece=æ efkejemele keâes
efoKeelee nw~ nj keeÅeÙeb$e keâes mener meceÙe, mLeeve Deewj
Yeekevee kesâ Devegmeej Fmlesceeue efkeâÙee peelee nw~ Fmemes
Ùen «ebLe leefceue keâuee, mebmke=âefle Deewj mebieerle keâe Skeâ
DecetuÙe Kepeevee yeve ieÙee nw~

efmeuehheefOekeâejced - ve=lÙe Deewj veešŸe keâuee  :

efmeuehheefOekeâejced ceW ve=lÙe Deewj mebieerle keâes Skeâ-
otmejs mes Deueie veneR ceevee ieÙee nw~ Fuebiees Deeefoieue
ves ceeOekeer kesâ ve=lÙe keâe keCe&ve yengle megboj lejerkesâ mes
efkeâÙee nw, pees Deepe kesâ YejleveešŸece pewmee Meem$eerÙe
ve=lÙe nw~ Fme ve=lÙe ceW ve kesâkeue Mejerj keâer Ûeeue,
yeefukeâ Ûesnjs kesâ Yeeke, neLe keâer cegõeSB, leeue Deewj
mebieerle- meyekeâe cesue neslee nw~

ceeOekeer keâe Dejbies$ece (henuee meeke&peefvekeâ ve=lÙe
ØeoMe&ve) :

ceeOekeer kesâ henues ve=lÙe keâes Skeâ yeÌ[e meebmke=âeflekeâ
Glmeke ceevee ieÙee nw~

Gmeves megboj keâheÌ[s henves Les Deewj Gmekeâer neLeeW
keâer cegõeSB, Ûesnjs kesâ Yeeke Deewj Ûeeue-{eue meye kegâÚ
oMe&keâeW keâes yengle hemebo DeeÙee~Gmekesâ ve=lÙe ceW ueÙe
Deewj mebieerle kesâ meeLe leeuecesue yengle DeÛÚe Lee~ yeerÛe-
yeerÛe ceW mebieerle keâer ceOegj Oegve Deewj leeue Gmekesâ ve=lÙe
keâes Deewj Deekeâ<e&keâ yeveeles Les~

efnboer Devegkeeo :

owke mes efveefMÛele $e+ef<e-cegefve kesâ kejoeve mes Øeehle

Meehe kesâ keâejCe Fvõheg$e kesâ meeLe,

leuewkeâesue cewoeve ceW Meehe mes cegòeâ neskeâj heke&le-mee
ceneve kewYeke heeveskeeueer oskeueeskeâ keâer keâvÙeeSB,

Gvekeâer MeesYee ceW keâceer ve jKeveskeeueer, efkeMeeue
YegpeeDeeW keeueer Ùegkeleer,

megiebefOele heâtueeW mes mepeer IegBIejeueer kesâMejeefMe keeueer
ceeOekeer~

efmeuehheefOekeâejced ceW mebieerle Deewj ve=lÙe, keâLee keâe
DeefYeVe Debie nQ~ ceeOekeer keâe ‘Dejbies$eced' (ØeejbefYekeâ
Øemlegefle) ceW 11 Øekeâej keâer ve=lÙe cegõeDeeW Deewj leeueeW
keâe keCe&ve nw~ ‘heCed Fmew’ (leefceue mebieerle) keâer efkeefOeÙeeB,
leeue-mebieefle, Deewj ieerleeW kesâ ØeÙeesie efkemle=le ™he mes
keefCe&le nQ~

efmeuehheefOekeâejced ceW Gme meceÙe kesâ ueeskeâefØeÙe veeškeâ
pewmes keâtLeg (leefceue ueeskeâveešŸe) Deewj meefoj (YejleveešŸece
keâe hegjevee ™he) keâe GuuesKe efceuelee nw~Ùes veeškeâ
ieerle, mebieerle, mebkeeo Deewj ve=lÙe keâe cesue nesles Les~Fvekeâe
GösMÙe ceveesjbpeve kesâ meeLe-meeLe meceepe keâer IešveeDeeW
Deewj veweflekeâ mebosMeeW keâes oMee&vee Lee~efmeuehheefOekeâejced
ceW ve=lÙe kesâkeue keâuee veneR yeefukeâ Yeeke, keâneveer Deewj
mebmke=âefle keâes oMee&ves keâe Skeâ peerkeble ceeOÙece nw~
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efve<keâ<e& :

Fuebiees Deef[ieue meceepe ceW vÙeeÙe Deewj meÛÛeeF&
keâes F&ÕejerÙe Meefòeâ mes peesÌ[les nQ~

FmeceW mebieerle Deewj ve=lÙe keâe ØeÙeesie mebkesâle kesâ ™he
ceW ngDee nw, Deewj keeÅeÙeb$eeW keâe LeesÌ[e-yengle GuuesKe
efceuelee nw~ Mekegâbleuee keâes Skeâ DeeoMe& Øesefcekeâe kesâ ™he
ceW efoKeeÙee ieÙee nw, Deewj Fmekeâer Oeeefce&keâ Âef<š kewefokeâ-
efnbot hejbheje mes pegÌ[er nw~

efmeuehheefOekeâejced leefceue Yee<ee ceW efueKee ieÙee
cenekeâekÙe nw, efpemekeâe cegKÙe efke<eÙe vÙeeÙe Deewj veweflekeâlee
nw~ FmeceW mebieerle Deewj ve=lÙe keâer yengle cenòkehetCe& Yetefcekeâe
nw~ keeÅeÙeb$eeW keâe efkemleej mes lekeâveerkeâer keCe&ve efkeâÙee
ieÙee nw~ keâCCeieer keâes Skeâ vÙeeÙeefØeÙe oskeer kesâ ™he ceW
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Abstract :

Rai dance, a vibrant folk tradition of Bundelkhand, is more than an aesthetic
performance. It is a layered expression of identity, gendered resistance, spiritual
devotion, and cultural continuity. Historically rooted in the valor of Bundeli warriors
and the mourning rituals of women, Rai evolved into a medium of social cohesion and
sacred offering, especially within marginalized communities like the Bedias. Colonial
commodification and societal stigma once threatened its integrity, reducing it to
entertainment. However, artists such as Padma Shri Ram Sahay Pandey revived Rai’s
cultural dignity, bringing it from village courtyards to global stages. Today, Rai is
performed across international festivals, yet its essence remains embedded in the
devotional soil of Karila Dham and the lived experiences of Bedia women. Despite
growing recognition, the dance form demands institutional support for training and
preservation. This article explores Rai as both a historical artifact and a living, dynamic
tradition-symbolizing Bundelkhand’s cultural soul and ongoing struggle for dignity
and representation.
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Heritage

The region of Bundelkhand is not
merely a land of valor and historical stru-
ggles; it is equally enriched by a profound
cultural heritage. Its folk songs, traditional
arts, and dance forms have served not only
as modes of entertainment but also as vehi-
cles for social dialogue, cultural transmi-
ssion, and the preservation of deeply

rooted beliefs and customs. Among these
expressive traditions, the Rai dance emer-
ges as a prominent and emblematic form,
embodying the very spirit of Bundelkhand.
The region of Bundelkhand, embedded
within the rich tapestry of Bundeli folk
culture, Rai dance holds a place of unique
significance. Far beyond its surface as a
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performative art, Rai symbolizes the social,
religious, and historical consciousness of
the region. It has long functioned as a me-
dium for collective expression, communal
harmony, and spiritual communication
with local deities. Through its evolving aes-
thetic, Rai has reflected the lived experie-
nces of Bundelkhand’s people, especially
those on the margins. It has become a
dynamic symbol of resilience and identity.

Understanding the origin, develop-
ment and present-day status of Rai dance
necessitates a nuanced examination of its
diverse dimensions that are cultural, histo-
rical, and ritualistic. The dance form cannot
be viewed in isolation from the sociocul-
tural matrix that sustains it. Rather, it must
be explored as a living tradition that has
continually adapted, resisted and redefined
its purpose in response to the transforma-
tions within the community and the wider
society.

Historical Trajectory : From Battlefield

to Performance Stage :

The origins of Rai dance are deeply
rooted in the ancient heroic ballads and
socio-political structures of Bundelkhand.
This culturally vibrant region has long
been safeguarded by legendary warriors
such as Alha, Udal and Maharaja Chhatra-
sal, whose valorous exploits continue to
be recited during traditional Rai performa-
nces. Rai dance, in its earliest form, emerged
as a symbolic expression of collective eup-
horia following military victories. When
Bundeli warriors returned home after
triumphs in battle, villages would erupt in
celebration. During such festive gatherings,
men and women would come together to
perform Rai, not merely as entertainment
but as a ritual of communal joy and honor.

Over time, this performative tradition
extended beyond the battlefield and found
space within both royal courts and village
festivals, spanning the full spectrum of
social and political life. Rai’s association
has historically been strongest with the
Bedia tribe and other communities profi-
cient in singing and drumming traditions.
While formal written records documenting
its origin remain scarce, oral narratives and
local traditions offer a compelling alternative
genealogy. According to these accounts,
the inception of Rai dance is attributed to
a woman who, in mourning the martyrdom
of her husband in war, transformed her
grief and love into dance. Through this
symbolic act, she gave rise to a tradition
that captured both personal sorrow and
collective memory.

During the medieval period, when
Bundelkhand was embroiled in waves of
invasions and internal conflicts, Rai
emerged as a powerful cultural idiom of
female agency. Women, often excluded
from dominant discourses, began to cha-
nnel their sorrow, resistance, and protest
through this form of expressive movement.
In this sense, Rai was not merely a dance,
but it became a space of articulation, a
medium for women to assert autonomy and
preserve collective dignity amid a backdrop
of violence and displacement. It served as
a resilient mode of storytelling, embedd-
ing within its rhythms both the turbulence
of its times and the subtle assertion of
identity by those who performed it.

Colonial Disruption and Cultural

Reclamation :

The onset of colonialism in India
brought with it a shift in how indigenous
cultural expressions were perceived and
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practiced. Under the imperial mindset, Rai
dance was gradually reduced to a mere
form of entertainment, stripped of its
symbolic and ritualistic depth. As market
forces and colonial aesthetics began to
influence folk practices, Rai which was
once an emblem of spiritual and communal
assertion, became vulnerable to commodi-
fication. In this process, the dance form
increasingly became a site of the objecti-
fication of women performers, particularly
those from marginalized communities like
the Bedias, reinforcing stereotypes rather
than challenging them. However, it was
through the resilience and cultural cons-
ciousness of Bundeli folk artists that Rai
was restored to its sacred and authentic
form. These artists endeavored to re-
establish the dignity of the art, disengaging
it from commercial exploitation and recla-
iming its place in the collective cultural
imagination of the region.

Folk etymologies and local historio-
graphers offer insightful interpretations
regarding the very term “Rai.” According
to oral traditions, the word “Rai” is closely
linked to three conceptual roots. The first
is Ragi, referring to something imbued
with melody and passion (raag-yukt). The
second is Radhika, whose vernacular and
Prakrit variant Raiya evolved into Rai in
Bundeli dialects. The third and most com-
pelling derivation is Rajsi, indicating royal
patronage, suggesting that the dance form
once enjoyed significant courtly support.

With time, Rai evolved from a symbol
of valor into a cultural staple woven into
the everyday rhythms of agrarian and spiri-
tual life. It came to be performed during
harvest celebrations, weddings, rural fairs
(melas), and religious rituals involving the

worship of local deities. No longer confined
to the narratives of war and heroism, Rai
adapted itself as a dynamic tradition that
connected the sacred with the secular, the
festive with the devotional and the personal
with the collective. Its enduring presence
at both domestic ceremonies and public
festivals is a testament to its integrative role
in the socio-cultural fabric of Bundelkhand.

Rai Dance in Religious Faith and Folk

Belief :

For the people of Bundelkhand, Rai
dance is not merely a form of entertainment,
but it is a profound medium of devotional
expression and cultural reverence. It occu-
pies a sacred place in the spiritual conscious-
ness of the region, often functioning as
both ritual and performance. A particularly
unique manifestation of Rai can be obser-
ved in the Ashoknagar district, located at
the border of Madhya Pradesh and Rajas-
than. In the village of Karila, the famous
temple of Karila Mata becomes the sacred
stage for this tradition, where young women
from the Bedia community who are locally
referred to as Bedniyan-perform Rai as an
act of religious offering.

These performers put on traditional
attire like lehengas, odhnis, saris, and
embroidered blouses (cholis), adorned
with heavy ornaments and distinctive
bindis on their foreheads. Male accompa-
nists, dressed in Bundeli turbans, saluka
(tunic), and dhotis, play instruments such
as the dholak, nagada, manjira, and
harmonium. The accompanying music
often includes indigenous instruments like
the bansuri (flute), nagadya, and dhol,
creating a rhythm that fuses devotion with
folk vibrancy.
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The ritual structure of this performa-
nce is spiritually significant. Devotees
seeking fulfillment of their desires must
express their wish by sponsoring a Rai
performance in the temple courtyard. The
offering of gifts to the performing Bed-
niyan is seen not as payment, but as part
of the sacred vow. According to prevailing
belief, the devotee’s wish is only granted
once the Rai performance is completed in
the sanctified space of the temple. What
unfolds here is far more than a religious
ceremony. The Rai performance at Karila
Dham has come to symbolize a layered
intersection of devotion, gendered agency,
and social identity. For the Bedia women,
dancing Rai is not merely participation in
a ritual, but a public assertion of their
cultural legitimacy in a society where their
identities have long been stigmatized.
Thus, Rai at Karila emerges as a spiritual
assertion and a socio-political statement-
a confluence of bhakti (devotion) and
dignity.

Social Realities : The Bedia Community

and Their Struggle :

Rai dance has traditionally been per-
formed by women of the Bedia community,
a group that has historically occupied the
margins of Indian society. Positioned at
the intersection of caste, gender and occu-
pation-based discrimination, the Bedias
have often been viewed through a lens of
moral suspicion. Their performances
which are especially in the context of Rai,
have at times been mischaracterized as
ethically ambiguous or even indecent, rein-
forcing stigmas rather than acknowledg-
ing the cultural depth of their art.

Yet, despite these prejudices, numerous
individuals and cultural advocates have

worked tirelessly to legitimize Rai as a
serious folk art form. These efforts have
not merely been about aesthetic recogni-
tion, but about challenging systemic
marginalization and asserting the artistic
dignity of a community long excluded
from dominant cultural narratives.

Even today, when Bedia women take
the stage to perform Rai, their movements
carry layered meanings. The performance
becomes more than a display of rhythm
and grace, it transforms into a declaration
of identity, agency, and historical memory.
Through Rai, these women reclaim space,
narrate their community’s journey, and
defy the social hierarchies that have
confined them.

In this light, Rai is not just a dance
but a socio-cultural assertion. It embodies
the lived realities of resistance and resilie-
nce, functioning as a means through which
the Bedia community negotiates respect,
visibility, and inclusion in a society that
has long denied them all three.

From Struggle to Recognition –Unsung

Artists and the Renaissance of Bundeli

Rai Dance :

The soil of Bundelkhand has given
birth to numerous cultural luminaries who
remain undocumented. Various distingui-
shed artist and cultural revivalist who have
been a victim of under representation have
shown relentless dedication, unwavering
commitment, and artistic vision. These
artists have played a pivotal role in transfor-
ming Rai dance from an informal, commu-
nity-based performance to a nationally and
internationally recognized art form.

Through his efforts, Rai was elevated
from the chaupals (village courtyards) and
narrow alleys of rural settlements to presti-
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gious cultural stages across India and abroad.
His leadership not only redefined Rai as a
performative tradition but also legitimized
it as a serious art form within the main-
stream cultural and academic discourse.
Under his stewardship, Rai transitioned
from being categorized merely as folk
entertainment to being acknowledged as
a structured and sophisticated stage art.

Some of the artists popular in the
Bundelkhand region are Dhaniram Sen
and Ramsahay Pande. The Government of
India recognized Pande’s monumental
contributions by conferring upon him the
Padma Shri award in 2022. This accolade
was not only a personal achievement for
an artist but also a symbolic recognition
of the larger legacy of Bundelkhand, the
Bedia community, and the centuries-old
Rai tradition.

Their work represents a crucial moment
in the journey of Rai from marginalization
and misrecognition to cultural affirmation
and institutional acknowledgment. Ram
Sahay Pandey’s life and contributions
stand as a testament to how individual
agency, when coupled with community
memory and artistic devotion, can reshape
the narrative of a folk tradition and bestow
upon it the respect it has always deserved.

Contemporary Status of Rai Dance :

From Local Stages to Global Platforms :

In its current form, Rai dance has
transcended the confines of village court-
yards, aristocratic mansions, and the
devotional rituals of Karila Dham. It is no
longer restricted to the sacred or the rural;
rather, it has emerged as a vibrant cultural
expression represented on both national
and international stages. Today, Rai is
performed at Indian cultural festivals in

countries such as the United Arab Emirates,
Singapore, and the United States, serving
as a symbol of India’s intangible cultural
heritage.

This global journey of Rai reflects not
only its aesthetic richness but also the
resilience of the communities that have
preserved and reinvented it. Contemporary
Rai artists now actively participate in
state-sponsored cultural festivals and have
become regular contributors to prestigious
institutions like the Sangeet Natak Akademi
and the Centre for Cultural Resources and
Training (CCRT). Their presence at these
platforms marks a significant shift in how
folk arts are recognized, curated, and
celebrated within and beyond the borders
of India.

The growing institutional engagement
with Rai dance indicates a promising
trajectory of cultural diplomacy, artistic
legitimacy, and scholarly interest. As the
dance form travels from Bundelkhand’s
dusty plains to the auditoriums of global
metropolises, it carries with it the layered
histories, struggles, and spiritual ethos of
its region and performers. Rai today is not
just a dance, but it is a cultural ambassador
of Bundeli identity on the world stage.

Conclusion :

Although Rai dance has gained rene-
wed recognition in recent decades, there
remains an urgent need for its sustained
preservation and formal transmission.
Many rural performers, despite possessing
deep cultural knowledge and artistic skill,
are unable to access major performance
platforms due to persistent economic
hardship and lack of institutional support.

To ensure the vitality of this cultural
heritage, Rai must be integrated into the
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framework of education, supported by
cultural academies, and strengthened thro-
ugh collaboration with local governance
bodies such as Panchayats. These collabo-
rative efforts can create sustainable eco-
systems for training, documentation, and
performance, thereby safeguarding Rai
not just as a folkloric relic but as a living
tradition.

Today, Rai has broken through the
geographical confines of Bundelkhand
and has earned a place on global cultural
stages. Yet, its essence continues to reside
in the sacred soil of Karila Dham, in the
rhythmic footwork of Bedia women, and
in the lifelong dedication of cultural custo-
dians like Ram Sahay Pandey. The global
expansion of Rai may amplify its visibility,
but it is the rooted spirit of Bundeli devo-
tion, resilience, and artistry that sustains
its soul.

As Rai dance journeys across borders,
it reminds us that folk traditions are not

static, but they are evolving repositories
of memory, identity and cultural resistance
that must be honored, protected, and
carried forward with dignity and care.
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Abstract :

The Ashta-Nayika, i.e, eight archetypal heroines classified according to their
emotional states in love, have long served as a foundational aesthetic framework in
classical Indian literature and art. This paper explores the nuanced intertwining of
these feminine archetypes within the lyrical tradition of thumri, a semi-classical genre
of Hindustani music renowned for its emotive depth and romantic expressivity. Drawing
on the Rasikpriya of Keshavadasa, a 16th-century Braj Bhasha poet, this study
examines how the Nayikas’ emotional landscapes are recontextualized in thumri
compositions, both in lyrical content and musical rendition. Keshavadasa’s classification
of the ashta-nayika serves as a critical lens to analyse how thumri not only reflects
but also transforms classical ideals of love, longing, separation, and union through
its performance aesthetics.
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Introduction :

 The classification of heroes and hero-
ines, known as nayak and nayika has always
been a topic of interest for Indian writers.
It was initially developed in the Sanskrit
treatises such as the Natyashastra of Bharata,
Sahitya Darpan of Viswanatha Kaviraja
and Kamasutra of Vatsyayana. “Nayika”,
in its literal translation in English language,

means “heroine”. The Oxford dictionary
defines “heroine/nayika” as follows :

1. A woman admired for her courage,
outstanding achievements, or noble
qualities.

2. The chief female character in a book,
play, or film, who is typically identified
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with good qualities, and with whom
the reader is expected to sympathize.

The Ashta-Nayika, or heroines cast in

different moulds, represent women in

several moods and circumstances relating

to her lover, known as nayak. The Rasikpriya,
composed by Keshavadasa in the 16th

century is considered as one of the first

vernacular literatures in Braj Bhasha,

which discusses the topic of nayak-nayika

in detail. It is also regarded as one of the

oldest and most important Hindi works on

love poetry, particularly Raas-Leela. A
painting is a visual medium, and music is

an audible medium. Most of the Pahari

paintings of the 17th and 18th century

(particularly from the Kangra district),

conform to his definitions and a conside-

rable number of them are actually inscribed
with extracts from ‘Rasikpriya’. The Pahari

embroidery also employs the central theme

of ashta-nayika to decorate the Chamba

Rumal where the eight panels of the rumal
represent the eight nayikas.

 The Rasikapriya of Keshavadasa is
divided into sixteen chapters. Chapter

seven named the “Ashta-Nayika Varnana”

deals with the different types of Heroines.

His classification of ashta-nayika, or

manifestation of the eight heroines is as
follows:

“Yeh sab jitni nayika, varni mat anusar
Keshavrai bakhaniye, te sab aath prakar”

“Swadhinpatika utkala, vasakshakhya naam

Abhisandhita bakhaniye, aur khandita vaam”

“Kashava proshitpriyasi, labdhvipra sujan

Ashtanayika ye sab, abhisarika bakhan”

Svadhinapatika : she whose beloved
is “in her bandon”, is subject to her.

Utkala/Virohkanthika : she who is
alone and expectant or yearning .

Vasakasajja/Vasakasayya : she who
waits by her bed.

Abhisandhita/Kalahantarita : she
who is separated from her beloved by a
quarrel, i.e, as a result of her own unkind-
ness.

Khandita : she who is offended.

Prositapatika : she whose beloved
has gone abroad.

Vipralabdha : she who has made an
appointment and is disappointed.

Abhisarika- she who goes out to meet
her beloved.

The ashta-nayika explore the concept
of romantic or erotic love (sringar), which
is the central theme of their emotional
states. The word “sringar,” which signifies
love in its sensual aspect can be interpreted
as a variation of the word “sringa”, which
means “horn” or “teak” and also refers to
the excitation of desire. It indicates mutual
participation and is derived from the verb
“sri”, which refers to being committed. The
verb “sri” also means “to trouble” or “to
kill” which gives the term “sringar” the
connotation of a lethal force, providing
undertones of unrequited love. It is divided
into two types: vipralambha/viyog sringar,
or love in separation and sambhoga sringar,
or love in union. The entire crux of the
ashta-nayika theme of emotions finds its
expression in the diverse complexities of
the psychological states experienced during
viyog and sambhoga sringar.
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Thumri, its Lyrics and the Ashta-

Nayika :

 In Hindustani Semi-Classical music
genres, such as thumri, eternal love between
Radha and Krishna is depicted through the
consciousness of Radha as the leitmotif
that dominates the lyrics, thus, directly
drawing parallels from Keshavadasa’s
description of the Raas-Leela of Radha
and Krishna through ashta-nayika. In the
Bhakti tradition, the ashta-nayika represent
the various moods, situations and manifes-
tations of Radha, in relation to her love for
Krishna.

Apart from her depiction in the Bhakti
tradition, the nayika existed through several
women performers who interacted and
performed in various cultural spaces of
India over centuries. Such female perfor-
mances were known as ‘Ganika’, ‘Dhadhi’,
‘Patur’, ‘Domni’, ‘Kanchani’ and ‘Tawaif’.
The tawaifs popularised Thumri during the
18th and 19th century. The word ‘Thumri’
originates from the devanagari alphabets
‘Thu’, ‘Ma’, and ‘Ri’, where ‘Thu’ stands
for ‘thumakna’ or dance like movements,
‘Ma’ stands for ‘mana’, referring to the
heart and ‘Ri’ stands ‘rijhana’ meaning
enchantment. This confluence of music
and dance, along with literary richness,
make thumri an ideal vehicle for the expre-

ssion of moods and emotions, which is the
basic theme of the ashta-nayika. The real
‘kehen’ of thumri refers to the personifica-
tion of a particular nayika through ‘bhav-
abhivyakti’ which was previously shown
through both music and dance (kathak).
Words like ‘piya’, ‘balam’, ‘kanha’, ‘shyam’,
‘mohan’ and ‘saiyaan’ are important parts
of the lyrics and are used to address the
lover/nayak. The main lyrics of the thumri
are usually women-centric, representing
the feminine emotions, therefore adeptly
highlighting the sringar rasa.

Vocalists like Naina Devi and Rita
Gangoly do emphasise the relevance and
importance of the eight basic heroine-
types in thumri. Devi writes, “A study of
the ‘Nayika Bhed’ is necessary and very
helpful in rendering thumri effectively”.
Similarly, most authors of thumri texts
appear to have been influenced, even indi-
rectly, by the nayika bheda theory. More
importantly, most traditional thumris were
written specifically to accompany abhinay
(representational dance) in kathak dance,
which generally portrays a particular nayika.
Therefore, many thumris can indeed be
classified into these eight, depending on
the character and situation of the heroine
portrayed. The descriptions of the ashta-
nayika are given below :

Fig-1.1 : Evolution of Ashta-Nayika
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Svadhinapatika Nayika :

“Keshava Jaake Gun Bandho, sada
rahe patisang

Swadhinapatika tasuko, barnat premsang”

The Swadhinapatika nayika is proud
of her beloved’s unwavering love and loya-
lty. Her lover is consumed by her devotion,
and she is delighted by his unwavering
dedication and commitment to her. She
takes pride in the fact that her nayak has
fulfilled her expectations in love, being
loyal and always taking her favour. Of the
eight nayikas, Swadhinapatika is the only
one whose hero clings to her like a shadow
and she is the fortunate one whose lover
remains with her at all times. In contrast,
under other categories, nayak is separated
from the nayika, either by circumstance
or choice. She becomes alive through the
thumri give below:

“Tum Radhe bano Shyam, hum Nandala

Paao peyjaniya, choli, sohe,

Kar churiya bindi bhal.”

Utkala/Virohkanthika :

“Kaunahu hetan aaiyo, preetamjake dhaam
Taako shochti shoch hiye, Keshava utkabaam”

Utkala, or Virahotkanthita nayika, on
the other hand, is distressed by her lover’s
absence and suffers the pangs of separation.
She is saddened by his absence and becomes
disturbed when he tarries without being
at fault. Due to the non-arrival of her lover
or hero, she openly demonstrates her dist-
ress, exhaustion, and discontent. She is
usually described as a lady expressing her
anxiety to her servants, weeping, dishear-
tened, restless, and exhausted. However,
she does not doubt her hero and usually
considers various reasons for his delay,
such as being detained by duty or business.
Her pain is shown in the thumri below:

Thumri: Koyelia mat kar pukar

Karejwa laage kataar

Koyelia ja piya ke des
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Unko de na yeh sandes

Tum bin liya jogiya bes

Tyag diya sansaar re

Vasakasajja/Vasakashayya :

“Vasakashayya hoyaso, kahi Keshava
savilas

Chite rahiye grehdwaratiyon, piya
aawanki aas”

Vasakasajja nayika is a personifi-
cation of love and adorns herself with joy
in anticipation of her lover’s arrival. She
is aware of his opportune arrival and
awaits him eagerly, assuming the persona
of Rati. She adorns herself with ornaments
and makeup, preparing the venue where
she will meet her nayak and arranging
items he favours within the room. She is
depicted as delightfully embellishing
herself, admiring her beauty in the mirror,
beautifying the bed with flowers, and
patiently waiting for her lover. Upon his
arrival, she gives him an affectionate and

adoring welcome. She is also known as
Vasakasajjika and Sajjita. One can relate
to her through the thumri, “Malati gundhaye
kesh pyaare ghungaraale

Maang motina sajaaye, choti peeth par kari

Sab ban than aayi shyam pyaari re.”

Abhisandhita/Kalahantarita :

“Maan manaavathoon kare, maanadko
apmaan

Duno dukhta vin lahe, Abhisandita
bakhaan”

Kalahantarita, also known as Abhisa-
ndhita, is a nayika who is separated from
her lover due to a quarrel. She experiences
remorse after repulsing her lover in indig-
nation. The name Kalahantarita encapsu-
lates the heroine’s character, as “Kala”
signifies anger, “Anta” denotes the end,
and “Aritha” signifies repentance or apo-
logy. She is quarrelling with her lover for
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trivial reasons. Initially, she insults the nayak
and subsequently regrets her actions after
his departure, aptly shown in the thumri,
“Balam tere jhagre mein rain gai

Ghul gaye badra chhitak gaye târe

So ab ginata rahi.”

Khandita :

“Aavan kahi aave nahi, aave pritam prat
Taake gharso Khandita, kahe

subhuvidhi baat”

Khandita Nayika, characterised by
intense anger and jealousy, discovers her
hero’s infidelity. Her hurt and disappoint-
ment are compounded by the revelation
of his extramarital affairs, as she had heard
him described in poetry and texts with
explicit references to his infidelity. Upon
seeing him, she responds with anger, sus-
picion, and jealousy, reproaching him for
his lack of faithfulness. She refuses to
allow him to approach her or engage in
conversation. The term ‘Khandita’ refers
to being cut or shattered, and in this instance,
the nayika is shattered by her anger. She
employs hatred and strangeness as her
weapons against her lover. Her pain is

clearly depicted in the thumri “Piya jao
jao mose na bolo

Sautan ke sang raho

Bhor hot ghar aaye ho saiyaan

Karata dhang naye naye.”

Prositapatika :

“Jaake pritam de avadhi, gayo kaunhun kaaj
Taako proshit preyasi, kahi barnat Kaviraj”

The Prositapatika nayika experiences
the throbbing pain of separation and the
longing for her lover’s return after a journey.
These unbearable pangs cause her to lose
interest in grooming herself. She becomes
restless, shattered and careless towards her
appearance, counting the days of his return
and feels discontented without him. The
separation is attributed to pertinent circums-
tances, such as a mission, livelihood, or
education of the hero, making it both justi-
fied and distressing. The thumri below
personifies the prositapatika nayika:
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Naina more taras gaye
Aaja balam pardesi
Mujh birhan ka jiyara dole
Kale baadal garaj rahe
Aja balam pardesi

Vipralabdha :

“Dootiso sanket badi, lain pathai aap
Labdh Vipraso jaaniye, ana aaye santap”

Vipralabdha Nayika is the one who is
deeply offended by her lover’s failure to
meet their agreed-upon rendezvous. She
begins to feel that her youth and beauty
are of no consequence. She is usually stan-
ding beside a bed of leaves discarding her
jewelled armlet in disgust, expressing her
exhaustion of waiting for her lover, whom
she had adorned herself for. The Thumri
which beautifully describes this nayika is
“Baju band khul khul jae

Saawariya ne kaisa jaadu dara
Jaadu ki pudiya bhar bhar maara
Ka Karega ved bechara?”

Abhisarika :

“Hittain ke madmadantain, piyaso mile jujayi
So kahiye Abhisarika, barni trividhi banayi”

.

The Abhisarika nayika is resolute in
her desire to meet the nayak. Undeterred
by the challenges of a stormy night, she
ventures out to meet him, dedicating
considerable time to her adornment and
making bold attempts to secure a meeting.
Despite the obstacles posed by snakes,
malevolent spirits, torrential rain, and
lightning, she remains steadfast in her
pursuit. She is typically depicted at the
entrance of her residence or on her way
to rendezvous with the nayak. One of the
most famous thumris representing Abhisa-
rika Nayika is,

“Mora saiyaan bulaave aadhi raat
Nadiyan bairi bhayi
Sun re mallah, Hun to teri chali
Naiyaan laga dijo paar
Kewat matwaara, sune nahi baat”
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Conclusion :

Thumri acts as a living embodiment
of the Ashta-Nayika theory, translating
classical Sanskrit and Braj Bhasha aesthe-
tics into the popular but sophisticated
semi-classical music. The emotional
complexity and subtlety of each Nayika’s
feelings find voice in the nuanced thumri
style, which thrives on improvisation and
emotional expression.
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eEØeš efJe%eeheve keâer me=peve Ùee$ee : Skeâ keâueelcekeâ DeOÙeÙeve

[e@. Ûee™ ÙeeoJe
DeefmemšWš Øeeshesâmej

hebpeeye kesâvõerÙe efJeÕeefJeÅeeueÙe,
yeef"b[e, hebpeeye-151401

meejebMe :

ceeveJe meceepe Deheves efJekeâeme ›eâce ceW Deheves JevÙe mJe™he keâes heej keâjlee ngDee lekeâveerkeâer efJekeâeme ›eâce keâes
Yeer Deeies yeÌ{e jne nw, efvele veJeerve eEØeš efJe%eeheve keâer meneÙelee mes mecøes<eCe keâer megefJeOee meceepe keâes Øesef<ele keâj
jne nw~ eEØeš efJe%eeheve YejesmesceWo, mhe<š SJeb mcejCeerÙe nesles nQ, Dee@veueeFve efJe%eeheve mes ueieYeie oes iegvee DeefOekeâ
eEØeš efJe%eeheve Ùeeo jKes peeles nQ~ Ùen efpelevee Deekeâ<e&keâ SJeb jÛeveelcekeâ nesiee Glevee ner DeefOekeâ Gmekeâe øeYeeJe
jnsiee~ eføebš efJe%eeheve keâer me=peve ef›eâÙee ceW GheYeesòeâe ceveesefJe%eeve, yepeš, ceeOÙece, meceÙe-keâeue, GheYeesòeâe ceebie,
mLeeve Deeefo kesâ meeLe-meeLe cegõCe ceeOÙece SJeb cegefõle keâeiepe keâe Yeer efJeMes<e OÙeeve jKee peelee nQ~ Fmekesâ Deveskeâ
lelJe nesles nQ efpevnW mebÙeesefpele keâjles meceÙe keâeuheefvekeâlee, GheYeesòeâe ceveesefJe%eeve SJeb kÙeeheeefjkeâ o#elee keâer mecePe
DeeJeMÙekeâ nesleer nQ~ Ùes lelJe FuemšŝMeve, Meer<e&keâ, kÙeeheeefjkeâ efÛevn, efjòeâ mLeeve Deeefo nQ efpevekesâ mener øeÙeesie
mes meheâue ef[ÌpeeFve keâe efvecee&Ce efkeâÙee peelee nQ~

cegKÙe efyevog :

eEØeš efJe%eeheve, efJepegDeueeF&pesMeve, me=peveelcekeâ øeef›eâÙee, Fuemš^sMeve, Lecyevesume~

eEØeš efJe%eeheve heejcheefjkeâ efJe%eeheve ßesCeer ceW Deelee
nQ~ mecekeâeueerve oewj ceW Dee@veueeFve efoKeves Jeeues efJe%eeheve
keâe efJekeâeme lespeer mes nes jne nw hej otmejer lejheâ osKeW lees
eEØeš efJe%eeheve kesâ efJemleej SJeb Øeefmeefæ ceW keâneR keâesF&
keâceer veneR DeeÙeer nw~ eEØeš efJe%eeheve kesâ efJeefYeVe ceeOÙece
Skeâ ner meceÙe ceW cegefõle ØeefleefueefheÙeeW kesâ keâejCe Deueie-
Deueie øeYeeJe GlheVe keâjles nQ~

eEØeš efJe%eeheve kesâ cetueYetle lelJe :

efJe%eeheve Skeâ Ùeespeveeyeæ keâeÙe& nQ efpemeces efJeefYeVe
lelJe keâes mebÙeesefpele efkeâÙee peelee nQ~ eEØeš efJe%eeheve kesâ lelJe
keâes ßesCeeryeæ efkeâÙee peeÙes lees Ùen efvecve nQ (efÛe$e mebKÙee-1)

� Fuemš^sMeve : ceeveJeeW kesâ YeeJeeefYeJÙeefòeâ keâe meyemes
øeLece ceeOÙece efÛe$e nQ~ iegheâe efÛe$e mes ueskeâj
FuemšŝMeve keâe meÌHeâj mhe<š ™he mes YeeJeveeDeeW
keâes mecePeeves kesâ efueS ner jne~ Ùen Skeâ DeMeeefækeâ
meceØes<eCe nw, peneB Megæ Yeer mevosMe mebØesef<ele keâjves
ceW DemeceLe& jn peeÙes JeneB efÛe$e kesâ ceeOÙece mes
mechetCe& yeele keâes mecePeeÙee peelee nw~ efJe%eeheve efJeefYeVe
Øekeâej kesâ mevosMe mebØesef<ele keâjlee nw, mebosMeeW kesâ
YeeJeeW keâes mešerkeâ {bie mes DeefYekÙeòeâ keâjves nsleg
efÛe$e Yeer Deueie-Deueie YeeJe kesâ ØeÙeesie efkeâÙes
peeles nQ~ efJe%eeheve keâe cegKÙe GösMÙe Glheeo kesâ
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efJe›eâÙe ceW Je=efæ keâjvee nw Fmeer GösMÙe kesâ lenle
Â<leebkeâ efÛe$eCe keâe efvecee&Ce SJeb ÛeÙeve efkeâÙee
peelee nQ~ efJe%eeheve Fuemš^sMeve ceW jsKeeefÛe$e,
heâesšes«eeheäme, keâchÙetšj mee@heäšJesÙej Éeje efvee|cele
efÛe$e Deeefo keâe ØeÙeesie efkeâÙee peelee nQ~ ÌHeâwMeve mes
mecyeefvOele efJe%eeheve nsleg ÌHeâwMeve FuemšŝMeve keâe
ØeÙeesie efkeâÙee peelee nQ~ FmeceW cee@[ue keâe Glheeo
Ùee heâce& efJeMes<e mes mecyeefvOele heâesšesMetš efkeâÙee
peelee nw Deewj efJe%eeheve ceW ØeÙeesie efkeâÙee peelee nQ~
Fmekesâ Deefleefjòeâ kegâÚ FuemšŝMeve metÛeveeDeeW kesâ
øemeej kesâ efueS efkeâÙee peelee nw~ FmeceW mejkeâejer,
Ìkeâevetveer SJeb peve peeie™keâlee Jeeueer metÛeveeDeeW
keâes DeekeâÌ[eW, Ûeeš& Je veÌkeäMes Éeje efÛeef$ele keâjkesâ
ØeoefMele efkeâÙee peelee nw~ metÛeveeDeeW kesâ efueS
Â<leebkeâ efÛe$eCe mejue SJeb mhe<š yeveeÙes peeles nQ
pees Deece peve keâes Deemeeveer mes mecePe Dee peeÙes~
eEØeš efJe%eeheve keâe meyemes Øeefmeæ SJeb efJeÕemeveerÙe
ceeOÙece meceeÛeej he$e nQ Fveces ØekeâeefMele nesves
Jeeues Fuemš^sMeve efueefKele meece«eer kesâ Devegmeej
yeveeÙes peeles nQ~ Fveces YeeJeveelcekeâ efÛe$eCe keâes
pÙeeoe cenlJe efoÙee peelee nw efpememes ueef#ele hee"keâ
heâce& Ùee Glheeo hej efJeÕeeme keâeÙece keâj mekesâ~
mecekeâeueerve oewj ceW Fuemš^sMeve keâes SveercesMeve kesâ
ceeOÙece mes ÙeLeeLe& yeveeÙee peelee nw efpememes lekeâveerkeâer
ceMeerveW SJeb DevÙe ef›eâÙeeefJeefOeÙeeW keâes Deemeeveer mes
SveercesMeve kesâ ceeOÙece mes osKe keâj mecePee pee
mekesâ~1 Fuemš^sMeve kesâ øeYeeJeeW hej [e@Ê peepe&
ieueÙe ves 29000 Hee"keâeW hej MeesOe efkeâÙee Deewj
Ùen heeÙee efkeâ efÛe$eeW kesâ efJeefYeVe YeeJeeW keâe ØeYeeJe
ØelÙeskeâ Hee"keâ hej Deueie-Deueie heÌ[lee nQ~2

� Meer<e&keâ : Meer<e&keâ Éeje efJe%eeheve keâe cegKÙe mevosMe
mebØesef<ele efkeâÙee peelee nQ~ Ùen cegKÙele: leerve Øekeâej
kesâ nesles nQ- cegKÙe Meer<e&keâ, GheMeer<e&keâ, yee@[er
keâe@heer~ cegKÙe Meer<e&keâ efkeâmeer Yeer efJe%eeheve keâe
meyemes yeÌ[s Deekeâej ceW efueKee ngDee mevosMe neslee

nQ~ efJe%eeheve keäÙee keânvee Ûeen jne Fmekeâe %eeve
cegKÙe Meer<e&keâ Éeje ner helee ueielee nQ~ Fmekesâ
Ghejeble GheMeer<e&keâ Deelee nw pees Meer<e&keâ Éeje efoS
ieÙes mevosMe keâes ner Deeies yeÌ{eles ngS peevekeâejer
oslee nw~ Ùen cegKÙe Meer<e&keâ mes Deekeâej ceW Úesše
SJeb efJemle=le neslee nQ~ GheMeer<e&keâ cegKÙe Meer<e&keâ
Deewj yee@[er keâe@heer kesâ ceOÙe mesleg kesâ ™he ceW keâeÙe&
keâjlee nw~ yee@[er keâe@heer ceW Glheeo Ùee mesJee keâer
hetCe& peevekeâejer nesleer nw pewmes- ueeYe, cetuÙe, efkeâme
mLeeve mes ›eâÙe efkeâÙee peeÙes, GheÙeesie efJeefOeÙeeB, Glheeo
keâe efJemle=le mJe™he, Glheeo efvecee&Ce meeceef«eÙeeB
Deeefo~ efJe%eeheve ceeOÙece kesâ Devegmeej Fmekeâe Deekeâej
yeÌ[e Ùee Úesše nes mekeâlee nw pewmes meceeÛeej he$e ceW
10-12 ueeFve keâe Yeer yee@[er keâe@heer efueKee neslee
nw Jener heesmšjeW ceW 5-6 ueeFve ceW ner efueKee
jnlee nw~ Glheeo, heâce& SJeb efJe%eeheve kesâ DeeOeej
hej Meer<e&keâ keâes Dee" YeeieeW ceW yebše ieÙee nw :
YeeJeveelcekeâ, ÛeÙeveelcekeâ, heefjÛeÙeelcekeâ, ueeYe
mecyevOeer, øeMveelcekeâ, meceeÛeej mecyevOeer, efveÙeb$eCe
mecyevOeer, efpe%eemeelcekeâ, Iees<eCeelcekeâ~3

� kÙeeheeefjkeâ efÛevn : efkeâmeer Yeer yeÇeb[ keâe Øeleerkeâ
efÛevn, ueesieesšeFhe SJeb ceesvees«eece kÙeeheeefjkeâ efÛevn
kesâ Debleie&le Deelee nw~ kÙeeheeefjkeâ efÛevn heâce& kesâ
Glheeo Ùee veece mes mecyevOe yeveelee ngDee nesvee
ÛeeefnS efpememes kÙeeheeefjkeâ efÛevn osKeles ner ueesieeW
keâes Glheeo Ùee heâce& kesâ yeejs ceW peevekeâejer Øeehle nes
mekesâ~ Ùen heâce& efJeMes<e kesâ DeLe& keâes Øeleerkeâ ™he
ceW Øeoe|Mele keâjlee nw~ kÙeeheeefjkeâ efÛevn ceW Øeleerkeâ
efÛevn efkeâmeer yeÇeb[ SJeb Gmekesâ veece keâe Øeleerkeâ
neslee nw pees yeÇeb[ keâer efJeMes<elee keâes meb#eshe ceW
Øemmlegle keâjlee nw~ Fmes osKeles ner yeÇeb[ kesâ yeejs ceW
helee ueie peelee nw efkeâ yeÇeb[ efJeMes<ele: efkeâme
Glheeo mes mecyebefOele nw~ ueesieesšeFhe efkeâmeer kÙeefòeâ,
heâce& Ùee yeÇeb[ kesâ veece keâes Skeâ efJeMes<e øekeâej mes
efueKee peelee nw pees Gmekesâ henÛeeve mJe™he keâeÙe&
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keâjlee nQ~ ueesieesšeFhe ØelÙeskeâ efJe%eeheve ceeOÙece
ceW Skeâ lejn mes ner efueKee peelee nQ~ ceesvees«eece
efkeâmeer yeÇeb[ kesâ veece mes Ûegves ngS De#ejeW kesâ
mebÙeespeve mes yeveeÙee peelee nQ~

efÛe$e mebKÙee-1 : eEØeš efJe%eeheve kesâ cetueYetle lelJe

� efjòeâ mLeeve : Ghejesòeâ lelJeeW kesâ meeLe-meeLe
efJe%eeheve ceW efjòeâ mLeeve keâe Yeer yengle cenlJe neslee
nQ~ efJe%eeheve me=peve ceW meYeer lelJeeW keâes mebÙeesefpele
keâjles meceÙe meblegueve keâe OÙeeve jKeles ngS kegâÚ
efjòeâ mLeeve Yeer ÚesÌ[ves ÛeeefnS efpevemes yeeefkeâ lelJe
GYej keâj mhe<šlee mes meeceves Øemlegle nesles nQ~
ØelÙeskeâ lelJe kesâ yeerÛe ceW efjòeâ mLeeve nesvee ÛeeefnS
efpememes GheYeesòeâe Meer<e&keâ keâes Deemeeveer mes heÌ{
mekesâ SJeb Fuemš^sMeve ceW efveefnle mevosMe keâes mecePe
mekesâ~4

eEØeš efJe%eeheve keâer me=peve Ùee$ee :

cegefõle efJe%eeheve keâer me=peve Ùee$ee keâe ›eâefcekeâ
efJekeâeme SJeb ÂMÙe ™he øeoeve keâjves kesâ efJeefYeVe efJekeâuheeW
keâe meneje efueÙee peelee nw Ùen efJekeâuhe ner ues-DeeGš
nesles nQ~ Ùen eEØeš efJe%eeheve keâer Skeâ efÛeef$ele Ùee DebkeâerÙe
Øeefle™heCe neslee nw~ eEØeš efJe%eeheve kesâ hegve®lheeefole SJeb
efJeefYeVe ceeOÙeceW ceW mebØesef<ele nesves mes hetJe& me=peve keâer
efJeefYeVe Øeef›eâÙeeDeeW mes iegpejvee heÌ[lee nQ, Fvner Øeef›eâÙeeDeeW
kesâ heâuemJe™he efJe%eeheve keâer Skeâ mecegefÛele ef[ÌpeeFve
lewÙeej nesleer nQ~ eEØeš efJe%eeheve øeLece Â<šÙee ner GheYeesòeâe

keâes Deekeâe|<ele keâjs Fmekesâ efueS meceepe, meceepe keâer
heefjefmLeefleÙeeB, GheYeesòeâe ceveesefJe%eeve, meceÙe-keâeue Deeefo
keâe efJeMues<eCe keâjvee neslee nw pewmes peue mebj#eCe kewâchesve
nsleg efJe%eeheve lewÙeej keâjvee nes lees henues meYeer heefjefmLeefleÙeeW
keâe efJeMues<eCeelcekeâ DeOÙeÙeve efkeâÙee peeSiee Gmekesâ
Ghejevle ner ef[ÌpeeFve Øeef›eâÙee Meg™ keâer peeSieer (efÛe$e
mebKÙee-2)~ efJe%eeheve me=peve keâer efJeefYeVe Øeef›eâÙee efJeefYeVe
efJeYeeie Éeje keâer peeleer nw pewmes ieerlekeâej, uesKekeâ,

efÛe$e mebKÙee-2 : peue mebj#eCe keâwchesve nsleg
efJeMues<eCeelcekeâ DeOÙeÙeve

DeefYekeâuheveekeâj, keâe@heer uesKekeâ, heâesšes«eeheâj, keâuee
efveosMekeâ Deeefo~ efJe%eeheve me=peve kÙemeeefÙekeâ he#e keâes
OÙeeve ceW jKeles ngS efkeâÙee peelee nQ FmeefueS hetjer šerce
Éeje GheYeesòeâe ceveesefJe%eeve SJeb Glheeo kesâ ceOÙe kÙemeeefÙekeâ
mecyevOe mLeeefhele keâjves keâe ØeÙeeme efkeâÙee peelee nw~
eEØeš efJe%eeheve keâer me=peve Øeef›eâÙee ØeejcYe keâjves mes hetJe&
GheYeesòeâeDeeW keâer mecemÙee keâe meJex#eCe efkeâÙee peelee nw
Gmekesâ Ghejevle Gvekesâ meceeOeeve keâes OÙeeve ceW jKeles ngS
ef[ÌpeeFve keâer ®hejsKee Meg™ keâer peeleer nw~ efJe%eeheve
me=peve mes hetJe& ceeOÙeceeW keâe Yeer efJeMues<eCe keâj uesvee
ÛeeefnS keäÙeeWefkeâ ØelÙeskeâ ceeOÙece kesâ Devegmeej efJevÙeeme
Yeer Deueie-Deueie yeveWies eEØeš efJe%eeheve keâer me=peve
Øeef›eâÙee ceW GheYeesòeâe ceveesefJe%eeve, yepeš, ceeOÙece,
meceÙe-keâeue, GheYeesòeâe ceebie, mLeeve Deeefo kesâ meeLe-
meeLe cegõCe ceeOÙece, cegõCe lekeâveerkeâ SJeb cegefõle keâeiepe
keâe Yeer efJeMes<e OÙeeve jKee peelee nQ~

� jÛevee keâeÙe& : jÛevee keâeÙe& keâes mecheVe keâjves
nsleg šerce nesleer nw efpeveces keâuee efveosMekeâ SJeb
keâe@heer uesKekeâ Deeefo efceuekeâj me=peve ÙeespeveeDeeW
kesâ DeeOeej hej ef[ÌpeeFve keâer mebkeâuhevee lewÙeej
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keâjles nQ~ pewmee efkeâ veece mes ner %eele nw keâuee
efveosMekeâ ÂMÙeiele ef[ÌpeeFve keâe mebÙeespeve osKelee
nw SJeb keâe@heer uesKekeâ efueefKele meeceef«eÙeeW keâe
me=peve keâjlee nw~ FmeceW me=peve šerce keâes efJe%eeheve
kesâ ÂMÙeiele SJeb efueefKele meece«eer kesâ efueS Ùen
efveefMÛele keâjvee neslee nw efkeâ Ùen ØelÙe#e Ùee
DeØelÙe#e nesieer~ ØelÙe#e efJe%eeheve øemleeJe ceW GheYeesòeâe
lekeâ Glheeo keâer peevekeâejer mhe<š lejerkesâ mes SJeb
SkeâmeeLe meejer peevekeâejer Øesef<ele keâer peeleer nw, Ùen
efJeefOe pÙeeoe Fmlesceeue keâer peeleer nQ~ DeØelÙe#e
efJe%eeheve ØemleeJe ceW GheYeesòeâe meceepe lekeâ efJeefYeVe
keâefÌ[ÙeeW ceW metÛeveeÙes mecØesef<ele keâer peeleer nw~ Fme
efJe%eeheve ØemleeJe Éeje GheYeesòeâeDeeW ceW efpe%eemee
GlheVe keâjves keâe ØeÙeeme efkeâÙee peelee nw~ keâuee
efveosMekeâ Éeje DeØelÙe#e efJe%eeheve keâer keâÌ[er ceW
meyemes henues yeej-yeej yeÇeb[ Ùee heâce& kesâ kÙeeheeefjkeâ
efÛevn keâes GheYeesòeâe kesâ ceve: efmLeefle ceW mLeeefhele
efkeâÙee peelee nQ~ keâuee efveosMekeâ Éeje eEØeš efJe%eeheve
kesâ cegõCe nsleg ›eâceyeæ ÛejCe ceW Deeies ÂMÙekeâjCe
keâer Øeef›eâÙee DeejcYe keâer peeleer nw efpememes ues-
DeeGš keâe efvecee&Ce keâjkesâ efJepegDeueeF&pesMeve keâes
™he efoÙee peelee nQ~5

� efJepegDeueeF&]pesMeve : efJe%eeheve ef[ÌpeeFve kesâ mJe™heeW
keâer keâuhevee keâes ÂMÙe ™he ceW heefjJee|lele keâjves
nsleg ef[ÌpeeFvej Éeje efJeÛeejeW keâe efJeMues<eCe øeejcYe
efkeâÙee peelee nQ, Fve ÂMÙe ™heeW keâer keâuhevee keâjvee
efJepegDeueeF&]pesMeve keânueelee nw~ efJepegDeueeF&]pesMeve
ceW efJe%eeheve ef[ÌpeeFve keâe me=peve keâwmee keâjvee nw
Fmekesâ mevoYe& ceW ef[ÌpeeFvej efoceeie ceW cebLeve
keâjlee nw, efoceeieer cebLeve keâes Fuemš̂sMeve Je Meer<e&keâ
kesâ meeLe kewâmes mecØesef<ele efkeâÙee peeÙes Fmekeâe efJeÛeej
efkeâÙee peelee nw~ ef[ÌpeeFvej Éeje Ùen cebLeve GheYeesòeâe
efJeMues<eCe SJeb Gmekesâ mJeÙeb kesâ DevegYeJe kesâ DeeOeej
hej efkeâÙee peelee nQ~ meeceevÙe Jemleg keâes Yeer me=peveelcekeâ
meewvoÙe& mes Yejhetj yeveevee kegâMeue keâueekeâej Ùee

ef[ÌpeeFvej keâer KeeefmeÙele nesleer nw~ Skeâ meeceevÙe
keâueeke=âefle keâueekeâej keâer mJeÙeb keâer DeefYekÙeefòeâ
nesleer nw kesâJeue meewvoÙe& Deevebo kesâ efueS me=efpele
efkeâÙee peelee nw ve efkeâ DeeJeMÙekeâlee keâer hete|le kesâ
efueS6 hejvleg Jener efJe%eeheve keâuee GheYeesòeâe meceepe
kesâ efueS me=efpele keâer peeleer nw efpemeceW GheYeesòeâe
keâer DeeJeMÙekeâleeDeeW keâe OÙeeve jKeles ngS ef[ÌpeeFve
yeveeÙee peelee nQ~ ef[ÌpeeFvej ef[ÌpeeFve keâes
DeeJeMÙekeâleeDeeW kesâ meeLe meewvoÙee&lcekeâlee Øeoeve
keâjlee nQ efpememes ef[ÌpeeFve OÙeeveekeâ<e&Ce keâe kesâvõ
yeve peeleer nQ~ ef[ÌpeeFvej DeJeueeskeâve #ecelee ceW
Yeer heejbiele nesvee ÛeeefnS efpemekesâ heâuemJe™he
ef[ÌpeeFve ceW yeejerÌkeâ mes yeejerÌkeâ he#e keâes mhe<š Je
ØeYeeJeer mJe™he ceW Øeoe|Mele keâj mekesâ~ efJe%eeheve
keâuee ceW efpeve lelJeeW keâe Fmlesceeue ef[ÌpeeFve ceW
efkeâÙee peelee nw Gve meYeer ceW Devlee|veefnle YeeeJeeLe&
neslee nw, Ùen leYeer mhe<š ™he mes GheYeesòeâe meceepe
lekeâ mebÛeeefjle nes mekeâlee nw peye ef[ÌpeeFvej Éeje
yeejerkeâer mes DeJeueeskeâve kesâ yeeo meYeer lelJe keâes
mebÙeesefpele efkeâÙee nes~ efJepegDeueeF&]pesMeve kesâ ner
lenle Ùen Yeer efveefMÛele keâj efueÙee peelee nw efkeâ
efJe%eeheve mecØesef<ele keâjves kesâ efueS efkeâve ceeOÙeceeW
keâe ØeÙeesie efkeâÙee peevee nw ef[ÌpeeFve Yeer Gmeer kesâ
Deveg™he yeveeF& peeleer nw pewmes heef$ekeâe ceW efueefKele
mevosMe pÙeeoe SJeb heef$ekeâe kesâ Devegmeej meehleeefnkeâ
Ùee ceeefmekeâ nesles nQ, meeLe ner meeLe Ssmes FuemšŝMeve
øeÙeesie efkeâÙes peeles nQ efpevekeâer iegCeJeòee DeÛÚer nes
keäÙeeWefkeâ heef$ekeâe kesâ cegõCe ceW Fmlesceeue nesves Jeeuee
keâeiepe cenbiee neslee nQ~ JeneR meceeÛeej he$e keâe
peerJeve Skeâ efove keâe neslee nw Fveces keâce efueefKele
mevosMe SJeb Fuemš^sMeve Yeer Ssmes ØeÙeesie efkeâÙes
peeles nQ pees mhe<š efoKes keäÙeeWefkeâ Fvekesâ keâeiepe
keâer iegCeJeòee Gleveer DeÛÚer veneR nesleer nw~ Fmeeref
Øeef›eâÙee kesâ lenle cegefõle ceMeerve SJeb lekeâveerkeâ keâe
Yeer efveOee&jCe efkeâÙee peelee nw~ ceeOÙece kesâ Devegmeej
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cegõCe lekeâveerkeâ pewmes- De#ej cegõCe, m›eâerve cegõCe,
Dee@heâmesš, ues]pej cegõCe, efueLees«eeheâer, nesuees«eece,
heäuewkeämees«eeheâer Deeefo keâe ÛeÙeve efkeâÙee peelee nw~
Fve meejs he#eeW keâer keâuhevee mJe™he ceW cebLeve keâjkesâ
Keekeâes ceW efJekeâefmele efkeâÙee peelee nw~7

� Keekeâe Ùee ues-DeeGš : efJe%eeheve kesâ cetueYegle
lelJeeW keâes efkeâmeer efJeMes<e ceeOÙece nsleg lewÙeej keâjves
kesâ efueS Skeâ mLeeve hej mebÙeesefpele keâjvee ues-DeeGš
keânueelee nw~ Keekeâe Meyo keâe efJeMes<e ™he mes
ØeÙeesie meceeÛeej-he$e, heef$ekeâe SJeb yee¢e efJe%eeheve
kesâ efueS efkeâÙee peelee nQ~ mechetCe& ef[ÌpeeFve yeveves
mes HetJe& keâF& lejn kesâ ØeÙeesie keâj-keâj kesâ efJeefYeVe
Keekesâ lewÙeej efkeâÙes peeles nQ Gveces mes meyemes GefÛele
SJeb mebÙeesefpele Keekesâ keâe ÛegveeJe keâjkesâ ef[ÌpeeFve
keâe efJemle=le ™he efoÙee peelee nQ~ Keekeâe ceW Fuemš̂sMeve
SJeb meneÙekeâ Fuemš^sMeve keâe Deekeâej, mLeeve,
jbie, Meer<e&keâ keâe heâe@Cš, Deekeâej, mLeeve, GheMeer<e&keâ
keâe Deekeâej, heâe@Cš, mLeeve efveOee&jCe, efjòeâ mLeeve,
ef[ÌpeeFve keâer meercee jsKee, yee@[erkeâe@heer Éeje Iesje
ieÙee mLeeve, Deekeâej, meYeer lelJeeW keâe jbie Deeefo
kesâ meeLe-meeLe cegefõle nesves kesâ Ghejevle mešerkeâ
nesiee Ùee vener, jbie keâwmee DeeSiee, mechetCe& ef[ÌpeeFve
cegefõle nesves kesâ heMÛeele keâwmee efoKesiee Deeefo he#eeW
keâe yeejerkeâer mes DeJeueeskeâve efkeâÙee peelee nw~ Fvner
DeJeueeskeâve kesâ heMÛeele ues-DeeGš keâe mJe™he leÙe
efkeâÙee peelee nw~8 ef[ÌpeeFve me=efpele keâjles meceÙe
meYeer lelJe Glheeo Ùee mesJee mes mecyeefvOele nesves
ÛeeefnS, keâYeer Yeer ef[ÌpeeFve kesâ ceeOÙece mes GheYeesòeâe
lekeâ ieuele Ùee Pet"s mevosMe mecØesef<ele veneR keâjvee
ÛeeefnS Ssmee nesves hej GheYeesòeâe meceepe meowJe kesâ
efueS Glheeo mes efJecegKe nes peelee nw~ Dele: ef[ÌpeeFve
ceW ØeÙegòeâ ØelÙeskeâ lelJe melÙe mes mecyeefvOele SJeb
ueeYeoeÙekeâ nesvee ÛeeefnS~9

ues-DeeGš efvecee&Ce keâer Øeef›eâÙee keâes efvecve ÛejCeeW
ceW Jeieeake=âle efkeâÙee ieÙee nQ :

Lecyevesume : Lecyevesume keâuhevee ceW GlheVe efJe%eeheve
ef[ÌpeeFve mecyeefvOele efJeÛeejeW keâes ™he osves keâe keâeÙe&
keâjlee nw~ Ùen efkeâmeer Yeer ef[ÌpeeFve keâe DeeOeej ™he
neslee nw, pees Úesšs-Úesšs mkesâÛe kesâ ™he ceW efvee|cele keâer
peeleer nQ~ Fvner ceW mes yesnlejerve ef[ÌpeeFve keâes ÛeÙeefvele
keâjkesâ efJemle=le ef[ÌpeeFve keâer Deesj yeÌ{e peelee nw~ ueIeg
mkesâÛe ceW mebÙeespeve, efJeefYeVe FuemšŝMeve, meblegueve, hebefòeâ-
Ùeespevee, šeFhe hebefòeâÙeespevee Deeefo keâes DeefYekÙeòeâ efkeâÙee
peelee nw~ FmeceW ef[ÌpeeFvej keâer efJeÛeej #ecelee SJeb
efJe<eÙe kegâMeuelee keâe helee ueielee nQ~10 Lecyevesume ceW
efpeleves Øekeâej kesâ efJeÛeej nesles nQ meYeer keâes mkesâÛe ™he ceW
yeveeÙee peelee nQ efpememes Gòece efJeÛeej keâe ÛeÙeve efkeâÙee
pee mekesâ pewmes peue mebj#eCe kewâchesve nsleg ueesiees SJeb
FuemšŝMeve keâes keâF& ™heeW ceW yevee keâj Lecyevesume lewÙeej
keâjvee (efÛe$e mebKÙee-3)~ Fve mkesâÛe ceW meebkesâeflekeâ SJeb
øeleerkeâelcekeâ ™he ceW lelJeeW keâes Øeoe|Mele efkeâÙee peelee nw
GonejCe mJe™he efueefKele meece«eer pewmes yee@[er keâe@heer keâes
meerOeer jsKee KeeRÛe keâj Gmekesâ mLeeve keâe efveOee&jCe efkeâÙee
peelee nw efpemes keâeqchebie veece mes peevee peelee nQ~11

efÛe$e mebKÙee-3 : peue mebj#eCe kewâchesve
nsleg efvee|cele Lecyevesume (keâ) ueesiees (Ke)

Fuemš^sMeve

   (keâ)     (Ke)
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jheâ ues-DeeGš : Ùen Lecyevesume mes Deeies keâer
Øeef›eâÙee nw efpemes efveefMÛele efkeâÙes ngS JeemleefJekeâ ef[ÌpeeFve
kesâ Deekeâej ceW yeveeÙee peelee nQ~ Lecyevesume ceW yeveeÙes
ngS mkesâÛe ceW mes ner Skeâ Ùee oes ef[ÌpeeFve keâes ÛeÙeefvele
keâjkesâ Deeies keâer Øeef›eâÙee Meg™ keâer peeleer nQ~ jheâ ues-
DeeGš ceW Ûegves ngS ef[ÌpeeFve keâes efJeefYeVe øekeâej mes
mebÙeesefpele keâjkesâ lelJeeW keâe mLeeve heefjJee|lele keâj-keâj kesâ
DeJeueeskeâve efkeâÙee peelee nQ efkeâ keâewve mee meyemes Deekeâe|<ele
SJeb GösMÙehetjkeâ nQ pewmes peue mebj#eCe nsleg efvee|cele
Lecyevesume ceW mes kegâÚ ueesiees SJeb Fuemš^sMeve keâes ÛeÙeefvele
keâj keâcÙetšj mee@heäšJesÙej Éeje mechetCe& ™he ceW efvee|cele
efkeâÙee ieÙee efpememes Deeies keâer Øeef›eâÙee nsleg GefÛele ef[ÌpeeFve
keâe ÛeÙeve efkeâÙee pee mekesâ (efÛe$e mebKÙee-4)~ mecekeâeueerve
oewj ceW jheâ ues-DeeGš keâchÙetšj mee@heäšJesÙej kesâ Éeje
yeveeÙee peelee nQ hejvleg hejbhejeiele efJeefOe kesâ Devegmeej
š^sefMebie heshej kesâ Thej Fmes yeveeÙee peelee Lee~ Fme ues-
DeeGš ceW meYeer lelJeeW pewmes FuemšŝMeve, heâe@Cš Deeefo
keâes GefÛele, mhe<š SJeb JeemleefJekeâ ef[ÌpeeFve kesâ Deekeâej
ceW jKee peelee nQ~ efpeme heâe@Cš keâe ÛeÙeve efkeâÙee ieÙee nw
Gmes JeemleefJekeâ ™he ceW me=efpele efkeâÙee peelee nw~ yee@[er
keâe@heer keâes Øeleerkeâ ™he ceW Øeoe|Mele efkeâÙee peelee nw efpemes
ef«eefkeâbie keâne peelee nQ~ meYeer lelJeeW kesâ mebÙeespeve kesâ
yeeo jheâ ues-DeeGš kesâ oes-leerve ef[ÌpeeFvees keâes efJe%eehevekeâlee&
kesâ heeme mJeerke=âefle kesâ efueS Yespee peelee nQ~

efJemle=le Keekeâe : efJe%eehevekeâlee& Éeje mJeerke=âefle
Øeehle keâjkesâ meJeeËie ef[ÌpeeFve kesâ me=peve keâe keâeÙe& ØeejcYe
efkeâÙee peelee nQ mecekeâeueerve oewj ceW Ùen keâeÙe& keâcÙetšj
Éeje efkeâÙee peelee nQ~ mJeerke=âle ef[ÌpeeFve kesâ efueS heâesšes«eeheâ
SJeb Fuemš^sMeve Deeefo keâe efveceeCe& DeejcYe efkeâÙee peelee
nQ~ efJemle=le ues-DeeGš ceW Fuemš̂sMeve, Meer<e&keâ, GheMeer<e&keâ,
meneÙekeâ Fuemš^sMeve, yee@[erkeâe@heer, ueesiees Deeefo keâes
Gvekesâ JeemleefJekeâ ef[ÌpeeFve kesâ jbie, Deekeâej, mLeeve hej
kÙeJeefmLele efkeâÙee peelee nQ~ mechetCe& ef[ÌpeeFve lewÙeej
nesves kesâ yeeo cegefõle keâjkesâ hegve: efJe%eehevekeâlee& keâer
mJeerke=âefle kesâ efueS Yespee peelee nQ~12

Ùeebef$ekeâ keâuee keâeÙe& : efJe%eehevekeâlee& Éeje kegâÚ
heefjJele&ve SJeb mJeerke=âefle Øeehle keâj uesves kesâ Ghejeble keâuee
efveosMekeâ Éeje mechetCe& ef[ÌpeeFve keâes JeemleefJekeâ ™he øeoeve
keâjves keâe keâeÙe& ØeejcYe efkeâÙee peelee nw, Ùen keâeÙe& ef[ÌpeeFvej
Éeje efJeefYeVe mee@heäšJesÙej pewmes heâesšesMee@he, keâesjue-[ê,
Fuemš̂sšj Deeefo mes efkeâÙee peelee nQ~ GoenCeeLe& peue
mebj#eCe kesâ kewâchesve nsleg efJemle=le Keekeâe kesâ Ghejeble megefveefMÛele
ngF& ef[ÌpeeFve keâes heâesšesMee@he mee@heäšJesÙej Éeje Debeflece ™he
Øeoeve efkeâÙee ieÙee nQ (efÛe$e mebKÙee- 5)~ ef[ÌpeeFve kesâ
mechetCe& mJe™he keâer efvee|celeer kesâ Ghejeble Debeflece mJeerke=âefle
nsleg efJe%eehevekeâlee& kesâ heeme Yespee peelee nQ, mJeerke=âefle Øeehle
nesves kesâ Ghejeble cegõCe nsleg Yespee peelee nQ~13

efÛe$e mebKÙee-4 : peue mebj#eCe kewâchesve nsleg efvee|cele
keâÛÛee Keekeâe (keâ) ueesiees (Ke) Fuemš̂sMeve

  (keâ) (Ke)

(keâ)

(Ke)

efÛe$e mebKÙee-5 : peue mebj#eCe kewâchesve nsleg
efvee|cele megefveeqMÛele ef[ÌpeeFve (keâ) ueesiees

(Ke) keâwueW[j Je yewvej ef[ÌpeeFve
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efÛe$e œeesle :

efÛe$e mebKÙee 1 mes 5 lekeâ meejs efÛe$e cesjs ([e@Ê Ûee™
ÙeeoJe) Éeje me=efpele efkeâÙes ieS nQ~
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ÚòeermeieÌ{ keâer ØecegKe pevepeeefleÙeeB : ueeskeâheke& Skeb heejbheefjkeâ
hetpee-heæefle

[e@. ÛegVeerueeue
hebÊ jefkeMebkeâj Megkeäue efkeÕeefkeÅeeueÙe,

jeÙehegj (ÚÊieÊ)

ÚòeermeieÌ{ pevepeeefleÙeeB Meyo ‘TRIBEs’ keâe
efnboer heÙee&Ùe nw, pees YeejleerÙe mebefkeOeeve kesâ ueeiet nesves
kesâ yeeo ØeÛeueve ces DeeÙee~ pevepeeefleÙeeB mebyebefOele ØeekeOeeve
DevegÛÚso 342/Oeeje 20 ceW GuuesefKele nw~ ÚòeermeieÌ{
ceW pevepeeefleÙeeW keâe veece ceOÙeØeosMe hegveie&"ve DeefOeefveÙece
2000 kesâ lenle Øeehle ngDee nw~ peveieCevee 2011 kesâ
Devegmeej jepÙe keâer kegâue pevemebKÙee 2.55 keâjesÌ[ nw,
efpemekesâ Devegmeej ÚòeermeieÌ{ ceW 42 Øekeâej keâer pevepeeefleÙeeB
efvekeemejle nQ, efpemekeâer 161 Ghemecetn nw~ mebKÙee kesâ
DeeOeej hej meyemes yeÌ[er pevepeeefle ieess[ (42.98 ueeKe)
nw, efpemekeâer 41 GhepeeefleÙeeB nw~ ÚòeermeieÌ{ kesâ pevepeeefleÙeeW
keâer pevemebKÙee osMe keâer kegâue pevemebKÙee keâe 6.2 ØeefleMele
nw, meeLe ner ÚòeermeieÌ{ ceW pevepeeefleÙeeW keâer pevemebKÙee
jepÙe keâer kegâue pevemebKÙee keâe 30.62 ØeefleMele nw~
FmeceW efkeMes<e efheÚÌ[er pevepeeefleÙeeW keâer mebKÙee-7 nw,
efpeveceW kesâbõ mejkeâej keâer 5 (DeyetPeceeefÌ[Ùee, yewiee,
keâceej, efyejnesj, heneÌ[er keâesjkee) Skeb jepÙe keâer 2
(YegbefpeÙee Skeb heb[eshe) nw~ ‘‘peveieCevee 2011 kesâ Devegmeej
ÚòeermeieÌ{ ceW efvekeemejle kegâue 42 pevepeeefleÙeeW keâer
pevemebKÙee 78,22,902 nw, efpemeceW heg®<e keâer mebKÙee
38,73,191 Skeb efm$eÙeeW keâer mebKÙee 39,49,711
nw~ pevepeeefleÙeeW ceW mee#ejlee oj 50.11 ØeefleMele nw,
efpemeceW heg®<eeW keâer mee#ejlee oj 58.85 ØeefleMele Skeb
efm$eÙeeW keâer mee#ejlee oj 41.38 ØeefleMele nw~’’1 Ùener

cetue keâejCe nw efkeâ ÚòeermeieÌ{ keâer mebmke=âefle Deeefokeemeer
mebmke=âefle Skeb ueeskeâ-mebmke=âefle keâe efceuee-peguee ™he nw~

pevepeeefle Meyo keâes efkeefYeVe efkeÉeveeW ves Deheves-
Deheves celeevegmeej heefjYeeef<ele efkeâÙee nw :

efieefueve kesâ Devegmeej : ‘‘pevepeeefle efkeâmeer Yeer
Ssmes mLeeveerÙe mecegoeÙeeW kesâ mecetn keâes keâne peelee nw,
pees Skeâ meeceevÙe Yet-Yeeie hej efvekeeme keâjlee nes, Skeâ
meeceevÙe Yee<ee yeesuelee nes Deewj Skeâ meeceevÙe meebmke=âeflekeâ
kÙekenej keâjlee nes~’’2

[erÊ SveÊ cepetceoej kesâ Devegmeej : ‘‘pevepeeefle
keâes heefjkeejeW keâe mebkeâueve keâne peelee nw, efpemekeâe
Dehevee Skeâ meeceevÙe veece neslee nw efpemekesâ meomÙe Skeâ
efveefMÛele Yet-Yeeie ceW jnles nQ, meeceevÙe Yee<ee yeesueles nQ,
efkekeen, kÙekemeeÙe Ùee GÅeesie kesâ efke<eÙe ceW kegâÚ efve<esOeeW
keâe heeueve keâjles nw~ leLee Skeâ megefveÙeesefpele Deeoeve-
Øeoeve keâer kÙekemLee keâe efkekeâeme keâjles nQ~’’3

Fmeer Øekeâej ceevekeMeem$e keâer Skeâ hegmlekeâ ‘veesšdme
SC[ heâeskeâefjÌpe’ ceW pevepeeefle keâes Skeâ Ssmee mecegoeÙe
yeleeÙee ieÙee nw pees jepeveweflekeâ leLee meeceeefpekeâ Âef<š mes
ëe=bKeueeyeæ mkeeÙeŸe Meemeve Ûeuee jne nes~’’4

GheÙe&gòeâ heefjYee<ee kesâ DeeOeej hej keâne pee mekeâlee
nw efkeâ pevepeeefleÙeeW keâe Dehevee Skeâ efkeMes<e veece neslee
nw, heeefjkeeefjkeâ mebie"veelcekeâ FkeâeF& nesleer nw, Skeâ
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megefveefMÛele Yet-Yeeie ceW efvekeemejle nw, Gvekeâer Deheveer
efkeMes<e yeesueer/Yee<ee, kesMeYet<ee, mebmke=âefle nesleer nw, efpemeceW
meeceevÙele: cegefKeÙee ner mekee&sÛÛe neslee nw~ ØelÙeskeâ pevepeeefle
mecegoeÙe keâer Deheveer ueeskeâ-ceevÙeleeSB, heke&, oskeer-oskelee
Skeb hetpeve-heæefle nw, efpemes kes hetCe& ßeæe kesâ meeLe DeeÙeesefpele
keâjles nQ~ ÚòeermeieÌ{ keâer meebmke=âeflekeâ efkejemele keâes mece=æ
yeveeS jKeves ceW pevepeeefle mecegoeÙe keâer Yetefcekeâe cenlkehetCe&
nw~ ÚòeermeieÌ{ kesâ pevepeeefleÙeeW keâer ØecegKe hetpee-heæefle
Skeb ueeskeâheke& kesâ efkeefkeOe DeeÙeece GuuesefKele nQ :

� mejngue heke& :

mejngue keâe Meefyokeâ DeLe& nw : ‘meeue ke=#e keâer
hetpee’~ mejngue heke& Oejleer ceelee keâes meceefhe&le nw~ Ùen
Øeke=âefle-hetpeve keâe heke& nw, efpemes ØecegKelee mes GjeBke
pevepeeefle kesâ ueesie Ûew$e hetefCe&cee kesâ efove ceveeles nQ~
cegKÙele: DeØewue ceen ceW meeue ke=#e ceW heâtue Deeves hej
Ùen heke& DeeÙeesefpele efkeâÙee peelee nw~ Fme heke& ceW Øeeflekeâelcekeâ
™he mes metÙe&oske Skeb Oejleer ceelee keâe efkekeen jÛeeÙee
peelee nw~ hetpee kesâ efkeefOe-efkeOeeve ceW cegie&s keâer yeefue osves
keâer ØeLee nw~ Fme heke& kesâ meboYe& ceW ieerlesMe Decejesefnle
efueKeles nQ- ‘‘Fme lÙeewnej ceW ieeBke kesâ yeenj meeue ke=#e
kesâ Peg[ kesâ Deeme-heeme keâer peceerve keâes ieesyej mes ueerhe
keâj hetpee-DeÛe&vee keâer peeleer nw~ IejeW ceW meeue ke=#e kesâ
heŸes ueškeâeS peeles nQ~ Fme Dekemej hej Øeleerkeâelcekeâ
™he mes Oejleer ‘Deeyee’ celeueye Oejleer ceeB ke metÙe& keâe
efkekeen keâjeÙee peelee nw~ Øemeeo kesâ ™he ceW meeue ke=#e
kesâ heŸes ner efoS peeles nQ, efpemes ieeBke keeues keâeveeW ceW
KeeWÛe uesles nQ~ MeesYee Ùee$ee kesâ yeeo meecetefnkeâ Yeespe keâer
Yeer ØeLee nw~’’5 Fme Øekeâej Ùen heke& pevepeeefleÙeeW kesâ
Øeke=âefle-Øesce keâe Glke=â<š GoenjCe nw~

yengleeÙele ceW GjeBke pevepeeefle kesâ ueesie pees ÚòeermeieÌ{
jepÙe kesâ peMehegj Deewj mejiegpee efpeues ceW efvekeeme keâjles
nQ~ Gvekesâ efueS Ùen mejngue heke& n<e&-Guueeme keâe
efke<eÙe nw~ Øeke=âefle ves pees Ghekeâej efkeâS nQ, Gmekesâ Øeefle
Gûej keâe heke& nw~ Fme heke& ceW hetpee-heæefle kesâ meeLe ner
ve=lÙe keâjves keâer Yeer hejbheje nw~ GjeBke pevepeeefle kesâ

ueesieeW keâe efkeÕeeme nw efkeâ meeue ke=#e ceW ceneoske peer
efvekeeme keâjles nQ FmeefueS Ùes ueesie meeue ke=#e keâer hetpee
ceneoske Deewj Deheves oskeleguÙe efhelejeW kesâ DeeMeerkee&o kesâ
efueS DeLekee megKe-Meebefle ke mece=efæ keâer keâecevee kesâ
efueS Ûew$e ceen ceW Fme heke& keâes ceveeles nQ Deewj Fmeer Ûew$e
hetefCe&cee kesâ jeef$ekeâeueerve Dekemej ceW ve=lÙe-ceneslmeke keâe
DeeÙeespeve keâjles nQ~ pevepeeefle mecegoeÙe keâe yewiee mejvee
ke=#e keâer hetpee keâjkesâ IeÌ[s ceW heeveer jKekeâj mejvee heâtue
keâer meneÙelee mes ueesieeW kesâ Thej efÚÌ[keâ keâj MegefækeâjCe
keâjlee nw lelheMÛeeled mejngue ve=lÙe keâjles nQ~ Fvekesâ
ve=lÙe-ieeve keâe MegYeejbYe oskeer-oskeleeDeeW keâer mlegefle-kebove
mes neslee nw, ve=lÙe-mebieerle Éeje ceveesefkeveeso keâjles nQ~
Ùen hetpee keâe Deeefoce ™he pees Deepe Yeer Fmeer ™he ceW
hejbhejeiele Ûeuee Dee jne nw~ cegKÙele: Ùen heke& pevepeeefleÙeeW
kesâ Øeke=âefle-Øesce keâe Glke=â<š GoenjCe nw, efpemekesâ ceeOÙece
mes ieeBke keâer j#ee Deewj KegMeneueer kesâ efueS ØeeLe&vee keâer
peeleer nw~ meeue ke=#e ve keâešves keâe mebosMe Yeer efoÙee
peelee nw~

� yeeueer hejye :

Fme heke& keâes efkeMes<ekeâj nuyee Deewj Yeleje pevepeeefle
kesâ ueesie Yeerceeoske keâes ØemeVe keâjves kesâ efueS ceveeles nQ
Deewj Fme heke& keâes ceveeves keâer keâesF& efveefMÛele efleefLe veneR
nw~ Ùen ueieeleej leerve ceen lekeâ DeeÙeesefpele neslee nw~
Fme heke& ceW mesceue keâe mlecYe mLeeefhele efkeâÙee peelee nw
Deewj jele-efove veeÛe-ieeve DeeÙeesefpele neslee nw~ heg®<eeW
Skeb ceefnueeDeeW hej oskeer-oskelee mekeej nesles nQ~ DeeÙeespeve
keâes peye hebõn efove hetjs nes peeles nQ, leye Dee™Ì{ oskeer-
oskeleeDeeW keâes yeepes-ieepes kesâ meeLe Deeme-heeme kesâ ieeBke
ceW Iegceeves ues peeÙee peelee nw~ Dee™Ì{ oskeer-oskeleeDeeW
keâes ueesie hetCe& ßeæe mes DeVe YeWš keâjles nQ, YeWš ceW
efceues kegâÚ DeVe keâes efceóer kesâ hee$eeW ceW yees efoÙee peelee
nw~ yeesves kesâ yeeo GmeceW nuoer heeveer keâe efÚÌ[keâeke
keâjles jnles nQ, efpememes heewOes keâe jbie ceveYeekeve ueies~
GieeS ieS FvneR meebmke=âeflekeâ mke™he heewOeeW keâes yemlej
kesâ kevekeemeer DebÛeue ceW yeeueer keânles nQ~ Fmeer mes yeeueer
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hejye keâe veecekeâjCe ngDee nw~

yeeueer hejye keâe Deekeâ<e&keâ DeeÙeespeve, efpemeceW Yeerceeoske
keâe efkekeen keâeWoveer Deewj jwuee oskeer kesâ meeLe mebheVe
keâjeÙee peelee nw~ yeeueer hejye kesâ Deble ceW yeeueer yeeÌpeej
neslee nw, efpemeceW efkeefOe-efkeOeeve mes Ghepes ngS yeeueer heewOes
keâes yeeÌpeej ceW efyeKesj efoÙee peelee nw, efpemes «eeceerCe
Deecepeve Skeâ-otmejs keâes Deeheme ceW oskeâj yeeueer heâtue
keâe yebOevee yeOe uesles nQ~ yeeueer yeeÌpeej kesâ meceeheve yeeo
Skeâef$ele hetpeve-meece«eer, mesceue keâer šnveer DevÙe meece«eer
keâes veoer ceW ues peekeâj efkemeefpe&le keâj Deeles nQ meeLe ner
Fme heke& ceW Oeve keâer DeekeMÙekeâlee nesleer nw, efpemes
mecemle pevepeeefle mecetn Ûeboe Skeâef$ele keâj ceveeles nQ~
Deble ceW hetpee kesâ Ghejeble meecetefnkeâ Yeespeve keâjles nQ~ Fme
heke& keâer efkeMes<elee hej ieerlesMe kegâceej Decejesefnle efueKeles
nQ- ‘‘Fmes «eece kesâ Yeerceeoske iegÌ[er heefjmej ceW ner ceveeÙee
peelee nw~ Fme heke& ceW efove-jele veeÛe-ieeve neslee nw~
oske-osefkeÙeeB DeeefokeeefmeÙeeW ceW ÛeÌ{les nQ~ oske-osefkeÙeeB
efpeve hej ÛeÌ{leer nw, GmeceW oske veeÛeles nQ lees osefkeÙeeB
keâeBšeW ceW Petueleer jnleer nQ~ Fme heke& ceW mesceue keâe Skeâ
efkeMes<e mlebYe mLeeefhele efkeâÙee peelee nw~’’6 meeLe ner
ueeskeâ-efkeÕeeme Ùen nw efkeâ yeeueer hejye ceveeves mes DeVe-
Oeve Deewj heMegOeve keâer yeÌ{eslejer nesieer leLee kÙeeefOe
mebkeâš Deeefo otj neWies~

� ceešer eflenej :

Ùen heke& yemlej DebÛeue ceW Øeefleke<e& Ûew$e ceen ceW
ceveeÙee peelee nw~ Fme heke& ceW efceóer kesâ keemleefkekeâ
mke™he keâer hetpee-DeÛe&vee keâer peeleer nw~ ceešer oskeiegÌ[er
kesâ heefjmej ceW kegâBS keâer lejn Skeâ Úesše-mee ieºe
Keesokeâj GmeceW efmeÙeeÌ[er mes yeBOeer yeerpeOeeve efceóer Deefhe&le
efkeâÙee peelee nw Deewj Øemeeo kesâ ™he ceW yeerpeOeeve efkelejCe
efkeâÙee peelee nw~ Fme heke& keâes yeerpe hegšveer Yeer keâne
peelee nw~ Ùen yemlej DebÛeue keâe ØecegKe heke& nw, pees
meerOes leewj hej Øeeke=âeflekeâ mebheoe mes heefjhetCe& Oejleer mes
pegÌ[er ngF& nw~ hetjs ÚòeermeieÌ{ DebÛeue ceW efceóer keâes
peveveer Skeb heeueve-hees<eCe keâjves keeueer ceelee keâe Øeefle™he

ceevee ieÙee nw, pees kesâkeue ceveg<Ùe ner veneR mebhetCe& peerke-
pebleg kesâ peerkeve keâes mebjef#ele keâjleer nw~ nceejs peerkeve mes
pegÌ[s cetueYetle megefkeOeeDeeW keâer hetefle& Fmeer efceóer mes nesleer
nw Deewj Fmeer efceóer keâes oskeleguÙe ceevekeâj yemlej efvekeemeer
n<e&-Guueeme mes Fmekeâer hetpee keâjles nQ~ Fme heke& kesâ
DeeÙeespeve keâer keâesF& Skeâ efveefMÛele efleefLe veneR nw, efkeâbleg
‘‘Øeefle ke<e& Ûew$e ceeme ceW efceóer kesâ keemleefkekeâ mke™he keâer
hetpee keâj ceveeÙee peeves keeuee lÙeewnej nw~ ceešer oskeiegÌ[er
kesâ heefjmej ceW kegâBS keâer lejn Skeâ Úesšs mes ieºs ceW
efmeÙeeÌ[er jmmeer mes yeBOeer yeerpeOeeve efceóer keâes Deefhe&le
efkeâÙee peelee nw~ Øemeeo kesâ ™he ceW yeerpe Oeeve ner efueÙee
peelee nw~ keâF& peieneW hej Fme heke& keâes yeerpe hegšveer Yeer
keânles nQ~’’7

yemlej #es$e kesâ ØelÙeskeâ ieeBke ceW Skeâ efveefMÛele
mLeeve ceešer oskeiegÌ[er heke& DeeÙeesefpele keâjves kesâ efueS
neslee nw meeLe ner Fmekesâ hegpeejer keâes ceešer hegpeejer keâne
peelee nw~ Fme heke& keâes efkeefOekele mebheVe keâjeves kesâ efueS
ieeBke kesâ cegefKeÙee, keâesškeej, hešsue, Deecepeve meYeer efceuekeâj
ceešer hegpeejer kesâ heeme peeles nQ Deewj Skeâ efveefMÛele efove
leÙe keâj Ùen heke& ceveeles nQ~ leÙe efleefLe ceW ceešer hegpeejer
metÙee&soÙe mes hetke& G"keâj mveeve Deeefo ef›eâÙeekeâueehe mes
efveke&jerle neskeâj hetpee mebyebefOele meece«eer ueskeâj oskeiegÌ[er
heefjmej ceW hengBÛelee nw, keneB peekeâj ieeBke kesâ mecemle peve
keâes Deecebef$ele keâjlee nw~ ceešeriegÌ[er heefjmej ceW ceefnueeDeeW
keâe ØekesMe efve<esOe jnlee nw, FmeceW kesâkeue heg®<e keie& ner
Yeeie uesles nQ~ ueeuee peieouehegjer kesâ Devegmeej- ‘‘ceešer
hegpeejer efveefMÛele efleefLe keâes metÙee&soÙe mes hetke& G"keâj
Deewj lewÙeej neskeâj ceešer oskeiegÌ[er hengBÛe peelee nw Deewj
hetpee keâe oerhekeâ peueekeâj DeheMeyoeW keâe GÛÛeejCe
keâjlee yew"e jnlee nw~ hegpeejer Gme efove Ghekeeme meeOevee
keâe heeueve keâjlee nw~ LeesÌ[er ner osj yeeo ceešer oskeiegÌ[er
keâer MejCe ceW «eecekeemeer Yeer Iej-Iej mes hengBÛeles nQ~ Fme
Dekemej hej «eecekeemeer Yeer DeheMeyoeW keâe GÛÛeejCe
keâjles nQ~ ceešer oskeiegÌ[er ceW efm$eÙeeW keâes ØekesMe veneR efoÙee
peelee nw~’’8 meeLe ner Fme heke& ceW ØelÙeskeâ Iej mes Skeâ
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heg®<e heueeMe kesâ heŸes keâe oesvee yeveekeâj GmeceW Oeeve kesâ
yeerÛe, Ûeekeue, oeue, Mejeye keâes oskeiegÌ[er hetpee mLeue
ceW ues peekeâj jKeles nQ~ hegpeejer efkeefOekele hetpeve keâeÙe&›eâce
keâes mebheVe keâjlee nw, hetpeve Ghejeble Yeeke-Guueeme mes
heefjhetCe& ueesie Skeâ-otmejs keâes keâerÛeÌ[ ceW Oekesâueles nQ,
cemlekeâ hej efceóer keâe efleuekeâ ueieeles nQ lelheMÛeeled
ceešer oskeiegÌ[er kesâ hegpeejer keâes memecceeve ßeæehetke&keâ
Gvekesâ ie=n efvekeeme lekeâ ueesie ÚesÌ[ves peeles nQ~

meej MeyoeW ceW keânW lees Ùen Oejleer keâer ieeso ceW heue
jner Øeke=âeflekeâ Deewj nceejs YejCe-hees<eCe keâjves keeueer
Oejleer (efceóer) keâer hetpee nw, efpemeceW meYeer keie& kesâ ueesie,
peeefle, mebØeoeÙe, Oece& keâer YeekeveeDeeW mes Thej G"keâj
Skeâ meeLe Skeâ peien hej Skeâef$ele neskeâj efkeefOe-efkeOeeve
mes hetpee mebheVe keâjles nQ Deewj YeeF&Ûeeje, Øesce Skeb
mecevkeÙe keâe mebosMe osles nQ~

� keâkeâmeeÌ[ heke& :

ceešer heke& kesâ yeeo DeyetPeceeÌ[ kegâšgbye ieceer& Deewj
yejmeele kesâ ceewmece ceW Øeefleke<e& keâkeâmeeÌ[ heke& ceveeles nQ~
Fme heke& ceW oesjuee Skeb [b[eceer ceeefÌ[Ùee pevepeeefle kesâ
ueesie Yeer meefcceefuele nesles nQ~ Fme heke& ceW cegKÙe ™he mes
DeÛÚer heâmeue Skeâ ieeBke kesâ megKeceÙe peerkeve kesâ efueS
‘iees$eoske’ keâer hetpee-ÙeeÛevee keâer peeleer nw~ Ùen heke& efkeMes<e
™he mes ‘iees$eoske’ hetpeve keâe heke& nw~ Fme heke& ceW ve=lÙe
meceejesn keâe Yeer DeeÙeespeve neslee nw~ ieerlesMe Decejesefnle
kesâ Devegmeej- ‘‘Fmes kewmes lees DeyetPeceeÌ[ pevepeeefle ner
ceveeleer nw, uesefkeâve oesjuee Deewj ceeefÌ[Ùee pevepeeefle kesâ
ueesie Yeer Fme lÙeewnej ceW Meeefceue jnles nQ~ Fme lÙeewnej
keâes ceveeves keâe ØecegKe OÙesÙe DeÛÚer heâmeue kesâ efueS
‘iees$eoske; mes ceveewleer ceeBievee nw~’’9

Deeefokeemeer mecegoeÙe kesâ ueesieeW kesâ Devegmeej keâkeâmeeÌ[
keâe efnboer DeLe& oske-›eâerÌ[e nw~ Ùen Skeâ meecetefnkeâ hetpee-
heæefle nw~ Fme heke& ceW hetpee kesâ meeLe meecetefnkeâ ve=lÙe-
ieeve Yeer neslee nw~ heg®<e keie& {esue yepeeles ngS ve=lÙe
keâjles nQ Deewj ceefnueeSB efjuees ieerle ieeleer ngFÇ ve=lÙe

keâjleer nw meeLe ner efmejnes kesâ Thej oskelee mekeej neskeâj
cebefoj heefjmej ceW Kesueles nQ~ Fmeer meboYe& ceW efMekekegâceej
heeb[sÙe efueKeles nQ- ‘‘Ùen Skeâ lejn mes Glmeeefnle heke&
nw, efpemes osKeves kesâ efueS Deeme-heeme kesâ ieeBke keeues
yeÌ[er leeoeo ceW GheefmLele nesles nQ~ ueÌ[kesâ- ueÌ[efkeâÙeeW
keâer šesueer ve=lÙe keâjles nQ, heg®<e ueesie {esue yepeeles ngS
veeÛeles nQ Deewj ceefnueeSB neLe [eues ieues ceW yeeBn [eues
efjuees ve=lÙe Skeb ieerle keâe ØeoMe&ve keâjles nQ, pees efkeâ oske
DejeOevee keâe ieerle nw~ Gve ieerleeW kesâ ceeOÙece mes oskeer-
oskeleeDeeW kesâ peme keâe keCe&ve efkeâÙee peelee nw~ ceOegjlee
kesâ Øemeej kesâ efueS efkeMes<e keeÅe-Ùeb$e veieeÌ[e Deewj ceesnjer
keâe ØeÙeesie efkeâÙee peelee nw meeLe ner Fme heke& kesâ DeeÙeespeve
kesâ Dekemej ceW yepeves keeues ceeboj keâer Leehe mes ueesieeW kesâ
Thej oskelee mekeej nesles nQ~’’10 meeLe ner otmejs henj
megyen pees efkeâ keâkeâmeeÌ[ heke& keâe cenlkehetCe& efove neslee
nw, ve=lÙeieeve meceehle nesves kesâ yeeo cegKÙe oskelee kesâ
meeLe Deeiele oskeleeDeeW keâer hetpee nesleer nw Deewj ieeBke ceW
IegceeÙee peelee nw~ ØelÙeskeâ Iej kesâ ÛeewKeš kesâ meeceves
ieesyej mes efueheeF& efkeâÙee peelee nw, efpemes MegefækeâjCe
ceevee peelee nw~ oskelee keâes ieeBke kesâ ØelÙeskeâ Iej ues peeÙee
peelee nw meeLe ner efkeefOekele hetpeve-mebmkeâej neslee nw
lelheMÛeeled meecetefnkeâ Yeespeve keâe kÙekenej neslee nw~ leerve
efoveeW lekeâ efvejblej keâkeâmeeÌ[ keâe Ùen heke& Ûeuelee nw,
leermeje efove Debeflece jmce oskeleeDeeW keâer memecceeve efkeoeF&
keâe neslee nw, efpemeceW heMeg yeefue osves keâer ØeLee nw- ‘‘Ùen
oskeleeDeeW keâer yeefue keâe efove neslee nw~ hejievee kesâ ueesie
Deheves ceb[eoske kesâ mecceeve ceW henues mes efveOee&efjle yeefue
osles nQ, Fmekesâ yeeo ieeBkeeW mes DeeS oskeeW keâes ceeveves keeues
yeefue osles nQ~ keOÙe heMeg hetke& mes leÙe neslee nw~ yeefue
heMeg kesâ efmej keâes ceb[eoske keâes Deefhe&le keâjkesâ OeÌ[ keâes
Gme ieeBke kesâ ueesieeW keâes efoÙee peelee nw, Gmes keneR yevee keâj
Keeles nQ~ oeshenj Yeespeve kesâ yeeo meye Deheves oskeleeDeeW
kesâ meeLe Deheves ieeBke keâer Deesj ØemLeeve keâjles nQ~’’11

Fme Øekeâej keâkeâmeeÌ[ ceW oskeleeDeeW keâer keeef<e&keâ hetpee
nesleer nw, efpemes peeleje keâne peelee nw, efkeâbleg leerve-Ûeej
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meeue ceW DeeÙeesefpele nesves keeues heke& keâes ner keâkeâmeeÌ[
keâne peelee nw~

meej MeyoeW ceW keânW lees keâkeâmeeÌ[ yemlej DebÛeue ceW
efvekeemejle Deeefokeemeer mecegoeÙe keâe mLeeveerÙe heke& nw,
efpemes meecetefnkeâ ™he mes ceveeÙee peelee nw Deewj Fme heke&
kesâ ØecegKe oskelee efuebieeshesve keâer hetjs efkeefOe-efkeOeeve mes
hetpee keâj, ceefnuee Deewj heg®<e keie& efjuees ve=lÙe-ieeve keâe
ØeoMe&ve keâjles nQ~ Fme heke& kesâ Øeefle Deeefokeemeer mecegoeÙe
keâer DeemLee keâes osKeves kesâ efueS yeÌ[er mebKÙee ceW ueesie
GheefmLele jnles nQ~

� ÛeFle heke& :

Fme heke& keâes yemlej DebÛeue kesâ Yeleje-OeÇgke pevepeeefle
kesâ ueesie vekeke<e& keâe Deeieceve ceevekeâj ceveeles nQ~ Fmes
vegkeeKeeveer heke& Yeer keâne peelee nw~ Ùen heke& GÌ[ermee
jepÙe keâer mebmke=âefle mes ØeYeeefkele nQ, efpemes ÚòeermeieÌ{ kesâ
Deeefokeemeer mecegoeÙe meecetefnkeâ ™he mes ceveeles nQ~ Fme
heke& keâe cegKÙe GösMÙe- DeVe-Oeve keâe Yeb[ej Yeje jns,
DeVe mes mebyebefOele mecemÙeeSB ve nes, Iej ie=nmLeer ceW
megKe- Meebefle yeveer jns~ efpemekesâ meboYe& ceW keâ™CesMe
efmebn yeIesue efueKeles nQ- ‘‘yemlej DebÛeue keâer Yeleje-OeÇgkee&
Deeefoce pevepeeefle yemlej kesâ ceOÙe ceW kesâefvõYetle nw~ Ùen
pevepeeefle Ûew$e ceeme ceW ceeB DeVehetCee& peer keâer hetpee-DeÛe&vee
keâj veÙee Keeles nQ, efpemes ‘vegkeeKeeveer’ keâne peelee nw~
Fme Dekemej hej Yeleje-OeÇgkee&Deeefoce meceepe meecetefnkeâ
™he mes Skeâef$ele neskeâj DeVehetCee& oskeer keâer hetpee keâjles
nQ leLee Ùen keâecevee keâjles nQ efkeâ nj ke<e& keâer lejn Fme
ke<e& Yeer nceejer keâesef"ÙeeW keâes Oeve-OeevÙe mes Yej osvee
leLee Øeeke=âeflekeâ DeeheoeDeeW mes nceejer j#ee keâjvee~ yewiee
efmejne yeerpeeW keâes DeefYecebef$ele keâjlee nw Deewj DeefYecebef$ele
yeerpeeW keâes hetjs ieeBke ceW efkeleefjle keâjlee nw~ Fme DeefYecebef$ele
yeerpe keâes ØelÙeskeâ meomÙe Deheves Iej keâer keâesef"ÙeeW ceW hetke&
mes jKes yeerpeeW ceW efceefßele keâjles nQ~ Yeleje-OeÇgkee& Deeefoce
meceepeeW ceW Ssmeer ceevÙelee nw efkeâ Fme DeefYecebef$ele yeerpe
mes nceejs Oeve-OeevÙe keâer keâes"er ogiegveer nes peeleer nw leLee
Iej-heefjkeej Deewj meceepe KegMeneue nes peelee nw~’’12

Fme heke& ceW hetpee kesâ meeLe ner ieeÙeve-keeove Deewj ve=lÙe
keâe ØeoMe&ve neslee nw, efpemes hejye ve=lÙe keâne peelee nw~
meej MeyoeW ceW keânW lees Ùen heke& DeVehetCee& oskeer keâes meceefhe&le
nw, efpememes Iej ceW DeVe keâe Yeb[ej Yeje-hetje jns~

� cesIeveeo heke& :

cegKÙe ™he mes ieesÌ[ Skeb keâesjkeât pevepeeefleÙeeW kesâ
Éeje heâeuiegve ØeLece he#e ceW nesueer kesâ otmejs efove ceveeÙee
peelee nw~ ieesÌ[ (Deeefokeemeer) ueesie jekeCe heg$e cesIeveeo
keâes Dehevee DeejeOÙe oske ceevekeâj Gvekeâer hetpee keâjles nW~
cesIeveeo kesâ Øeleerkeâ mke™he heeBÛe KecYe ceW yeeBme-yeuueer
keâer meneÙelee mes Gme hej ueškeâ keâj Ietceles nQ~ mebpeÙe
Debueie kesâ Devegmeej- ‘‘heâeuiegve ceW ieesÌ[ DeeefokeeefmeÙeeW
Éeje Ùen heke& ceveeÙee peelee nw~ jekeCe heg$e cesIeveeo keâes
ieesÌ[ mekee&sÛÛe oskelee ceeveles nQ Deewj Gmekeâer hetpee keâjles
nQ~ Deeefokeemeer cesIeveeo kesâ Øeleerkeâ kesâ ™he ceW cesIeveeo
KecYe (heeBÛe KecYeeW keâe) yeveeles nQ, heeBÛekes KecYes ceW
yeuueer yeeBOekeâj, Gme hej ueškeâ keâj ÛeejeW efoMeeDeeW ceW
Ietceles nQ~’’13 Ùen heke& nmleefMeuhe Deewj meenmeer Kesue
Deeefo keâes yeÌ{ekee oslee nw~ Fme heke& kesâ DeeÙeespeve keâe
cegKÙe GösMÙe Yeiekeeve cesIeveeLe mes megKeceÙe peerkeve kesâ
efueS ceVele (ceveewleer) ceeBievee nw~ Fmekesâ efueS peevekej
keâer yeefue osves keâer Yeer ØeLee nw~

� DeBcetme heke& :

Fmes yemlej ueeskeâ-peerkeve keâe ØeLece heke& Yeer keâne
peelee nw~ meeLe ner ÚòeermeieÌ{ kesâ cewoeveer efnmmeeW ceW Fmes
njsueer heke& Ùee iesÌ[er eflenej keânles nQ Deewj yemlej DebÛeue
kesâ Deeefokeemeer-nuyeer heefjkesMe ceW DecetBme heke& keâne peelee
nw~ Skeâ lejn mes osKeW lees Ùen efkeâmeeveeW kesâ efueS
KegMeneueer keâe heke& nw, efpemekesâ meboYe& ceW YeeiesÕej hee$e
efueKeles nQ- ‘‘meekeve cenerves ceW ke<ee& $e+leg kesâ keâejCe
Kesle-Keefueneve heeveer mes Yej peeles nQ, efpememes ÛeejeW
Deesj keeleekejCe nje-Yeje nes peelee nw~ efkeâmeeve Kesle ceW
Deheves ßece mes Ghepes uenueneleer heâmeue keâes osKekeâj
heâtuee veneR meceelee Deewj Deheveer KegMeer keâes lÙeewnej kesâ
™he ceW ceveelee nw~’’14
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yemlej DebÛeue ceW Skeâ ™efÌ{iele efkeÕeeme Ùen nw efkeâ
ßeekeve ceen ceW peeot-šesvee keâe Øekeâeshe DeefOekeâ neslee nw
meeLe ner ieg®-efMe<Ùe hejbheje kesâ Debleie&le leb$e-ceb$e meeOevee
keâer efMe#ee Yeer Fmeer ßeekeCe DeceekemÙee mes veeiehebÛeceer
lekeâ meerKeles-meerKeeles nQ, efpemekesâ meboYe& ceW YeeiesÕej
hee$e efueKeles nQ- ‘‘meekeve cenerves ceW Deceekeme keâer jeef$e
mes šesvee-šesškeâe mes mebyebefOele leb$e efkeÅee keâes meerKeves keâer
hejbheje nw~ Fmeer jeef$e mes ieg® Fbõpeeue, keâeuee peeot
pewmeer leebef$ekeâ efkeÅee mebyebOeer %eeve Deheves MeeefieoeX keâes
osles nQ~ ceevÙelee nw efkeâ ßeekeCe DeceekemÙee keâer jele keâes
keâF& ceb$eeW keâes peeie=le efkeâÙee peelee nw~ «eeceerCe kewÅe Deewj
efmejne-iegefveÙee peÌ[er-yetefšÙeeW, Deew<eefOeÙeeW keâes Deceekeme
keâer jele keâes ner Deeveg…eefvekeâ efkeefOe mes peesieeves keâer
Øeef›eâÙee ØeejbYe keâjles nQ~ leebef$ekeâ efkeÅee Deewj peÌ[er-yetefšÙeeW
kesâ peevekeâej ieg® Fme efkeÅee keâes DevegÙeeefÙeÙeeW keâes ßeekeCe
DeceekemÙee keâer jeef$e mes veeiehebÛeceer lekeâ meerKeeles nQ~’’15

DecetBme heke& keâer meeceeefpekeâ GheÙeesefielee kesâ DeOÙeÙeve
Debleie&le Ùen Yeer peevekeâejer Øeehle neslee nw efkeâ ieeBke ceW
efvekeemejle jeGle peeefle kesâ Ûejkeens Deewj ueesnej keâer
Yetefcekeâe cenlkehetCe& nw~ Iej-heefjkeej Skeb heMeg-megj#ee keâer
Âef<š mes efkeefOekele GheeÙe keâjles nQ, efpemekesâ efueS ØelÙeskeâ
Iej mes GvnW DeVe keâe Ghenej efoÙee peelee nw- ‘‘ieeBke-
osnele ceW cekesefMeÙeeW keâes Ûejeves keâe keâeÙe& Deeceleewj hej
jeGle peeefle kesâ Ûejkeens keâjles nQ, efpevnW ‘OeesjF&’ keâne
peelee nw~ ke<ee&keâeue ceW Kegje-Ûehekeâe, ieueIeeWšt Skeb
DevÙe jesie ÛeewheeÙes peevekejeW keâes nesles nQ~ OeesjF& Deheves
Deew<eOeerÙe %eeve kesâ DeeOeej hej Fvekeâe GheÛeej Yeer keâj
ueslee nw~ DeBcetme eflenej kesâ efove Øeele:keâeue Yesuekeeheeve
ceW meleekejer Deewj jmevee peÌ[er keâes kegâceer (mLeeveerÙe
kevemheefle) Iej kesâ cegKÙe ojkeepes kesâ ÛeewKeš kesâ Thejer
efnmmes ceW yeeBOe oslee nw~ueesnej Øeele:keâeue ieeBke kesâ meYeer
IejeW kesâ ÛeewKeš ceW ogiee&ieesšer (ueesnceue keâe ÛetCe&) keâes
"eWkeâlee nw, efpemes ueeskeâYee<ee nuyeer ceW ‘Kegbšer "WÛelees’
keânles nQ~ ueesnej Skeb jeGle keâes meskee kesâ Skepe ceW
jesmeF& (metKee, jeMeve, oeue-Ûeekeue) DeLekee vekeâo
jeefMe osves keâer hejbheje nw~’’16

meeLe ner yemlej DebÛeue ceW kew%eeefvekeâ efÛeefkeâlmee keâe
DeYeeke nw Deewj ÙeneB kesâ ueesie peÌ[er-yetšer mes GheÛeej keâes
ÌpedÙeeoe ØeeLeefcekeâlee osles nQ~ heMeg mebyebOeer GheÛeej kesâ
efueS Ùes ueesie meleekejer, jmevee keâe GheÙeesie keâjles nQ
meeLe ner DeBcetme heke& kesâ Dekemej hej heMegDeeW keâes efmeÙeeÌ[er
kesâ heŸes ceW meleekejer Deewj jmevee peÌ[er keâes vecekeâ ceW
efceueekeâj heMegDeeW keâes efKeueeles nQ~ ieerlesMe Decejesefnle kesâ
Devegmeej- ‘‘njsueer DeceekemÙee keâes ceveeÙee peeves keeuee
lÙeewnej nw, FmeceW heMeg Deew<eefOeÙeeW keâer hetpee keâer peeleer
nw~ osKee peeS lees Ùes oesveeW Deew<eefOeÙeeB heMeg efÛeefkeâlmee
ceW ØecegKe Yetefcekeâe efveYeeleer nw~’’17 meeLe ner Fme efove
efkeâmeeve ke=âef<e GhekeâjCeeW keâer hetpee keâjles nQ~ yeÛÛes
ceveesjbpeve kesâ efueS iesÌ[er ÛeÌ{les nQ Deewj heesuee heke& lekeâ
iesÌ[er keâe Deevebo uesles nQ~ nce osKe hee jns nQ efkeâ yemlej
keâer meebmke=âeflekeâ hejbheje Deheves jerefle-efjkeepe kesâ efueS
yengle Øeefmeæ nw~ yemlej oMenje 75 efoveeW lekeâ Ûeuelee
nw, efpemes osKeves kesâ efueS ueesie otmejs ØeosMeeW mes Yeer
Deeles nQ~ Fmekeâer Meg™Deele njsueer DeceekemÙee mes ner
nesleer nw~

meej MeyoeW ceW keânW lees Ùen heke& ØecegKe ™he mes
F<šoske keâer hetpee kesâ meeLe DeÛÚer heâmeue keâer keâecevee,
heMegOeve keâer megj#ee, ke=âef<e mebyebefOele DeewpeejeW keâer hetpee
Deewj yeÛÛeeW kesâ ceveesjbpeve Kesue iesÌ[er keâes meceefhe&le nw~

� keâjcee heke& :

Ùen cegKÙe ™he mes GjeBke pevepeeefleÙeeW keâe heke& nw,
efpemes Oeeve jesheeF& mes ueskeâj Oeeve keâšeF& kesâ ceOÙe Yeeoes
ceen ceW mejiegpee DebÛeue ceW ceveeÙee peelee nw~ Fme heke&
kesâ Dekemej hej efkeMes<e ™he mes keâjcee ieerle Skeb ve=lÙe keâe
DeeÙeespeve neslee nw~ keâjcee heke& kesâ meboYe& ceW mebpeÙe
Deuebie efueKeles nQ- ‘‘Yeeoes SkeâeoMeer keâes keâjcee ceveeÙee
peelee nw~ Fme efove ›ele jKee peelee nw~ leoghejeble keâjce
ke=#e keâer šnveer Ùee ke=#e keâes jeshee peelee nw~ keâjce ke=#e
keâer hetpee mes Ùen ØeejbYe neslee nw, leye Gmes keâjce jepee
keâne peelee nw~ vekeeVe Deefhe&le efkeâÙee peelee nw~ Fmes
yeefue Yeer oer peeleer nw~ Deieues efove heg<he, Ûeekeue Deewj
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oner ÛeÌ{eÙee peelee nw~ ueeue jbie keâer šeskeâveer ceW DeVe
Deefhe&le efkeâÙee peelee nw~’’18 cegKÙe ™he mes keâjcee heke&
kevÙe-peerke Skeb ke=âef<e hej DeeOeeefjle nw, efpemekesâ ceeOÙece
mes meepe-meppee, ieeÙeve, ve=lÙe, kem$e-efkevÙeeme, heekeâ-
keâuee, nmleefMeuhe Deeefo keâes cenlke efoÙee ieÙee nw~

keâjcee kesâkeue Skeâ heke& ner veneR Deefheleg Ùen ueeskeâieerle
Skeb ueeskeâve=lÙe Yeer nw, efpemes Deeefokeemeer mecegoeÙe yeÌ[s
OetceOeece mes DeeÙeesefpele keâjles nQ~ Ùen heke& pevepeeefleÙeeB
mebmke=âefle keâe Øeleerkeâ nw Deewj Yeeoes ceen mes DeejbYe neskeâj
oMenje lekeâ Ûeuelee nw~ keâneR-keâneR Fme heke& ceW Skeâ
efove lees keâneR meele Ùee veew efoveeW lekeâ DeeÙeesefpele neslee
nw~ Fme heke& ceW Skeâ efkeMes<e Øekeâej keâe ve=lÙe DeeÙeesefpele
efkeâÙee peelee nw, efpemes keâjcee ve=lÙe keâne peelee nw, pees
efkeâ ÚòeermeieÌ{ keâer meebmke=âeflekeâ henÛeeve nw~ henues henue
Ùen heke& efkeâmeer efkeMes<e pevepeeefleÙeeB mecegoeÙe lekeâ meerefcele
Lee, efkeâbleg Deye ÚòeermeieÌ{ kesâ ieesÌ[, cegC[e, keâceej,
keâbkej, efyebPekeej, efyejnesj, keâesjkee, yewiee, heb[es Deeefo
pevepeeefleÙeeW ceW Yeer ØeÛeefuele nw~ Ùen heke& ØecegKe ™he mes
keâjce oskelee keâes meceefhe&le nw~ Fme heke& ceW ieerle-mebieerle,
ve=lÙe kesâ hetke& keâjce oskelee keâer hetpee keâer peeleer nw~ Fme
heke& kesâ DeeÙeespeve kesâ heerÚs Deveskeâ keâneefveÙeeB Yeer ØeÛeefuele
nQ~ mebpeÙe Deuebie kesâ Devegmeej- ‘‘Ùen ceevee peelee nw
efkeâ yengle henues keâjcemesve veecekeâ jepee Lee, Gme hej
DeÛeevekeâ efkeheefŸe Dee ieF&~ jepee ves efnccele veneR nejer~
Gmeves Yeiekeeve mes ceVele ceeBieer Deewj Fmekesâ efueS Yeiekeeve
kesâ meeceves ve=lÙe efkeâÙee, ieerle ieeÙee~ Oeerjs-Oeerjs Gvekeâer
meejer mecemÙeeSB otj nes ieF&~ Gmeer meceÙe mes Gme ve=lÙe
Deewj ieerle keâes Gmeer jepee kesâ veece mes peevee ieÙee~’’19

meeLe ner Ùen heke& YeeF&-yenve kesâ Øeefle DeieeOe Øesce, mvesn
Skeb meÆekevee keâe Yeer Øeleerkeâ nw~ kegâBkeejer keâvÙee Skeb
ceefnueeSB Fme heke& keâes efkeefOekele ceveeleer nQ, efpemekesâ
meboYe& ceW mebpeÙe Deuebie efueKeles nQ- ‘‘Ùen heke& leerve
efoveeW lekeâ Ûeuelee nw, efpemeceW henues efove ceefnueeSB ke
kegâBkeejer ÙegkeefleÙeeB mebÙele keâjleer nQ, otmejs efove efvepe&uee
Ghekeeme efkeâÙee peelee nw~ Fmeer efove cegKÙe hetpee DeeÙeesefpele

nesleer nw~ Meece keâes DeeBieve ceW keâjce heewOes keâer [eueer
ieÌ[ekeâj heâue, heâtue Deeefo mes hetpee keâer peeleer nw~ Fme
oewjeve ceefnueeSB keâjce[eueer kesâ ÛeejeW Deesj Ietce-Ietce
keâj ieerle ieeleer nQ~ YeeF& Keerje ueskeâj yenveeW mes mekeeue
keâjles nQ efkeâ keâjcee heke& efkeâmekesâ efueS keâjleer nes? yenveW
pekeeye osleer nQ efkeâ YeeFÙeeW keâer cebieue keâecevee kesâ efueS~
yeeo ceW YeeF& Keerjs mes ceejlee nw~ leoghejeble ceefnueeSB
Deewj ÙegkeefleÙeeB heâueenej keâjleer nQ~ Deieues efove megyen
ceW keâjce keâer [eue keâes heesKej ceW efkemeefpe&le keâj efoÙee
peelee nw~ efkekeeefnle ceefnueeSB Deheves ceeÙekesâ ceW keâjcee
heke& keâes ceveeleer nQ~’’20

ßeæe-Yeeke mes heefjhetCe& kegâBkeejer keâvÙeeDeeW kesâ Éeje
keâjce oskelee kesâ veece mes peBkeeje yeesÙee peelee nw~ keâjce
ke=Ì#e keâer šnveer keâešves kesâ hetke& hetpee keâjles nQ~ Ghekeeme
meeOevee keâe heeueve keâjleer nQ~ oÙeejece Yeeveg kesâ Devegmeej-
‘‘ßeæeueg kegâBkeejer ueÌ[efkeâÙeeB Deheves Iej ceW iesntB, peew
(pkeej) yeesS jnles nQ~ Deheves meies mebyebefOeÙeeW, heÌ[esefmeÙeeW
keâes keâjcee kesâ efueS efveceb$eCe efoS jnles nQ~ keâcee& Glmeke
kesâ efove Deefkekeeefnle ueÌ[efkeâÙeeB-ueÌ[kesâ kegâÚ meceeveeW kesâ
meeLe keâjce ke=#e (keâueceer ke=#e) keâes efveceb$eCe osles nQ~
Meece keâes Gmeer keâjce ke=#e (keâueceer ke=#e) keâer Skeâ
šnveer keâes keâešles nQ, efpemes Ìpeceerve hej veneR efiejves efoÙee
peelee neLe ceW G"ekeâj jKee peelee nw~ keneR mes ceeboj-
cebpeerje yepeeles Deewj keâjcee ieerle ieeles ngS keâjce ke=#e
(keâueceer ke=#e) keâer šnveer keâes DeeBieve ceW ueekeâj ieeÌ[
efoÙee peelee nw~ Fme efove kegâBkeejer ueÌ[efkeâÙeeB keâjce
oskelee kesâ efueS Ghekeeme jKeleer nw, efheâj meYeer ›ele jKeer
ueÌ[efkeâÙeeB Deheves-Deheves Iej peBkeeje ueekeâj keâjce ke=#e
keâer šnveer kesâ meeceves jKeleer nw~ ieeBke kesâ ueesieeW Deewj
yewiee kesâ Deeves kesâ yeeo keâjce oskelee keâer hetpee keâer peeleer
nw~ keâjce oskelee keâer keâLee Yeer megveeF& peeleer nw, efpemekeâe
meejebMe DeÛÚs keâce& keâe heefjCeece DeÛÚe Deewj yegjs keâce&
keâe heefjCeece yegje neslee nw~’’21

Fme lejn keâer meeOeveeDeeW kesâ heâuemke™he keâjcee
ve=lÙe Skeb ieerle DeejbYe neslee nw~ ieerle keâer Meg™Deele
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mecemle oskeer-oskeleeDeeW kesâ megefcejve mes neslee nw~ jele Yej
keâjcee ieerle mebÛeeefuele jnlee nw~ megyen keâjce [ej Deewj
pekeeje keâes efkemeefpe&le keâjles nQ~ keâjce ieerle kesâ ceeOÙece
mes peerkeve kesâ efkeefkeOe ØemebieeW keâe GuuesKe efkeâÙee peelee
nw~ meeLe ner veF& heâmeue kesâ Øeefle MegYekeâeceveeDeeW keâe
mebosMe Yeer nw~ oÙeejece Ùeog kesâ Devegmeej- ‘‘keâjcee ieerle
keâer Meg™Deele Deheves kegâue oskeer-oskeleeDeeW kesâ meeLe meYeer
oskeer-oskeleeDeeW kesâ megcejveer keâjcee ieerle (Deekeenve) mes
Meg™ neslee nw~ peerkeve kesâ meYeer henuegDeeW, IešveeDeeW,
efjkeepe keâe yengle ner megboj ieerle kesâ ceeOÙece mes Deheves
Yeeke keâes kÙeòeâ efkeâÙee peelee nw~ Gme keâjce ke=#e) kesâ
ÛeejeW Deesj Ietce-Ietcekeâj jele Yej keâjcee ieerle iee-iee keâj
ve=lÙe efkeâÙee peelee nw Deewj megyen heeme kesâ ner efkeâmeer veoer
ceW keâjcee ieeles ngS keâjce [ej Deewj heâmeue Deeves keâer
KegMeer ceW ueesie veeÛe-iee keâj ceveeÙee peeves keeuee cegKÙe
Glmeke nw~’’22

keâjcee ieerle Deewj ve=lÙe ceeoj keâer Leehe hej ner
mebÛeeefuele neslee nw, efpeme peien hej Ùen keâeÙe&›eâce
DeeÙeesefpele neslee nw Gmes DeKeeÌ[e keâne peelee nw~ heg®<e
ceeoj yepeeles nQ Deewj ceefnueeSB Skeâ-otmejs keâe neLe
hekeâÌ[ keâj ieerle ieeleer ngF& ve=lÙe keâjleer nQ~ mebpeÙe
Deuebie kesâ Devegmeej- ‘‘keâjcee ieerle ieeles keòeâ ceeoj
yepeeÙee peelee nw~ ceeoj megvekeâj ieeBke kesâ meYeer ueesie
oewÌ[keâj Ûeues Deeles nQ, veeÛeves ueieles nQ~ keâjcee ieerle
Deewj ve=lÙe efpeme mLeeve hej neslee nw Gmes DebKeje (DeKeeÌ[e)
keânles nQ~ Ùen ve=lÙe jele Yej Ûeuelee nw~ heg®<e ceeoj
yepeeles ngS ve=lÙe keâjles nQ~ efm$eÙeeB keâleej ceW Skeâ-otmejs
keâe neLe hekeâÌ[ keâj Ùee keâcej ceW neLe [euekeâj Pegkeâ-
Pegkeâ keâj veeÛeleer nQ~ peye ceefnueeSB ieeleer Deewj ve=lÙe
keâjles ngS Deeies yeÌ{leer nQ lees heg®<e ceeoj yepeeles ngS
heerÚs nšles nQ~ peye heg®<e ceeoj yepeeles ieeles Deewj
Pegkeâ-Pegkeâ keâj ve=lÙe keâjles Deeies yeÌ{les nQ, leye ceefnueeSB
heerÚs nšleer nQ~ Fme ›eâce keâes heeueer Kesuevee keânles nQ~
kegâBkeejer ueÌ[efkeâÙeeB efmej Keguee jKeleer nQ Deewj efkekeeefnleeSB
efmej {Bkeâ keâj ve=lÙe keâjleer nQ~’’23 meej MeyoeW ceW keânW

lees keâjcee heke& ÚòeermeieÌ{ keâe ueeskeâ-heke& Skeb ueeskeâ-
ieerle Deewj ve=lÙe nw, efpemekeâe GösMÙe ceveesjbpeve kesâ meeLe
ner keâce& ØeOeeve mebosMe osvee nw~

� Úsjlee heke& :

Fme heke& keâes hetme hetefCe&cee kesâ efove efkeMes<ekeâj
Deeefokeemeer mecegoeÙe ‘ieesÌ[’ pevepeeefle kesâ ueesie ceveeles
nQ~ Fme heke& ceW efkeMes<ekeâj yeÛÛes Iej-Iej peekeâj ‘Oeeve’
keâe oeve ceeBieles nQ~ ke=â<ekeâ- meceepe Fme efove Deheves
yenerKeeles keâe efnmeeye-efkeâleeye keâjlee nw~ Úsjlee heke& kesâ
cenlke kesâ meboYe& ceW mebpeÙe Deuebie efueKeles nQ- ‘‘Úsjlee
ÚòeermeieÌ{ keâe mLeeveerÙe lÙeesnej nw~ Úsjlee keâe DeLe&
‘Oejleer’~ Fme lÙeesnej keâes pevepeeleerÙe mecegoeÙe kesâ ueesie
efkeMes<ekeâj ieesÌ[ Deeefokeemeer ceveeles nQ~ Ùen lÙeesnej hetme
ceeme kesâ Debeflece efokeme DeLee&led hetme hetefCe&cee keâes ceveeÙee
peelee nw~ Fme efove hegjeves yenerKeeleeW keâes yebo keâj veS
yenerKeeles yeveeS peeles nQ~ ke=â<ekeâ Fmeer efove uesKee Deewj
efnmeeye-efkeâleeye keâe yeboesyemle keâjleme nw~ yeÛÛes šesefueÙeeW
ceW Iej-Iej peekeâj ieerle ieeles nQ~ Ùen ØeÛeefuele yeesueer
‘Úsj Úsjlee keâes"er kesâ Oeeve nsj ueefjkeâe’ yeesueles nQ Deewj
cegªer Yej Deveepe ceeBieles nQ~’’24 ÚòeermeieÌ{ kesâ cewoeveer
Yeeie ceW Fmes Úsj-Úsje heke& Deewj yemlej mebYeeie efkeMes<ekeâj
Deeefokeemeer ieesÌ[ meceepe ceW Fmes ‘Úsjlee heke&’ keâne
peelee nw~

� ieeWÛee heke&/yemlej oMenje :

mebhetCe& Yeejleke<e& ceW oMenje heke& ceeB ogiee& keâer
Øeeflecee efkemepe&ve Skeb jeceueeruee PeeBkeâer kesâ meeLe jekeCe-
keOe keâjkesâ meceeheve keâer peeleer nw~ Fmes hetjs osMe kesâ
Yeerlej Skeâ lejn mes efkepeÙe-heke& kesâ ™he ceW ceveeÙee
peelee nw, efkeâbleg yemlej DebÛeue keâe oMenje heke& ceeB
oblesÕejer kesâ Øeefle DeemLee Skeb mecehe&Ce keâe heke& nw~ Ùen
heke& ØecegKe ™he mes 75 efoveeW lekeâ Ûeuelee nw ßeekeCe
DeceekemÙee mes DeefÕeve Megkeäue $eÙeesoMeer lekeâ~

Fme heke& kesâ DeeÙeespeve kesâ heerÚs Skeâ peveßegefle Ùen
nw efkeâ keâekeâleerÙe kebMe kesâ jepee Yewjepeoske kesâ heg$e
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heg®<eesŸece oske Skeâ yeej peieVeeLe Oeece lekeâ heoÙee$ee
keâjkesâ keneR cebefoj ceW meew mkeCe& cegõeSB Skeb DevÙe meece«eer
Deefhe&le efkeâS lelheMÛeeled hegpeejer keâes Yeiekeeve peieVeeLe
keâe mkehve DeeÙee efkeâ jepee heg®<eesŸece oske keâes jLeheefle
Ieesef<ele efkeâÙee peeS~ peye jepee heg®<eesŸece oske hegjer Oeece
mes keeheme yemlej DeeS leYeer mes oMenje heke& ceW jLe
Ûeueeves keâer hejbheje Meg™ ngF&~ ‘‘oMenje heke& keâe ØeejbYe
hee" pee$ee kesâ ™he ceW njsueer DeceekemÙee mes neslee nw~
oMenje kesâ ØeLece efove ceeB oblesÕejer keâes ceefn<eemegj ™he
YeQmee DeLekee yekeâjs keâer yeefue oskeâj heke& keâe MegYeejbYe
efkeâÙee peelee nw~’’25 Fme heke& ceW ØecegKe jmce lesjn efove
keâer nesleer nw, efpemekesâ Debleie&le heeš pee$ee, keâeefÚve
ieeoer, peesieer efye"evee, jLe heefj›eâcee, peesieer G"evee,
ceekeueer hejIeeke, Yeerlej jQveer, yeenj jwveer, cegefjÙee ojyeej
Deewj DeesneÌ[er nw~ yemlej oMenje ceW ueesie leghekeâer keeÅe-
Ùeb$e yepeeles nQ~

Ùen heke& GÌ[ermee peieVeeLe-Ùee$ee kesâ lepe& hej ner
yemlej kesâ peieouehegj Menj ceW DeeÙeesefpele neslee nw~ kele&ceeve
efmLeefle ceW yemlej keâe Ùen oMenje heke& je<š^erÙe mlej hej
KÙeeefle Øeehle nw~ Fme heke& kesâ DeeÙeespeve hej ve kesâkeue
yemlej DebÛeue Deefheleg hetje ÚòeermeieÌ{ jepÙe ieewjkeeefvkele
nw~ Fme heke& keâes osKeves kesâ efueS otmejs jepÙe mes Yeer ueesie
Deeles nQ~ n<e& Deewj Guueeme keâe Ùen heke& mecetÛes yemlej
DebÛeue keâe efkeMes<e lÙeesnej Skeb henÛeeve nw~

cetuÙebeefkeâle MeyoeW ceW keânW lees ÚòeermeieÌ{ Skeâ
Ssmee jepÙe nw, efpemeceW 42 Øekeâej keâer pevepeeefleÙeeB efvekeemejle
nQ, efpemekeâer 161 Ghemecetn nw~ jepÙe keâer pevemebKÙee
keâe ueieYeie 30.62 : pevepeeefleÙeeB nQ~ Gvekeâer Deheveer
yeesueer-Yee<ee, kesMeYet<ee, peerkeve-Mewueer, meebmke=âeflekeâ heefjkesMe
nw leLee ØelÙeskeâ pevepeeefleÙeeW kesâ Deheves oskeer-oskelee,
heke&hejkeâ hetpeve mebmkeâej nw, efpemes efkeefOekele DeeÙeesefpele
keâjles nQ, efpemeceW Gvekeâer hetCe& DeemLee, efkeÕeeme, ßeæe
pewmes Yeeke meceeefnle nQ, pees meeceevÙe peve-mecegoeÙe kesâ
ueesieeW Skeb Gvekeâer hetpee-heæefle mes efYeVe nw~ Skeâ lejn
mes keânW lees ÚòeermeieÌ{ keâes osMe keâer meebmke=âeflekeâ hešue

hej mLeeefhele keâjves ceW pevepeeleerÙe meceepe Skeb ueeskeâ-
mebmke=âefle keâer Yetefcekeâe cenlkehetCe& nw~

meboYe&-metÛeer :

1. ØeOeeve, DeMeeskeâ Skeb kecee&, Mewuesvõ kegâceej, mece«e

ÚòeermeieÌ{. ÚòeermeieÌ{ jepÙe efnboer «ebLe Dekeâeoceer, 218,
he=Ê-487.

2. kener, he=Ê-487.

3. kener, he=Ê-487.

4. kener, he=Ê-487.

5. Decejesefnle, ieerlesMe kegâceej. ÚòeermeieÌ{ keâuee Sbke mebmke=âefle.
efYeueeF& : mejmkeleer yegkeäme, 2021, he=Ê-249.

6. kener, he=Ê-250.

7. kener, he=Ê-251.

8. ueeuee peieouehegjer. yemlej: Fefleneme Skeb mebmke=âefle,
Yeesheeue : ceOÙeØeosMe efnboer «ebLe Dekeâeoceer, 2007,
he=Ê-112-113.

9. Decejesefnle, ieerlesMe kegâceej. ÚòeermeieÌ{ keâuee Sbke mebmke=âefle.
efYeueeF&: mejmkeleer yegkeäme, 2021, he=Ê-249.

10. oef#eCe keâesmeue šg[s - yemlej keâer meecetefnkeâ hetpee heæefle
keâkeâmeeÌ[, 11 DeØewue 2021.

11. kener/- yemlej keâer meecetefnkeâ hetpee heæefle keâkeâmeeÌ[,
11 DeØewue 2021

12. yeIesue, keâ™CesMe efmebn. yemlej keâer mebmke=âefle ceW ueeskeâ
ve=lÙe keâer hejcheje, MeesOe-ØeyebOe, Fbefoje keâuee mebieerle
efkeÕeefkeÅeeueÙe, KewjeieÌ{, 2006, he=Ê-34.

13. ef$ehee"er, mebpeÙe Skeb Ûebove ef$ehee"er, ÚòeermeieÌ{ ke=no
meboYe&, Deeieje : Ghekeâej ØekeâeMeve, he=Ê-368.

14. hee$e, YeeiesÕej, yemlej ueeskeâpeerkeve keâe ØeLece heke& DeBcetme
eflenej. oC[keâejCÙe ohe&Ce, 28 pegueeF& 2022.

15. kener/- oC[keâejCÙe ohe&Ce, 28 pegueeF& 2022.

16. kener/- oC[keâejCÙe ohe&Ce, 28 pegueeF& 2022.

17. Decejesefnle, ieerlesMe kegâceej, ÚòeermeieÌ{ keâuee Sbke mebmke=âefle.
efYeueeF&: mejmkeleer yegkeäme, 2021, he=. 250-251.



64
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

18. Deuebie, mebpeÙe Skeb megefcelee Deuebie, ÚòeermeieÌ{ : lÙeewnej
Deewj Glmeke. Fueeneyeeo: Glmeke ceeveme heefyuekesâMebme,
2016, he=Ê-36.

19. kener, he=Ê-37.

20. kener, he=Ê-37-38.

21. oef#eCe keâesmeue šg[s - keâjce[ej hejye : keâjcee, 21
vekebyej, 2020.

22. kener/- keâjce[ej hejye : keâjcee, 21 vekebyej, 2020.

23. Deuebie, mebpeÙe Skeb megefcelee Deuebie, ÚòeermeieÌ{ : lÙeewnej
Deewj Glmeke. Fueeneyeeo: Glmeke ceeveme heefyuekesâMebme,
2016, he=Ê-38-39.

24. kener; 21.

25. ef$ehee"er, mebpeÙe Skeb Ûebove ef$ehee"er. ÚòeermeieÌ{ ke=no
meboYe&, Deeieje : Ghekeâej ØekeâeMeve, he=Ê-366.

mee#eelkeâej :

� [e@Ê DeejÊ kesâÊ heeC[sÙe : meble ieg® Ieemeeroeme MeemekeâerÙe
mveelekeâesŸej ceneefkeÅeeueÙe, kegâ™o, efpeuee-Oecelejer (Ú.ie.).
efke<eÙe: ÚòeermeieÌ{ keâe ueeskeâ peerkeve, 15 pevekejer,
2024.

� [e@Ê jepeve Ùeeoke : Fbefoje keâuee mebieerle efkeÕeefkeÅeeueÙe,
KewjeieÌ{, efke<eÙe: ÚòeermeieÌ{ keâe ØecegKe ueeskeâ heke&, 25
pevekejer, 2024.

� [e@Ê DeefKeuesMe ef$ehee"er : yemlej ueeskeâ peerkeve Skeb
ØecegKe heke&, 20 pevekejer, 2024.



65
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

A Rare Varna in The Raga Kedaragoula Set

to Misra Jathi Jhampa (Two Kala) by

Rudrapatnam Venkittaramayya – An Outlook
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Abstract :

Rudrapatnam Venkittarammayya, A well-known composer of varnas and other
compositions, has kept a unique place in the sphere of Carnatic Music. He was very
experimental in composing compositions and varnas in rare talas. He has composed
varnas in rare talas, like Sarasijakshi in Nayaki raga, Khanta Jathi Triputa tala, and
Viriboni, Kedaragoula raga, Misrajathi Jhampa tala. It reveals his mastery in handling
such intricate talas. It is not an easy task to compose compositions and set to such
complex structured talas without losing its melodical entity. In this wonderful varna,
viriboni, he dexterously portrayed the very essence of the raga kedaragoula in its real
sense. He has incorporated some very rare melodic variations in kedaragoula, which
are not often found in other compositions of kedaragoula. Through this varna, the
composer tries to maintain a balanced melodic equilibrium between middle and upper
octave. Panchama svara comes as nyasa at many times instead of Rishabha. This
gives a special charm and beauty to kedaragoula. He adopted Dharmapuri as mudra
for his compositions as he was an ardent devotee of God Manjunathesvara of
Dharmasthala, near Mangaluru, Karnataka.

Keywords :

Viriboni, Khanta jathi triputa, Misra jathi jhamba, Kedaragoula, Varna.

Method of Study : Analytical method
is employed for this study.

An Introduction to Raga Kedaragoula :

Raga Kedaragoula is a Major Janya
raga in Carnatic Music. It is a raga which
is capable of producing dual emotions or

rasa such as Veera (courage) and karuna
(sorrow). A traditional raga having an
asymmetric nature is considered as the
basic raga of kathakali music. In old trea-
tises, raga kedaragoula has been described
as the mela having 7 notes. In Svaramela-
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kalanidhi of Ramamatya has described
this raga as mela having kakali nishada
which would correspond to the present
Dheerasankarabharanam. Ragatalatcin-
thamani- written by of Poluri Govindakavi
also gives the same description on kedara-
goula. Ragasudha of Govinda Dikshitha
also describes kedaragoula as mela but
suggests kaisiki nishada instead of kakali
nishada. All the treatises that mention
kedaragoula as a mela also mention a raga
in the same name as a janya under the
mela, which suggests a mela is considered
to be different from a raga. Chaturdanti-
prakashika of Venkatamaghi written
during the early part of the 17th century is
the first treatise to describe kedaragoula
as a janya raga. He describes kedaragoula
is the janya of mela kamboji, which would
suggest the 28th melakartha of present day
Harikamboji. The 18th century treatises
namely Ragalashana of Muddu Venkita-
makhi and Sangrahachudamani describe
kedaragoula as almost similar to the present-
day form. According to these treatises, keda-
ragoula is an oudava sampoorna raga. All
types of musical forms starting from varna
to Kriti are shining as the ample source of
its melodic majesty. Though this raga falls
under the group of major janya, it enjoys
the wide scope for expansion. Kedaragoula
is very similar to ancient Tamil pann Gan-
dhara Panchama. Harikedaragoula is similar
to Harikamboji in Asampoorna system
followed by Dikshithar. Kedaragoula is an
Oudava Sampoorna raga having the typical
aesthetic features. This raga appeals equally
to listeners in vilamba and madhyama kala.
Rishabha itself can exude the ragabhava
to some extent, when it is rendered as nyasa
swara, the gamaga is originated from Gan-
gadhara. This peculiarity is the hallmark

of kedaragoula. The elongated rendering
of rishabha alone is the awesome beauty
of kedaragoula.

 This raga shines more in upper sthayi
wherein rishabha plays a vital role in
producing the ragabhava in its real sense.
Delineation of raga is mostly focus on
rishabha and Panchama. Panchama and
Rishabha are the most appealing nyasa
swaras in kedaragoula. This raga is rich
in aesthetic appeal and is very closely
allied to raga surutty. Though gandhara is
having less importance in kedaragoula, the
relationship between gandhara and rishabha
is interwoven. The perfect blend of gandhara
and rishabha are the noteworthy feature
of kedaragoula by which the raga itself is
elevated into such a melodic height. This
raga shines as a gigantic figure in the realm
of kalpitha sangitha as well as manodharma
Sangita. Though kedragoula is considered
a Gamakavariga raga, sometime, key notes
like madhyama, rishabha are rendered as
plain notes. This dual identity itself is the
unique feature of this raga. Madhyama,
when it is rendered along with Panchama
is having more charm due to its elongated
rendering. Rishabha in kedaragoula has a
special melodic beauty due to its own maje-
stic identity. Nishada is also plays a vital
role in bringing the uniqueness of this raga.

The phrase like M G S., R M G S….
add beauty and charm to this raga. Many
compositions in kedaragoula used to start
from the notes rishabha and panchama.
Some compositions are commenced from
upper shadja. Viriboni, an excellent varna
in kedaragoula starts in panchama. This
is a rare feature which is not often seen
in other compositions. N S R MGS….

~ ~



67
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

NSR…S…. these upper sthayi prayogas
are more pleasing melodies in kedaragoula.
The melodic equilibrium between lower
and upper sthayi give a special charm to
kedaragoula. The excellent padam com-
posed by kshetrayya “bamaro” is a typical
one having this melodic combination of
two sthayis. It starts like…. PMPNS…R
….…RPMGR……. In Tulasi bilva, a

composition by Tyagaraja, we can find the
mellifluous combination of melody between
lower and upper sthayis. In Saragunapa-
limpa, composition by Ramanathapuram
Srinivasa Iyengar, is having the rich variety
of melodic and rhythmical embellishments.
All these compositions stand as unsurpa-
ssed in the sphere of kalpitha sangitha with
its own overwhelming fragrance.

Varna Notation :
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Musical Analysis of the Varna – Viriboni

– Misra jhampa :

The first two lines of the Pallavi are
confined to madhyasthayi alone. There is
a perfect melodic blending of Madhya and
manthra sthayi phrases. Eg…M G R M
P…. S N D P P N S R. R R G R is a rare
parayoga in kedaragoula. These mandra,
maddhya sthayi combination is an elegant
beauty of kedaragoula. In chittaswara we
can find an excellent jathi pattern of 8
(5+3) p…D P M G R, M, M, M P M GR,
etc. (.Dhee.m Takitataka). The chittaswara
is full of these types of excellent melodic
rhythmic groupings. The composer intents
to project the importance of nyasa swaras
like R M P through which raga bhava are
being outflowed in a great manner.

In Charanam there is an excellent grou-
ping of Chaturasra phrases, which stands
as a unique melodic extravaganza having
the Panchama svara as nyasa. For eg: S.
S. NDPMP. MPND, DPMG, NSRMP....
Raga kedaragoula, when it is rendered in
upper sthayi with an amazing elongation
of rishabha gives or produces veera rasa
(courage) with majestic grandeur. Whereas
in lower sthayi or octave, it feels like shanta
rasa or peacefulness free from all distur-
bances. This is a rare feature of ragas regar-
ding its emotional entity. The melodic
nature of microtones which stands as

unparalleled in each raga with its own cha-
rismatic power are the ever-green beauty
of Indian Music. In this varna we can find
a judicious combination of Panchama
svara as nyasa in the Pallavi and charanam.
For eg. P….M…. MGRMP …., in
charanam, S…. S…. ND PDP……, these
two melodic groupings are typical as its
intents to project Panchama svara and its
supremacy in middle octave. In this varna
some prayogas or variations are really
challenging for musicians as it is having
some complex combinations. The musician
ought to have a thorough knowledge about
the patterns and combinations of phrases
in this raga. For eg: In first charana svara,
S……N…..D…..P…., This nishada is
having more oscillation and elongation
needs to be handled very carefully. Other-
wise, the raga bhava itself may get spoiled.
Th combination of Nishada and Dhaivatha
are really awesome. All these types of
combinations are perfectly metered.

Conclusion :

Through this enchanting composition,
the composer tries to brings out the elegant
beauty of raga kedaragoula in a unique
way. The composer intends to trace out
the essence of kedaragoula in lower, middle
and higher octave with appropriate melodic
phrases. Pallavi, Anupallavi, Chittasvara
and charana are having remarkable verities
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of kedaragoula raga sancharas. The
composer skillfully employed rhythmical
embellishments which is melodically
blended with svaras. It is not an easy task
to employ such rhythmic variations in tala
like misrsa jhampa. The majestic beauty
of Chaturasra nada is portrayed mellifluo-
usly. The medium tempo is most suitable
for this varna. With all these powerful
melodic and rhythmical varieties, this
varna shines as an ever-green gem in the
horizon of Musical compositions.
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efnvoer ieÌpeueeW ceW ueeskeâ meebmke=âeflekeâ lelkeeW kesâ efve™heCe keâer
efoMee Skeb oMee

[e@Ê iepesvõ YeejÉepe
meneÙekeâ ØeeÛeeÙe& (efnboer)

ceejkeeÌ[er ceneefkeÅeeueÙe, (ueefuele veejeÙeCe
efceefLeuee efkeÕeefkeÅeeueÙe), ojYebiee, efyenej

MeesOe-meejebMe :

Øesefcekeâe kesâ meewvoÙe& keâer ØeMebmee ceW, mecetÛes Øesce-kÙeeheej kesâ oewjeve ÛeewkeâÌ[er Yejles efnjCe keâer lejn keâueelcekeâ
yegveekeš mes Yejs ngS keâmeeros heÌ{ves kesâ keâejCe ‘ÌieÌpeue’ keâer meb%ee mes efkeYetef<ele Ùen keâekÙe-efkeOee Dejyeer-heâejmeer
mebmkeâejeW keâes ueskeâj Deheveer efpeme meeefneflÙekeâ Ùee$ee keâes ØeejbYe keâjleer nw, ken Deeefokeâeueerve Deceerj Kegmejes keâer
efnbokeer, keâyeerjoeme keâer meOegkeäkeâÌ[er, ceerjeyeeF& keâer jepemLeeveer, ceerj lekeâer ceerj keâer jsÌKlee, hÙeejsueeue Meeskeâer keâer
efnbogmleeveer, efceÌpee& Ìieeefueye keâer Go&t mes nesleer ngF& GVeermekeeR Meleeyoer ceW KeÌ[er yeesueer efnboer kesâ Yeejlesvog nefjMÛebõ keâer
Yeefòeâ, Fkeâyeeue, jeceØemeeo efyeefmceue Deewj DeMÌHeâeÌkeâ Guuee KeeB kesâ osMeØesce, Mekeâerue yeoeÙetBveer mes efpeboieer keâer
jbieerefveÙele, ÌHeâwpe Denceo ÌHeâwpe mes jesceeefveÙele Deewj meeefnj uegefOeÙeevekeer mes Ìiece keâer leemeerj ueskeâj og<Ùeble kegâceej,
MeceMesj Deewj ieesheeueoeme ‘veerjpe’ pewmes ieÌpeuekeâejeW lekeâ Deeles-Deeles peeves efkeâleves heÌ[ekeeW mes iegpejleer ngF&
meeceeefpekeâ, meebmke=âeflekeâ, jepeveereflekeâ, DeeefLe&keâ Deeefo ceesÛeeX hej G" jner DeekeepeeW keâes mecesškeâj Deece Deeoceer keâer
Yeeke-mebkesovee Deewj peerkeve keâes Øeefleefyeefcyele keâjves ceW meheâuelee Øeehle keâjleer nw~

nce osKeles nQ efkeâ yeermekeeR Meleeyoer mes ner efnboer ÌieÌpeueeW ceW peerkeve kesâ meb$eeme, meebØeoeefÙekeâlee, meòee, Mees<eCe,
Demeceevelee, DehejeOeke=efòe, iejeryeer, cenBieeF&, YeÇ<šeÛeej, heÙee&kejCe Deeefo keâe efÛe$eCe DeejbYe nes ieÙee Lee pees Deoce
ieeW[Jeer, jece cesßeece, efkeveÙe efceße, %eeve ØekeâeMe efkekeskeâ, jecekegâceej ke=â<ekeâ, keefMe… Devethe, jesefnleeÕe DemLeevee,
oskesvõ DeeÙe& Deeefo keâer ieÌpeueeW lekeâ Devekejled peejer jnlee nw~ keneR penerj kegâjwMeer pewmes ieÌpeuekeâejeW keâer ÌieÌpeueeW ceW
ieeBke-Iej mes pegÌ[s Kesle-Keefueneve, heâmeueeW keâer yegDeeF&-keâšeF&, kegâBDej yesÛewve pewmes ÌieÌpeuekeâejeW keâer ÌieÌpeueeW ceW ueeskeâ
ØeleerkeâeW, ueeskeâeÛeejeW, leerpe-lÙeesnejeW, kem$eeYet<eCe pewmes ueeskeâ meebmke=âeflekeâ lelkeeW keâer GheefmLeefle Yeer heefjueef#ele nesleer
nw~ nceejs ke=âef<e ØeOeeve osMe ceW Deece Deeoceer keâe mecetÛee leeveeyeevee Gmekesâ ueeskeâ peerkeve kesâ meehes#e ieefleceeve jnlee
nw~ efpemeceW Gmekesâ ueeskeâ kÙekenej, ueeskeâeveg…eve, ueeskeâ efkeÕeeme, ueeskeâ meeefnlÙe, ef›eâÙee-kÙeeheej, ueeskeâ hekee&slmeke,
ceveesjbpeve, efkeâmmes-keâneveer, keânekeleW, keâuee-mebieerle, ceevÙeleeSB-hejbhejeSB Deeefo meefcceefuele jnles nQ, efnboer ieÌpeuekeâejeW
ves Fme ueeskeâpeerkeve keâes keâF& DebMeeW keâes Deheves keâLÙe keâe efke<eÙe yeveekeâj Øemlegle efkeâÙee nw~ FvneR leLÙeeW kesâ Deeueeskeâ
ceW Øemlegle MeesOehe$e efnboer ieÌpeueeW ceW ueeskeâ meebmke=âeflekeâ lelkeeW kesâ efve™heCe keâer efoMee Skeb oMee kesâ DeOÙeÙeve-
efkeMues<eCe keâes Øemlegle keâjlee nw~
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Øemleekevee :

Ssefleneefmekeâ Âef<š mes cetuÙeebkeâve keâjves hej %eele
neslee nw efkeâ Ûeej-heeBÛe Mesj kesâ leMyeerye mes DeejbYe nesves
keeues keâmeeroeW keâes heâejmeer MeeÙej ‘jesokeâer’ ves mecetÛes
F&jeve ceW henÛeeve efoueeF&~ Fve ieÌpeueeW keâer cetue Øeke=âefle
kemue, efheâjeÌkeâ, FMÌkeâ, FMleÙeeÌkeâ, nmejle Deewj keâÙeeme
DeLee&led efceueve, efkejn, Øesce, Ûeenle, keâecevee, DeeMee,
efvejeMee mes Yejs keâesceue YeekeeW kesâ efyecye Skeb ØeleerkeâeW mes
efve™efhele efkeØeuebYe ëe=bieej Ùee meewvoÙe& keCe&ve Yeues ner nes
hej efnboer #es$e ceW Deeles-Deeles meeefnlÙe keâer Fme efkeOee keâe
efceÌpeepe hetjer lejn yeoue peelee nw Deewj Ùen Go&t, efnboer,
yebieeueer, jepemLeeveer, ceje"er Deeefo Yee<ee-mebmke=âefle kesâ
ØeYeeke mes efyeukegâue veÙeer jbiele ceW YeejleerÙe heefjOeeve
henvekeâj GheefmLele nesleer nw~ efnbogmleeveer ÌieÌpeue ceW Deceerj
Kegmejes kesâ megKeveeW keeueer Deoekele, keâyeerj keâer ÌHeâkeâerjer,
ceerjeyeeF& keâe efkejn, Ìieeefueye keâe oMe&ve, yeneogjMeen
ÌpeÌHeâj keâer kelevehejmleer keâer leemeerj Dee ieF& lees GmeceW
DeÌKeueekeâ ceesncceo Keeve ‘MenjÙeej’ keâe efÛebleve, yeMeerue-
yeõ keâer meheešyeÙeeveer, efveoe ÌHeâepeueer keâer yesÛewveer Deewj
kemeerce yejsuekeer ‘Ìpeeefno nmeve’ keâe ueeskeâlelke Yeer meceeefnle
neslee Ûeuee ieÙee, efpemekesâ keâejCe efnboer ÌieÌpeue meeefnlÙe

Flevee DeefOekeâ mece=æ ngDee efkeâ MeeÙeo ner peerkeve keâe
keâesF& Debie nes, efpemekeâe Øeefleefyecye efnboer ÌieÌpeue ceW
efoKeeF& ve oslee nes~ ueeskeâpeerkeve keâe Ùener efkekeâeme
hejkeleer& Ùegie keâer ÌieÌpeueeW ceW kegâBDej yesÛewve, penerj kegâjwMeer,
yeuekeerj efmebn ‘jbie’, yeuueer efmebn Ûeercee, DeMeeskeâ Debpegce,
ueeuee Yeiekeeve oerve, DeefÕeveerkegâceej heeC[sÙe, hÙeejsueeue
Meewkeâer pewmes ieÌpeuekeâejeW keâer ieÌpeueeW ceW efceuelee nw~ Fve
ÌieÌpeuekeâejeW ves «eeceerCe ueeskeâ peerkeve keâer ceevÙeleeDeeW,
hejbhejeDeeW, jerefleefjkeepe, mebmkeâej-mebmke=âefle Deeefo kesâ Øeleerkeâ,
efyecye, efceLekeâ Deewj meboYe& G"ekeâj meeceeefpekeâ, DeeefLe&keâ,
jepeveweflekeâ, ceveeskew%eeefvekeâ, meebmke=âeflekeâ øemebieeW kesâ jbie
ceW jbieles ngS Deheveer ÌieÌpeueeW keâer kewÛeeefjkeâer keâes mece=æ
efkeâÙee nw~

penerj kegâjwMeer kesâ ÌieÌpeue meb«eneW ‘oesneW mes oesne-
ÌieÌpeueeW lekeâ’, ‘efvekeâuee ve efoefikepeÙe keâes efmekeâboj’,
‘yeesuelee nw yeerpe Yeer’, ‘jemleeW mes jemles efvekeâues’,
‘efpeboieer mes yeÌ[e efpeboieer keâe mecej’, ‘YeerÌ[ ceW meyemes
Deueie’, ‘hesÌ[ levekeâj Yeer veneR štše’, ‘ÛeeBoveer keâe
ogKe’ Skeb kegâBDej yesÛewve keâer ‘cenekej FblepeejeW keâe’,
‘MeeefceÙeeves keâeBÛe kesâ’, ‘oerkeejeW hej omlekeâ’ Deeefo ceW

GheueyOe meeefnlÙe : ÌieÌpeue meb«en- kegâBDej yesÛewve- ‘MeeefceÙeeves keâeBÛe kesâ’ (1983), ‘cenekej FblepeejeW keâe’
(1983), ‘jefmmeÙeeB heeveer keâer’ (1987), ‘helLej keâer yeeBmegjer’ (1990), ‘oerkeejeW hej omlekeâ’ (1991), ‘veeke
yevelee ngDee keâeiepe’ (1994), ‘Deeie hej keâboerue’ (1995), penerj kegâjwMeer - ‘uesKeveer kesâ mkehve’ (1975), ‘Skeâ
štkeâÌ[e Oethe’ (1979), ‘ÛeeBoveer keâe og:Ke’ (1986), ‘meceboj yÙeenves DeeÙee veneR nw’ (1992), ‘YeerÌ[ ceW meyemes
Deueie’ (2003), ‘hesÌ[ leve keâj Yeer veneR štše’ (2010), ‘yeesuelee nw yeerpe Yeer’ (2014), ‘efvekeâuee ve efoefikepeÙe
keâes efmekeâboj’ (2016), ‘jemleeW mes jemles efvekeâues’ (2017), ‘efpevoieer mes yeÌ[e efpevoieer keâe mecej’ (2019), ‘oesneW
mes oesne-ÌieÌpeueeW lekeâ’ (2019); «ebLe - ‘Yeejlesvog «ebLeekeueer Yeeie-2 (yeÇpejlve oeme, mebheeokeâ, 1953), ‘efnboer
ÌieÌpeue kesâ efkeefkeOe DeeÙeece’ ([e@.mejoej cegpeekej, 1993), ‘efnboer ÌieÌpeue keâe heefjØes#Ùe’ (keefMe… Devethe, 2018);
heef$ekeâeSB- Deheveer ceešer; Fbšjvesš- keâefkelee keâesMe, meeefnlÙe efkeceMe&, jsÌKlee~

MeesOe ØeefkeefOe : Øemlegle MeesOehe$e uesKeve nsleg leLÙeeKÙeeve efkeMues<eCeelcekeâ MeesOe ØeefkeefOe keâes DeeOeej yeveeÙee
ieÙee nw~

mebkesâlee#ej :

ÌieÌpeue, Mesj, ueeskeâ-mebmke=âefle, ke=âef<e, ueeskeâØeleerkeâ, ueeskeâefceLekeâ~
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mebkeâefuele ieÌpeueeW ceW Fve ueeskeâ jbieeW keâes osKee pee
mekeâlee nw~ Fve ÌieÌpeueeW ceW keâYeer Ùes YeejleerÙe «eeceerCe
Skeb ueeskeâ mebmke=âefle kesâ cenlke keâe jsKeebkeâve keâjles ngS
Gmekeâer menkeâeefjlee, meePes keâer mebmke=âefle Deewj efceuevemeeefjlee
kesâ mebj#eCe kesâ efueS efÛebleelegj efoKeeF& osles nQ lees keâYeer
veiejerÙe meYÙelee Deesj heeMÛeelÙe mebmke=âefle kesâ ØeYeeke mes
nesves keeues yeoueekeeW keâer Deesj mebkesâle keâjles ngS meebmke=âeflekeâ
meb›eâceCe kesâ og<ØeYeekeeW mes meekeOeeve keâjles veÌpej Deeles
nQ~ keesš yeQkeâ keâer jepeveerefle, meebØeoeefÙekeâlee, yesjespeieejer
Deewj hetBpeerkeeo kesâ yeÌ{les ØeYeeke keâe peveceeveme keâer
heerefÌ{ÙeeW hej heÌ[ves keeues ØeYeekeeW kesâ Øeefle Ûeslevee peeie=le
keâjles Ùes ieÌpeuekeâej keâer keâesceue keeCeer keâes leerKes mkejeW
kesâ veeo mes Yej osves mes Yeer veneR Ûetkeâles~ Deefve®æ
efmevne keâer ÌieÌpeue ‘YetKe os Ùee hÙeeme os Ùee ceewle os,
ieeBke keâer efceóer cesjer lekeâoerj nw’, efkeveÙe efceße keâer
‘Menj keâer Fme YeerÌ[ ceW Ûeue lees jne nBt, Ìpensve ceW ieeBke
keâe vekeäMee jKee nw, ieefjcee mekeämesvee keâer ‘ieeBke keâer Yeer
DeeoleeW ceW Deye Menj yemeves ueiee, ieeBke ceW Yeer efoue
og:Keevee Deece cebpej nes ieÙee’, Øesce efkeâjCe keâer ÌieÌpeue
‘Deye kesâ ceeÙetme ner ueewše nw efKeueewves keeuee, Skeâ
yeÛÛee ve efceuee ieeBke ceW jesves keeuee’ Deeefo Ùener efmeæ
keâjleer nQ~

efkeceMe& :

yeoueles ueeskeâ peerkeve keâer efkemebieefleÙeeW Deewj efkeõtheleeDeeW
mes peefvele efkekeâejeW Deewj efke<eceleeDeeW keâes DeefYekÙeòeâ
keâjles ngS DeeOegefvekeâ Ùegie keâer efnboer ÌieÌpeue efpeleveer ØeewÌ{
nesleer pee jner nw Gmekeâer meeLe&keâlee keâer oj Yeer Gleveer ner
DeefOekeâ yeÌ{leer efoKeeF& os jner nw~ Deepe keâer efpeme
ÌieÌpeue efkeOee ceW meeceeefpekeâ DekÙekemLeeDeeW, ÛegveewefleÙeeW
Deewj efkebieefleÙeeW keâe efÛe$eCe efceuelee nw Gmekeâer Meg®Deele
Yeejlesvog Ùegie ceW ner nes ieF& Leer peye KeÌ[er yeesueer efnboer
kesâ efheleecen Yeejlesvog ves ‘jmee’ Gheveece mes ÌieÌpeueW
efueKeles ngS keâLÙe ceW Øesce keâer DeefYekÙeefòeâ, oeMe&efvekeâlee
Deewj kÙebpevee kesâ meeLe-meeLe ueeskeâ meebmke=âeflekeâ lelkeeW hej
Yeer Deheveer Ìkeâuece ÛeueeF&~ Gvekeâer ÌieÌpeueeW ceW ueeskeâhekee&slmekeeW

kesâ keâF& meboYe& efceue peeles nQ~ Gvekeâer ÌieÌpeueeW ceW nesueer
pewmes lÙeesnejeW keâe efÛe$eCe efceuevee Deece yeele nw~ GoenjCe
kesâ efueS Skeâ ÌieÌpeue ceW kes efueKeles nQ :

‘‘ieues cegPekeâes ueiee ueesSs cesjs efoueoej nesueer ceW,
yegPes efoue keâer ueieer cesjer Yeer lees Skeâ Ùeej nesueer ceW~

iegueeyeer ieeue hej kegâÚ jbie cegPekeâes Yeer peceeves oes,
ceveeves oes cegPes Yeer peeves-ceve lÙeewnej nesueer ceW~

nw jbiele peeÌHeâjeveer ™Ke Deyeerjer kegâce kegâce kegâÛe nw,
yeves nes Kego ner nesueer legce Ss efoueoej nesueer ceW~’’1

ueeskeâ hekee&slmekeeW kesâ efÛe$eCe ceW [e@Ê kegâBDej yesÛewve
Yeer heerÚs veneR jns nQ GvnesveW oerheekeueer Deewj nesueer pewmes
lÙeesnejeW kesâ meboYe& Deheveer ‘meÛÛee ÌHeâÌkeâerj Deepe lekeâ
yetÌ{e veneR ngDee’ pewmeer ÌieÌpeueeW ceW Øemlegle efkeâS nQ~
ueeskeâ mebmke=âefle ceW ueeskeâefceLekeâ Ùee efceLekeâerÙe ueeskeâkeâLeeDeeW
keâe Dehevee ner cenlke nw~ Skeâ efceLekeâerÙe keâLee kesâ Devegmeej
iepesvõ veecekeâ neLeer hej cekeâj keâe Dee›eâceCe nesves hej
Gmekesâ Éeje j#eeLe& efke<Ceg mes ØeeLe&vee efkeâS peeves hej kes
cekeâj keâe efMejesÛÚsove keâj Gmekeâer j#ee keâjles nQ~
Yeejlesvog nefjMÛebõ Fmeer efceLekeâerÙe ueeskeâkeâLee keâe meboYe&
ueskeâj Deheveer yesKeškesâ ieÌpeue ceW efueKeles nQ :

‘‘Ùen Deheveer veeLe oÙeeuelee legcnW, Ùeeo nes efkeâ ve Ùeeo nes~
ken pees keâewue YeòeâeW mes Lee efkeâÙee legcnW, Ùeeo nes efkeâ

ve Ùeeo nes~

megve iepe keâer pewmes ner Deeheo ve, efkeuecye Úve keâe mene ieÙee~
kener oewÌ[s G" efkeâ efheÙee os hee legcnW, Ùeeo nes efkeâ ve

Ùeeo nes~’’2

kegâBDej yesÛewve keâer ÌieÌpeue ‘Deepekeâue jepee keâer nce
hes cenjyeeveer yebo nw’ Skeb ‘neLe ceW ‘Meekegâbleuece’ nw Deewj
ceve ceW ØeMve nw’ ceW og<Ùeble Deewj Mekegâbleuee keâer Øeefmeæ
ueeskeâkeâLee keâe meboYe& Øemlegle efkeâÙee ieÙee nw efpemeceW
og<Ùeble Éeje Mekegâbleuee keâer henÛeeve kesâ efueS oer ieF&
DeBiet"er ceÚueer efveieue peeleer nw, Deewj jepee Gmes henÛeeve
veneR heeles~ Deheves Skeâ DevÙe ÌieÌpeue meb«en ‘MeeefceÙeeves
keâeBÛe kesâ’ ceW kegâBDej yesÛewve ves mecegõ mesleg mes pegÌ[er
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ueeskeâkeâLee keâe nkeeuee osles ngS jece Éeje mecegõ mes ceeie&
Øeoeve keâjves keâe efvekesove efkeâÙes peeves keeues Øemebie keâes
Gæ=le efkeâÙee nw~ ieÌpeuekeâej penerj kegâjwMeer kesâ ieÌpeue
meb«en ‘YeerÌ[ ceW meyemes Deueie’ keâer Skeâ ieÌpeue ceW
‘Deeoce’ Deewj ‘nkkee’ keâer ueeskeâkeâLee efceueleer nw efpemekesâ
ceeOÙece mes kes m$eer-heg®<e keâer heejmheefjkeâ Deveghetjkeâlee Deewj
meenÛeÙe& kesâ mebyebOe keâer kekeâeuele keâjles ngS yeleeles nQ efkeâ
me=ef<š kesâ efvecee&Ce mes oesveeW ner Øeke=âefle keâer ieefleMeeruelee
kesâ efueS DeefvekeeÙe&le: meenÛeÙe&ieeceer yeveeS ieS nQ,
uesefkeâve peyemes Fme meenÛeÙe& kesâ yeerÛe Demeblegueve hewoe
ngDee nw leYeer mes Yeekeer mebleefleÙeeW kesâ Deefmlelke hej mebkeâš
kesâ yeeoue ceB[jeves ueies nQ~ penerj kegâjwMeer kesâ ÌieÌpeue
meb«en ‘YeerÌ[ ceW meyemes Deueie’ ceW kes efueKeles nQ :

‘‘Deeoce’ keâer Âef<š ‘nkkee’ mes škeâjeF& henueer yeej,
Gme Skeâ heue ceW mewkeâÌ[eW meefoÙeeB iegpej ieFË~’’3

DeeMeÙe Ùen nw efkeâ ‘Deeoce’ Deewj ‘nkkee’ Fme
me=ef<š keâe ØeLece Ùegieue Lee efpememes ceeveke peerkeve Deefmlelke
ceW DeeÙee~ Gme meceÙe mes ueskeâj Deepe lekeâ oesveeW ner
Skeâ-otmejs kesâ Deekeâ<e&Ce keâe ØecegKe keWâõ jns nQ~ uesefkeâve
peye mes Fme Âef<škeâesCe ceW heefjkele&ve DeeÙee nw leye mes
m$eer peeefle keemevee, ogjeÛeej, Mees<eCe, oceve, DevÙeeÙe
Deewj DelÙeeÛeej keâe efMekeâej nesleer DeeF& nw~ m$eer peeefle
kesâ efkeâS peeves keeues Ssmes Yelmevee&hetCe& kÙekenej kesâ Gvcetueve
keâer cebMee mes ueeskeâ ØeÛeefuele efceLekeâerÙe øeleerkeâeW kesâ
ceeOceÙe mes efnboer ieÌpeuekeâejeW ves DeefYekÙeòeâ keâjves keâe
ØeÙeeme efkeâÙee nw~ penerj kegâjwMeer keâer Skeâ DevÙe ÌieÌpeue
‘yeesuelee nw yeerpe Yeer’ ceW Yeer meerlee kesâ efueS KeeRÛeer ieF&
ue#ceCe-jsKee kesâ Øemebie keâes ueskeâj m$eer hej Deejesefhele
yebOeveeW keâer yeele keâjles nQ~ yeuekeerj efmebn ‘jbie’ ves Deheveer
ÌieÌpeue ‘meeje peerkeve ieBkeeÙee, legcnejs efueS’ ceW DeMkeâeW
keâer veoer kesâ efueS YeeieerjLeer keâe lees MeceMesj ves ‘jen pees
Skeâ Leer nce oesveeW keâer’ pewmeer ÌieÌpeueeW ceW jece-jekeCe kesâ
Ùegæ mes pegÌ[s jecekeâLee kesâ efkeefYeVe meboYeeX kesâ ceeOÙece mes
veejer Meefòeâ keâe he#e efueÙee nw~ ÌieÌpeuekeâej jepesMe jsñer
keâer ÌieÌpeueeW ceW Yeer ueeskeâ ØeÛeefuele jecekeâLee mes pegÌ[s

Deefive hejer#ee pewmes meboYe& DeeS nQ efpeveceW m$eer keâer
ieefjcee Deewj Deelce-mecceeve kesâ mebj#eCe keâe he#e ueskeâj
ÌieÌpeuekeâej Ùen DeeMeÙe kÙeòeâ keâjles nQ efkeâ efpeme Øekeâej
meerlee, jece kesâ meccegKe Deheves meleerlke keâer hejer#ee osves
KeÌ[er keâj oer ieFË LeeR Gmeer Øekeâej Deepe Yeer m$eer keâes
Deheves nj keâoce hej Deheves meleerlke keâe ØeceeCe osves nsleg
yeeOÙe efkeâÙee peelee nw~ kes efueKeles nw :

‘‘jekeCe kesâ Ìpeguce men kesâ Deoeuele ceW jece keâer
meerlee KeÌ[er ngF& nw iegvenieej keâer lejn~’’4

ceneYeejle ceW õesheoer keâe Ûeerj-njCe Yeer Skeâ Ssmee
ner Øemebie nw efpemekesâ ceeOÙece mes m$eer peeefle hej nesles
kegâ"ejeIeele kesâ Øeefle hee"keâeW keâer mebkesovee peeie=le keâjves
keâe ØeÙeeme penerj kegâjwMeer ves efkeâÙee nw~ Gvekesâ ieÌpeue
meb«en ‘meceboj yÙeenves DeeÙee veneR nw’ keâer ÌieÌpeueeW ceW
õesheoer-Ûeerj-njCe pewmes ØemebieeW kesâ meceekesMe mes kes ueeskeâ
Øeleerkeâ keâe meneje ueskeâj Ùen yeleeves keâe ØeÙeeme keâjles nQ
efkeâ m$eer peeefle keâer ieefjcee mes ner nceejs meceepe Deewj
mebmke=âefle keâer ieefjcee nw~ Ùeefo Gmekesâ ieewjke keâes #eefle
hengBÛeleer nw lees Gmekeâe heefjCeece ceneYeejle kesâ keâewjkeeW
keâer lejn hetjs meceepe keâes Yeesievee nesiee~ uesefkeâve Deepe
kesâ osnueesueghe ceveg<Ùe Fve iebYeerj heefjCeeceeW keâes DeveosKee
keâj DelÙeeÛeej Deewj Mees<eCe ceW mebefuehle nQ~ ueesieeW keâer
YeerÌ[ kesâ meeceves Deepe Yeer m$eer keâe Ûeerj nje pee jne nw~
ÌieÌpeuekeâej kesâ MeyoeW ceW :

‘‘[tyeles ner hejer-keâLeeDeeW ceW,
nce Yeer GÌ[ves ueies nkeeDeeW ceW

Deheves leve-ceve keâes yesÛe osves keâer,
nesÌ[ nw, Fve efovees,b keâueeDeeW ceW

Deepe Yeer õewheoer keâe Ûeerj-njCe,
nes jne nw Yejer meYeeDeeW ceW~’’5

mkeeOeervelee mes hetke& efkeefYeVe keâejCeeW mes yeeueefkekeen,
heoe&ØeLee, meleerØeLee pewmeer keâF& kegâØeLeeSB ØeÛeefuele LeeR~
meleerØeLee keâe Gvcetueve jepee jececeesnve jeÙe kesâ DeLekeâ
ØeÙeemeeW kesâ heâuemke™he lelkeâeueerve meceepe mes nes mekeâe~
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meleerØeLee keâer YeÙeekenlee keâe Devegceeve Fmeer leLÙe mes
ueieeÙee pee mekeâlee nw efkeâ GmeceW efkeâmeer efkekeeefnlee kesâ
heefle keâe efveOeve nes peeves hej Gmekeâer helveer keâes meleer kesâ
veece hej peerefkele ner Deefivemveeve kesâ efueS yeeOÙe keâj
efoÙee peelee Lee~ Deepe kesâ meceepe ceW m$eer keâer Deefmcelee
Yeer Ssmes ner kegâmebmkeâejeW keâer Deefive ceW peuee oer pee jner
nw~ efpememes Ssmee Øeleerle neslee nw efkeâ Ùen kegâØeLee hegvepeer&efkele
neskeâj DeLekee ™he yeouekeâj meceepe ceW hegve: hewj pecee
Ûegkeâer nw~ m$eer peeefle hej nes jns DelÙeeÛeejeW keâes osKekeâj
ueielee nw efkeâ Ùen ØeLee keâYeer meceehle ner veneR ngF&
yeefukeâ Gmekeâe mke™he yeoue efoÙee ieÙee nw~ onspe,
ØeleeÌ[vee, mebleefle Deeefo Ssmeer ner meefceOeeSB nQ efpevekeâer
kesoer hej Deepe Yeer m$eer keâes meleer yeveeÙee pee jne nw~
penerj kegâjwMeer kesâ ÌieÌpeue meb«en ‘ÛeeBoveer keâe og:Ke’ keâer
Skeâ ÌieÌpeue Fmeer ØeLee keâer Deesj mebkesâle keâjleer nw efpemeceW
kes keânles nQ :

‘‘keâue meleer neskeâj peueer Leer, Deepe heefle kesâ neLe,
yeve ieF& peerefkele peueeves keâer ‘ØeLee’ Deewjle!’’6

Fmeer øekeâej kegâBDej yesÛewve keâer ‘oerkeejeW hej omlekeâ’
ceW ceesjhebKe Deewj kegâbYekeâjCe pewmes ueeskeâ ØeleerkeâeW kesâ
ceeOÙece mes Deepe keâer efkeõtheleeDeeW keâes efoKeeves keâe
ØeÙeeme efkeâÙee ieÙee nw~ ueeskeâØeÛeefuele ueeskeâkeâLeeDeeW kesâ
Fve efceLekeâerÙe ueeskeâ ØeleerkeâeW ceW meerlee Deewj õesheoer pewmeer
meleerke$ee efm$eÙeeW kesâ ØeleerkeâeW keâe GoenjCe osles ngS
ÌieÌpeuekeâej m$eer keâer meMeòeâlee keâer Deesj mebkesâle keâjles
ngS Ùen Yeer yeleeves mes veneR Ûetkeâles efkeâ Ùeefo DelÙeeÛeej
keâe Ùen ›eâce veneR ®keâe lees ‘keâwkeâF& kesâ DeYeer leerve ‘kej’
Mes<e nQ’ (penerj kegâjwMeer keâer ÌieÌpeue)~ ueeskeâmebmke=âefle kesâ
DebieeW ceW mekee&efOekeâ ueeskeâefØeÙe ueeskeâ ieerle ceeves peeles nQ~
ueeskeâieerleeW kesâ heefjkeej ceW Yepeve Deewj keâerle&ve Yeer Meeefceue
efkeâS peeles jns nQ~ [e@Ê kegâBDej yesÛewve kesâ ieÌpeue meb«en
‘cenekej FblepeejeW keâe’ ceW kes Gvekeâer Oece&helveer ßeerceleer
meblees<e kegâBDej keâes ‘Yepeve keâer efkeâleeye’ keânles ngS mecceeve
osles nQ lees ‘ke=â<Ce kesâ Yepeve yevekesâ yepe jner nw yeeBmegjer’
Deewj ‘ef]pbeoieer ÙetB Yeer peueer, ÙetB Yeer peueer ceerueeW lekeâ’

pewmeer ieÌpeueeW ceW jeOee-ke=â<Ce kesâ ueeskeâ ØeleerkeâeW keâe
ØeÙeesie keâjles ngS Øesce keâer ienjeF& Deewj m$eer-heg®<e keâer
heejmheefjkeâ mebhetCe&lee keâe Debkeâve keâjles nQ~ ke=âef<e YeejleerÙe
ueeskeâpeerkeve keâe DeeOeej Deewj kesâvõ efyebog nw~ Yeejle osMe
keâe oes efleneF& mes Yeer DeefOekeâ Yeeie Deepe Yeer ØelÙe#ele:
ke=âef<e hej efveYe&j jnkeâj peerkeve Ùeeheve keâjlee nw FmeefueS
efnboer ÌieÌpeueeW ceW ke=âef<e mes pegÌ[s meboYeeX keâe Deevee mkeeYeeefkekeâ
ner nw~ penerj kegâjwMeer kesâ ÌieÌpeue meb«en ‘yeesuelee nw yeerpe
Yeer’ ceW heâmeueeW keâer yegDeeF& Deewj keâšeF& mes pegÌ[s meboYe&
efceueles nQ lees ‘jemleeW mes jemles efvekeâues’ ceW Kesle-Keefueneve
Deewj ieeBke keâer efceóer keâes ueskeâj efkeâmeeve keâer Yeekeveelcekeâ
mebkesovee keâes jsKeebefkeâle keâjves keâe ØeÙeeme efkeâÙee ieÙee nw~
kes efueKeles nQ :

‘‘Kesle-KeefueneveeW ceW GÌ[keâj jn ieF&
ieeBke keâer efceóer Menj DeeF& veneR~’’7

Ùen meke&efkeefole nw efkeâ peue kesâ DevÙe œeesleeW kesâ
nesles ngS Yeer ke=âef<e keâe DeefOekeâebMe Yeeie ke<ee&peue hej
efveYe&j neslee nw~ penerj kegâjwMeer keâer Ùes hebefòeâÙeeB mebkesâle
keâjleer nQ efkeâ ke<ee& keâe DeYeeke nes peeves hej Fmekeâe
efkehejerle ØeYeeke heâmeueeW hej nesiee efpemekesâ keâejCe hewoekeej
keâce nesieer Deewj ke=âef<e mes pegÌ[s meYeer keâeÙeeX ceW efkeâmeeve
keâe mebIe<e& ØeejbYe nes peeSiee heâuele: efceóer mes Gmes
Dehes#eeveg™he heâmeue Øeehle veneR nes heeSieer efpememes ken
efkeâmeeve Gme heâmeue keâe efke›eâÙe keâj heefjkeej keâe hesš
heeue mekesâ DeLekee oes petve keâer jesšer keâer kÙekemLee keâj
mekesâ~ ke=âef<e peerkeve kesâ Ssmes ner meboYe& ÌieÌpeuekeâej efkeâMeve
eflekeejer kesâ ÌieÌpeue meb«eneW ‘YetKe mes Ieyejekeâj’, ‘Deehekeâer
meskee ceW’, ‘meesefÛeS lees mener’, ‘ceQ legce nes peeTB’, ‘meejLeer
ceQ ntB’ Deeefo keâer ÌieÌpeueeW ceW efceueles nQ~ ÌieÌpeuekeâej efkeâMeve
eflekeejer keâer ÌieÌpeueeW kesâ cenlke keâe jsKeebkeâve keâjles ngS
[e@Ê keefMe… Devethe efueKeles nQ ‘‘Gvekeâer mebkesovee keâe
Øemeej ieeBke mes ueskeâj ceneveiej lekeâ nb~w GvneWves efkeâmeeveeW
Deewj ceÌpeotjeW kesâ peerkeve-mebIe<e& keâes osKee nw~ MenjeW ceW
yeÌ[er cegefMkeâue mes efvecve-keie& Deewj efvecve-ceOÙekeie& keâes
hemeerves mes ueLeheLe Deewj uentuegneve neskeâj efkeâmeer lejn
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heefjkeej keâer ieeÌ[er keâes KeeRÛeles ngS osKee nw Deewj Gmekesâ
oo&-mebkesovee keâes Oejeleue hej Deelcemeeled efkeâÙee nw~...
ken Kego Yeer veÙes-veÙes efke<eÙeeW hej efueKeles nQ Deewj
otmejeW keâes Yeer Øesefjle keâjles nQ :

‘‘Fkeâ veÙee efkeâjoej Deye Fme uesKeveer keâes ÛeeefnS,
Deewj hewveer Oeej Deye Fme uesKeveer keâes ÛeeefnS~

Kesle ceW peesles ieÙes nQ yewue Yeer, nce ueesie Yeer,
ÌHeâmue keâe lÙeesnej Deye Fme uesKeveer keâes ÛeeefnS~’’8

Fmeer Øekeâej lenÌpeerye neheâer, ceOegkesMe, yeuueer efmebn
Ûeercee, jecekegâceej ke=â<ekeâ, uekeuesMe oòe, njsjece meceerhe,
MÙeece keefMe…, [e@Ê keefMe… Devethe, %eeveØekeâeMe efkekeskeâ,
[erÊ SceÊ efceße, efkeveÙe efceße, [e@Ê Yeekevee, DeejÊ heerÊ
IeeÙeue, lenÌpeerye neheâer, Deefve®æ efmevne, oskeceefCe
heeb[sÙe, jeceÛejCe jeie, efkeveerlee ieghlee, jengue efMekeeÙe,
efke%eeve ›ele, heg®<eesòece ÙeÌkeâerve Deeefo efnboer kesâ keâF&
ÌieÌpeuekeâej nQ efpevekeâer ÌieÌpeueeW ceW «eece, «eeceerCe peerkeve
Deewj Gmekeâer ueeskeâ mebmke=âefle, ieeBke keâe heefjkesMe, veiejerkeâjCe
keâe ØeYeeke, DeeBÛeefuekeâlee Deeefo keâLÙe yevekeâj GheefmLele
ngF& nw~ cewefLeueerMejCe ieghle keâer ‘Dene «eece peerkeve Yeer
keäÙee nw’ keâes osKee pee mekeâlee nw efpemeceW mebhetCe& «eeceerCe
peerkeve keâe meej meceeefnle nes ieÙee nw :

‘‘Dene «eecÙe peerkeve Yeer keäÙee nw, keäÙeeW ve Fmes
meyekeâe ceve Ûeens,

LeesÌ[s ceW efvekee&n ÙeneB nw,Ssmeer megefkeOee Deewj keâneB
nw?...........

..............meerOes-meeOes Yeesues-Yeeues, nQ «eeceerCe
ceveg<Ùe efvejeues~

Skeâ-otmejs keâer cecelee nQ, meyeceW ØesceceÙeer mecelee nw,

Dehevee Ùee F&Õej keâe yeue nw, Deble:keâjCe Deleerke mejue nw~
Úesšs-mes efceóer kesâ Iej nQ, efuehes-hegles nQ, mkeÛÚ-megIej nQ,

ieesheo-efÛeefÖle DeeBieve-leš nQ, jkeäKes Skeâ Deewj peue-Ieš nQ~
KehejwueeW hej yesueW ÚeF&, hetâueer-heâueer njer ceve YeeF&,

DeefleefLe keâneR peye Dee peelee nw, ken DeeefleLÙe ÙeneB heelee nw~
"njeÙee peelee nw Ssmes, keâesF& mebyebOeer nes pewmes,

peieleer keâneR %eeve keâer pÙeesefle, efMe#ee keâer Ùeefo keâceer ve nesleer
lees Ùes «eece mkeie& yeve peeles hetCe& Meebefle jme ceW meve peeles~’’9

Deoce ieeW[keer keâer ieÌpeue ‘cegmeuemeue heâve keâe
oce Iegšlee nw Fve Deoyeer FoejeW ceW’, meueerce yesleeye keâer
ÌieÌpeue ‘MenjeW keâer KeÌekeâ Úeve keâj DeeÙee ntB ieeBke ceW’,
veerjpe ieesmkeeceer keâer ÌieÌpeue ‘cesjs yeÛeheve keâe kees meeLeer
nw DeYeer lekeâ ieeBke ceW’, oskeceefCe heeb[sÙe keâer ‘meekeve keâer
hegjkeFÙee ieeÙeye’ pewmeer ÌieÌpeueeW keâes ke=â<ekeâ peerkeve keâer
PeeBkeâer keâe ØeYeekeMeeueer efÛe$eCe keâne pee mekeâlee nw~
heâmeue DeÛÚer ve nesves hej oes petve keâer jesšer keâe Fblepeece
keâef"ve nes peelee nw~ Fme keâef"ve meceÙe ceW efkeâmeeve
vetve-lesue-jesšer mes ner Dehevee ieg]peeje keâj meblegef<š keâjles
ngS Deieueer heâmeue kesâ efueS mkeÙeb keâes ceeveefmekeâ ™he
mes lewÙeej keâjves ueieles nQ~ [e@Ê keefMe… Devethe peer keâer
ÌieÌpeue ceW DeeefLe&keâ DeYeeke keâer leguevee ceW ceeB keâer cecelee
™heer mebheefòe kesâ Oeveer iejerye keâer Ùener PeeBkeâer efoKeeF&
osleer nw~ kes efueKeles nQ :

‘‘ieeBke-Iej keâe veÌpeeje lees DeÛÚe ueiee,
meyekeâes peer Yej efveneje lees DeÛÚe ueiee~

iece& jesšer kesâ Thej vecekeâ-lesue Lee,
ceeB ves nBme keâj ogueeje lees DeÛÚe ueiee~’’10

ieeBkeeW ceW ieguuekeâ yeQkeâ keâe keâece keâjleer nw Deewj
DeeefLe&keâ DeYeeke keâer efmLeefle ceW Iej kesâ KeÛe& keâe Yeej
G"ekeâj ieeÌ{s keòeâ ceW cenlkehetCe& Yetefcekeâe Deoe keâjleer
nw~ efnboer ieÌpeuekeâejeW keâer met#ce Âef<š efkeâmeeveeW kesâ ieeÌ{s
keâer meeLeer Fmeer ‘ieguuekeâ’ hej ieF& Deewj GvneWves Fmes
Deheveer keânveer keâe Øeleerkeâ yeveekeâj Øemlegle keâj efoÙee~
penerj kegâjwMeer Deheveer keâF& ieÌpeueeW ‘peve-keâLeeDeeW kesâ
veeÙekeâ yeveW’, ‘efpevoieer mes yeÌ[e efpevoieer keâe mecej’,
‘hesÌ[ leve keâj Yeer veneR štše’ Deeefo ceW ieguuekeâ keâe
cenlke yeleeles ngS Gmekesâ keâF& meboYe& Øemlegle keâjles nQ~
kegâÚ GoenjCe Â<škÙe nw :

1) ‘‘efove ceW meew yeej KeveKeveeleer nw
Skeâ yeÛÛes keâer yebo ieguuekeâ nw~’’11



76
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

2) ‘‘yeÛÛes keâe mkehve štš ve peeS Ùes meesÛe keâj
ieguuekeâ keâes KeveKeveeves keâer efnccele veneR ngF&~’’12

3) ‘‘peve-keâLeeDeeW kesâ veeÙekeâ yeveW, ‘jece’ KegMeyet-mes
kÙeehekeâ yeveW

ceveÛeueer efleleefueÙeeW kesâ efueS, heâtue ner efmehe&â
Ûegbyekeâ yeveW

Ùeej, efkeâlevee ceÌpee DeeSiee- nce Yeer yeÛÛeeW keâer
ieguuekeâ yeves!’’13

DeMeeskeâ Debpegce keâer ÌieÌpeue «eeceerCe peerkeve kesâ
mebmkeâejeW keâer ken metjle efoKeeleer nw efpememes Ùen meblees<e
neslee nw efkeâ DeYeer Yeer heeMÛeelÙe peieled Deewj MenjerkeâjCe
keâer otef<ele Deeye-Dees-nkee ves «eeceerCe mebmke=âefle keâes hetjer
lejn meb›eâefcele veneR efkeâÙee nw~ peneB keâF& ÌieÌpeuekeâejeW ves
Ùen yeleeÙee nw efkeâ pewmes-pewmes ieeBke Keeueer nesles pee jns
nQ kewmes-kewmes «eeceerCe yegpegieeX keâer ceeueer neuele oÙeveerÙe
nesleer pee jner nw keneR ÛekeâeÛeeQOe Yejs peceeves ceW DeMeekesâ
Debpegce keâer ieÌpeue keâe Ùen Mesj DeeMeeefvkele keâjlee nw
efkeâ nceW Deheveer mebleefle kesâ Øeefle DeeMee DeYeer lÙeeieveer
veneR ÛeeefnS~ kes efueKeles nQ :

‘‘[tyeleer Gcceero keâes efheâj jesMeveeF& os jne nw
kees efhelee kesâ neLe ceW henueer keâceeF& os jne nw~’’14

ieeBkeeW kesâ ueeskeâ peerkeve ceW Deheveer yeele keâes Oeejoej
yeveeves kesâ efueS yeÌ[s-yegpegieeX Éeje keânekeleeW Deewj cegnekejeW
keâe meeceevÙe ™he mes yeesue-Ûeeue keâer Yee<ee ceW efvejblej
ØeÙeesie efkeâÙee peelee jne nw~ Fmeer mes ØeYeeefkele neskeâj
efnboer kesâ keâF& ÌieÌpeuekeâejeW ves Fve ueeskeâ ØeÛeefuele cegnekejeW
Deewj keânekeleeW keâe ØeÙeeies keâj Deheveer ieÌpeueeW ceW
ØeYeekeeslheeokeâlee GlheVe keâjves keâe ØeÙeeme efkeâÙee nw~
kegâBDej yesÛewve kesâ ÌieÌpeue meb«en ‘MeeefceÙeeves keâeBÛe kesâ’ ceW
‘YeeQnW leevevee’, ‘DeeBKeW lejsjvee’ pewmes cegnekejeW kesâ meeLe-
meeLe ‘pees [j peeles nQ [j peeves mes henues, kees cej peeles
nQ cej peeves mes henues’ leLee ‘efpevekeâer veeefYe ceW keâmletefjÙeeB
nQ, GvnW peuelee ngDee pebieue efceuesiee’ kesâ ceeOÙece mes
keânekeleeW keâe ØeÙeesie keâjles ngS «eeceerCe peerkeve keâes
ØeYeekeMeeueer {bie mes Øemlegle keâjves keâe ØeÙeeme efceuelee

nw~ penerj kegâjwMeer kesâ ieÌpeue meb«en ‘oesneW mes oesne-
ÌieÌpeueeW lekeâ’ ceW Yeer ‘pees yeesÙee, kees keâešvee’ pewmeer
keânekeleeW keâe ØeÙeesie «eeceerCe keeleekejCe kesâ efyecye keâes
GheefmLele keâjves ceW heÙee&hle me#ece jnlee nw~ ÌieÌpeueeW keâes
efnboer keâe heefjOeeve henveekeâj Gmes YeejleerÙe mebmke=âefle keâer
henÛeeve osves keeues ÌieÌpeuekeâej og<Ùeble kegâceej keâer ÌieÌpeueeW
ceW Yeer ueeskeâ Yeeef<ekeâ Meyoekeueer keâe ØeÙeesie efceuelee nw~
kes ueheš, Deesmeejs, Úhhej, KeBieeue, {suee, Deueeke,
Deeefo MeyoeW keâe ØeÙeesie keâjkesâ Deheveer ÌieÌpeueeW kesâ
hewvesheve keâes mkeerkeâejCeerÙe yevee osles nQ~ Skeâ GoenjCe
Â<škÙe nw :

‘‘hegjeves heÌ[ ieÙes [j, heâWkeâ oes legce Yeer
Ùes keâÛeje Deepe yeenj heWâkeâ oes legce Yeer

ueheš Deeves ueieer nw Deye nkeeDeeW ceW
Deesmeejs Deewj Úhhej heWâkeâ oes legce Yeer

ÙeneB ceemetce meheves peer veneR heeles
FvnW kegâbkegâce ueiee keâj heWâkeâ oes legce Yeer.....’’15

og<Ùeble kegâceej keâer ner lejn [erÊ SceÊ efceße keâer
ÌieÌpeue ‘ieeBke ceW Deheves ieueer nw iewue nw’ ceW iewue, Úhhej,
Kehejwue, osn, yeeuet, ceešer, jsn, efheÚewjer, Yesueer, pewmes
ueeskeâØeÙegòeâ MeyoeW keâe Ùee penerj kegâjwMeer keâer ÌieÌpeue
‘hesÌ[ levekeâj Yeer veneR štše’ ceW DeeS osMepe MeyoeW keâe
ner GoenjCe ues efueÙee peeS lees nce heeÙeWies efkeâ Fme
meb«en keâer ieÌpeueeW ceW efkeâkeeÌ[, ÛeewKeš, Gheues, Ûetune
Skeb DevÙe ÌieÌpeueeW ceW Oele keâjce, osnjer pewmeer DeebÛeefuekeâ
Meyoekeueer keâe ØeÙeesie Gvekeâer ÌieÌpeueeW keâes peerkeble yevee
oslee nw~ ueeskeâ mebmke=âefle ceW ueeskeâeveg…eveeW keâe cenlkehetCe&
mLeeve nw~ Ùes ueeskeâeveg…eve mLeeveerÙe ueeskeâoskelee-oskeer
Deewj Gvemes mecyeefvOele Oeeefce&keâ-meebmke=âeflekeâ ceevÙeleeDeeW,
jerefle-efjkeepeeW, ueeskeâefkeÕeemeeW Deeefo kesâ ceeOÙece mes meceepe
keâes Meeefmele keâjles nQ~ ueeskeâ oskeer-oskeleeDeeW mes mebyebefOele
oske-mLeeve, Ûeyetleje, Leeve Deeefo efceueles nQ peneB Gvekeâes
ceeveves keeues, Yeòeâ Ùee DevegÙeeÙeer meceÙe efkeMes<e hej
peekeâj Gvekeâer DeejeOevee, Yepeve-keâerle&ve, Yeespe-Yeesie
Deeefo keâjles nQ~ Ssmes ueeskeâoskeeW mes mebyebefOele keâF& efkeÕeeme
Yeer ØeÛeefuele nes peeles nQ FvnW ueeskeâ efkeÕeeme keâne peelee
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nw~ ueeskeâ efkeÕeemeeW ceW keâF& ™efÌ{ÙeeW keâer ßesCeer ceW Dee
peeves kesâ keâejCe DebOeefkeÕeeme Yeer keânueeves ueies nQ
uesefkeâve DeYeer Yeer Gvekeâe ØeÛeueve meceepe ceW efoKeeF&
oslee ner nw~ FveceW leb$e-ceb$e, PeeÌ[-heâtBkeâ, peeot-šesvee-
šesškeâe, ieb[e-leeyeerpe pewmeer ef›eâÙeeDeeW keâe meceekesMe Yeer
jnlee nw~ hÙeejsueeue Meeskeâer keâer Skeâ ÌieÌpeue ceW leeyeerpe
Deewj letceej pewmeer meece«eer keâe GuuesKe Fmeer lelke keâer
Deesj mebkesâle keâjlee nw~ ÌieÌpeuekeâej efueKeles nQ :

‘‘efpeve Øesce jme ÛeeKee veneR, Dece=le efheÙee lees keäÙee ngDee
efpeve FMkeâ ceW mej vee efoÙee, mees peie efpeÙee lees keäÙee ngDee

leeyeerpe Deew letceej ceW meejer Gcej peeÙee efkeâmeer
meerKes ceiej nerues Ieves, ceguuee ngDee lees keäÙee ngDee...~’’16

ueeskeâeveg…eveeW keâer Fme meceef<š keâes ueeskeâ Oece& kesâ
veece mes Yeer peevee peelee nw~ efpemeceW ueeskeâ oskelee kesâ
™he ceW keâYeer hetke&pe-hegjKeeW keâe Deefmlelke mkeerkeâej efkeâÙee
peelee nw lees keâYeer jece, ke=â<Ce, efMeke, ogiee&, ieCesMe
Deeefo kesâ ueeskeâ ØeÛeefuele ™heeW keâes ueeskeâ oskeer-oskelee kesâ
™he ceW ceevÙelee Øeoeve keâer peeleer nw~ efnvoer ÌieÌpeueeW ceW
Yeer Ssmes keâF& meboYe& nQ efpeveceW Fve ueeskeâ oskeer-oskeleeDeeW
mebyebOeer Deveg…eve, hetpeve heæefle, keâb"er, ceeuee, lemkeern,
Deeefo keâes DeefYekÙeefòeâ keâe ceeOÙece yeveeles ngS YeejleerÙe
ueeskeâpeerkeve ceW ØeÛeefuele ueeskeâeveg…eveeW keâer efkeefkeOelee
keâes jsKeebefkeâle keâjves keâe ØeÙeeme efkeâÙee ieÙee nw~ kegâBDej
yesÛewve kesâ ieÌpeue meb«en ‘cenekej FblepeejeW keâe’, DeefÕeveer
kegâceej heeC[sÙe kesâ ‘Denmeeme kesâ meeÙes leues’, penerj
kegâjwMeer keâer ieÌpeue ‘peve-keâLeeDeeW kesâ veeÙekeâ yeveW’ Deewj
efovesMe Megkeäue keâer ÌieÌpeue ‘ceewmece leveer ieguesue’ Deeefo
ceW jece, ke=â<Ce Deewj efMeke pewmes oskeeW mes pegÌ[s kesâ keâF&
meboYe& ØeÙegòeâ ngS nQ, efpevekeâer DeejeOevee mes ueeskeâ ceeveme
efkehejerle meceÙe ceW ØesjCee «enCe keâjkesâ Deheves keâle&kÙeeW kesâ
heeueve keâe yeue Øeehle keâjlee nw~ kegâBDej yesÛewve kesâ
ieÌpeue mebieÇn ‘MeeefceÙeeves keâeBÛe kesâ’ mes efvecve hebefòeâÙeeB
Â<škÙe nQ :

‘‘jece keâes MeeÙeo G"evee ner heÌ[siee efheâj Oeveg<e,
let vee ceevesiee #ecee mes Dees mecegvoj Megef›eâÙee~’’17

ieeBkeeW kesâ ueeskeâpeerkeve keâe meke&ØecegKe lelke GmeceW
kÙeehle efceuevemeeefjlee, meecetefnkeâlee Ùee menkeâeefjlee keâer
Yeekevee nw~ Fme ceW SkeâeefOekeâej keâer yepeeS meeke&«eeefnkeâlee
Deewj meeke&Yeewefcekeâlee keâes cenlke efoÙee peelee nw~ Fme
mebmke=âefle keâer ceevÙeleeSB, hejbhejeSB, jerefle-efjkeepe Deewj
DeeÛeej-efkeÛeej efkeâmeer Skeâ kesâ ve neskeâj meyekesâ ueeskeâeÛeej
nes peeles nQ Deewj meecetefnkeâ meeceevÙe mkeerke=âefle mes meyekesâ
Éeje DeheveeS peeles nQ~ ueeskeâ mebmke=âefle keâer Ùener menkeâeefjlee
keâer Yeekevee efnboer ieÌpeueeW ceW Yeer efceueleer nw~ Fmeer kesâ
ceösveÌpej Øeefmeæ ieÌpeuekeâej cegvekkej jeCee keâer ÌieÌpeue
keâe Skeâ Mesj nw :

‘‘legcnejs Menj ceW ceÙÙele keâes meye keâebOee veneR osles
nceejs ieeBke ceW Úhhej Yeer meye efceuekeâj G"eles nQ~’’18

ueeskeâ mebmke=âefle ceW ueeskeâeÛeejeW Ùee ueeskeâ kÙekenejeW
keâe yengle cenlke nw~ Ùes ueeskeâeÛeej jnve-menve, DeeÛeej-
efkeÛeej Deewj leewj-lejerkeâeW keâe Øeefleefyecye nesles nQ~ efnboer
ÌieÌpeueeW ceW ueeskeâeÛeejeW kesâ keâF& Øemebie efceueles nQ~ ceOegkesMe
ves Deheveer ÌieÌpeue ‘keâoce keâoce hej Ûeewjens’ ceW ‘neLe
heerues keâj ieÙee IeveMÙeece yesšer kesâ ceiej’ Deewj kegâBDej
yesÛewve ves ieÌpeue meb«en ‘cenekej FblepeejeW keâe’ keâer ieÌpeue
‘legce lees Smess Kees ieS nes, pewmes efkekeen kesâ efove’ ceW
efkekeen kesâ ueeskeâeÛeejeW hej ØekeâeMe [euee nw, lees penerj
kegâjwMeer ves Yeer ‘efpevoieer mes yeÌ[e efpevoieer keâe mecej’ ceW
efkekeen kesâ meele hesâjeW mebyebOeer jerefle-efjkeepeeW kesâ meeLe-
meeLe ueeskeâ peerkeve ceW ØeCeece-heeleer Deewj ogDee-meueece
kesâ cenlke keâes jsKeebefkeâle efkeâÙee nw~ kes efueKeles nQ :

‘‘ieeBkeeW ceW nes ner peeleer nw ®keâkeâj ogDee-meueece
MenjeW ceW osn Ûeueleer veneR, oewÌ[leer jner~’’19

kegâBDej yesÛewve kesâ ÌieÌpeue meb«en ‘MeeefceÙeeves keâeBÛe
kesâ’ keâer ÌieÌpeue ‘cele Gmekeâes KeeRÛe-KeeRÛe kesâ yeenj
efvekeâeefueS’ ceW GvneWves meerlee kesâ heeBke keâer efyeefÚÙee kesâ
ceeOÙece mes megneefieveeW kesâ cenlkehetCe& DeeYet<eCeeW keâer Deesj
mebkesâle efkeâÙee nw~ pees ueeskeâ mebmke=âefle kesâ meesuen ëe=bieejeW
ceW efkeMes<e mLeeve jKelee nw~ Fmeer Øekeâej Gvekesâ ÌieÌpeue
meb«en ‘jefmmeÙeeB heeveer keâer’ keâer ÌieÌpeue ‘ogueefnveeW kesâ
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Yeeue kesâ Thej’ ceW ceeBie Yejleer ogueefnveeW Deewj Deefkekeeefnle
keâvÙeeDeeW Éeje lÙeesnej Skeb DevÙe ueeskeâ hekee&slmekeeW kesâ
meceÙe ceWnoer jÛekeâj ëe=bieej mebmkeâej efkeâS peeves keâe
GuuesKe efkeâÙee nw~ ceWnoer YeejleerÙe ueeskeâ mebmke=âefle keâer
Skeâ cenlkehetCe& ueeskeâkeâuee nw efpemes cenekej, nuoer,
Gyešve kesâ meceeve ner cenlkehetCe& ceevee peelee nw~ Fmekesâ
Deefleefjòeâ ueeskeâ heefjOeeve keâer ßesCeer ceW Meeefceue kem$eeYet<eeW
keâes Yeer kegâBDej yewÛesve keâer ÌieÌpeueeW ceW mecegefÛele mLeeve
efoÙee ieÙee nw~ GvneWves ‘cenekej FblepeejeW keâe’ ceW keâbieve
Deewj efyeefÚÙee pewmes DeeYet<eCeeW kesâ meboYe& Øemlegle efkeâS
nQ, lees penerj kegâjwMeer ves ‘oesneW mes oesne-ÌieÌpeueeW lekeâ’ ceW
IegBIe™ Deewj ‘efvekeâuee ve efoefikepeÙe keâes efmekeâboj’ ceW heeÙeue
kesâ ceeOÙece mes ueeskeâ heefjOeeveeW mebyebOeer efjòeâlee keâes hetCe&
efkeâÙee nw~ Fmeer meboYe& ceW ueeuee Yeiekeeve oerve kesâ ieÌpeue
mebieÇn ‘veoer ceW oerve’ keâer Skeâ ÌieÌpeue cenlkehetCe& nw
efpemeceW kes ceWnoer keâe GuuesKe keâjles ngS efueKeles nQ :

‘‘legceves hewjeW ceW ueieeF& ceWnoer cesjer DeeBKeeW ceW meceeF& ceWnoer~

nw njer Thej ceiej Devoj nw ueeue, nw Ùes peeot keâer
peieeF& ceWnoer~.....

.....Ûetvejer mes nw mekeeF& ceWnoer, oerve keâes Fme nsleg
ueeF& ceWnoer~’’20

ueeskeâ peerkeve ceW efpelevee DeekeMÙekeâ Iej keâer ue#ceer
keâe ëeb=ieej nw Gleves ner cenlkehetCe& ceveesjbpeve kesâ kes
meeOeve nQ efpevekeâe GheÙeeies peveceeveme yeeuÙekeâeue mes
ueskeâj ke=æekemLee lekeâ keâjlee nw~ FmeceW yeeuekeâ-yeeefuekeâeDeeW
kesâ Kesue Yeer Deeles nQ, ueeskeâmebieerle, ueeskeâkeeÅe, ueeskeâve=lÙe
Deewj ueeskeâveešŸe Yeer Deelee nw Deewj yeÌ[s yegpegieeX kesâ
Ûeewmej kesâ Kesue Deeefo Yeer meefcceefuele efkeâS peeles nQ~
ieÌpeuekeâej nmleerceue ‘nmleer’ Éeje ÌieÌpeue meb«en ‘kegâÚ
Deewj lejn mes Yeer’ keâer ÌieÌpeue ‘cesjs Iej kesâ jmles ceW nw
ceefmpeo Yeer yegleKeÌevee Yeer’ kesâ Debleie&le ueeskeâkeeÅe kesâ
™he ceW MebKe keâer yeele keâer nw lees kegâBDej yesÛewve ves Yeer
‘cenekej FblepeejeW keâe’ ceW ueeskeâkeeÅe yeeBmegjer Deewj cebpeerjs
kesâ meboYe& efoS nQ~ yengcegKeer ØeefleYee kesâ Oeveer ÌieÌpeuekeâej
kegâBDej yesÛewve ves ‘MeeefceÙeeves keâeBÛe kesâ’ ceW mebkeâefuele

ÌieÌpeue ‘keâeBhe keâj IeeÙeue mkejeW keâer ÛeerKe ves ncemes keâne’
ceW ieguesue Deewj keâbÛeeW kesâ Kesue hej Yeer ØekeâeMe [euee nw~
kegâBDej yesÛewve ‘oerkeejeW hej omlekeâ’ keâer Skeâ ÌieÌpeue ceW
cekeâj meb›eâebefle heke& hej GÌ[eÙeer peeves keeueer helebie keâes Yeer
meboefYe&le keâjles nQ~ Fme Øekeâej efnboer ieÌpeueeW ceW ueeskeâ
meebmke=âeflekeâ lelkeeW ceW DeefOekeâebMe keâes efkeefYeVe meboYeeX ceW
Øemlegle efkeâÙee ieÙee nw~ Fve meboYeeX keâes meceeÙeesefpele keâjves
hej nceW hetjs Yeejle keâer ueeskeâ meebmke=âeflekeâ Úefke kesâ oMe&ve
nes mekeâles nQ~ Fme Âef<š mes penerj kegâjwMeer keâer efvecve
hebefòeâÙeeB Øeemebefiekeâ nes peeleer nQ :

‘‘peye lekeâ Ûeghe jnlee nw, kees Deemeeve efoKeeF& oslee nw

Oetue-Oetmeefjle, ogie&ce, megefkeOeenerve ieeBke keâer DeeBKeeW ceW

cegPekeâes Skeâ mecetÛee efnvoesmleeve efoKeeF& oslee nw~’’21

Ghemebnej :

ueeskeâ meebmke=âeflekeâ lelkeeW kesâ efve™heCe keâer Âef<š mes
efnboer ieÌpeueeW kesâ DeOÙeÙeve hej %eele neslee nw efkeâ Yeejlesvog
nefjMeÛebõ mes ueskeâj FkeäkeâermekeeR meoer kesâ Ùegkee ÌieÌpeuekeâejeW
lekeâ efkeâmeer ve efkeâmeer ™he ceW efnboer ÌieÌpeuekeâejeW ves
ueeskeâpeerkeve kesâ efkeefkeOe DeeÙeeceeW keâes Deheves keâLÙe keâe
efke<eÙe yeveeles ngS Deheveer ÌieÌpeueeW keâer YeekeYetefce hej
ueeskeâ ceeveme kesâ efkeefYeVe ØemebieeW keâes G"ekeâj Gmekesâ
meboYe& Øemlegle keâjves kesâ ØeÙeeme ceW yengle no lekeâ meheâuelee
Øeehle keâer nw~ Fve ÌieÌpeuekeâejeW ceW ÌieÌpeue keâes ‘cegefòeâkeâe’
keâer meb%ee osves keeues Ûebõmesve ‘efkeješ’, kegâBDej yesÛewve,
penerj kegâjsMeer, MeceMesj yeneogj efmebn, ieesheeueoeme ‘veerjpe’,
jecekegâceej ke=â<ekeâ, Deeefo kesâ Ùeesieoeve keâes keâYeer efkemce=le
veneR efkeâÙee pee mekeâlee leLeeefhe ueeskeâ meebmke=âeflekeâ lelkeeW
kesâ meboYe& Deewj Øemebiees kesâ efve™heCe mes Ùen heefjueef#ele
neslee nw efkeâ efnboer ÌieÌpeue ceW ueeskeâ mebmke=âefle keâe efÛe$eCe
DeYeer ØeejbefYekeâ DekemLee ceW nw~ efpeme Øekeâej meeceeefpekeâ,
jepeveereflekeâ, DeeefLe&keâ Deewj ceveeskew%eeefvekeâ lelkeeW keâes
ueskeâj ieÌpeueeW ceW ienve efÛebleve-ceveve Deewj efkeceMe& osKeves
keâes efceuelee nw Gmeer Øekeâej peye cewefLeueerMejCe ieghle keâer
‘Dene «eece peerkeve Yeer keäÙee nw’ leLee veerjpe ieesmkeeceer
keâer ‘cesjs yeÛeheve keâe kees meeLeer nw DeYeer lekeâ ieeBke ceW’
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pewmeer ÌieÌpeueW ueeskeâpeerkeve Deewj ueeskeâ mebmke=âefle kesâ efkeefYeVe
DebieeW, DeeÙeeceeW, lelkeeW, efkeMes<eleeDeeW Deewj Øeke=efòeÙeeW kesâ
efÛe$eCe ceW meceLe& neWieer leYeer efnboer ÌieÌpeue keâes ken
ØeewÌ{lee Øeehle nes mekesâieer efpemes meÛÛes DeLeeX ceW YeejleerÙelee
keâe Øeefleefyecye keâne pee mekesâiee~ efnboer ieÌpeueeW ceW ueeskeâ
meebmke=âeflekeâ lelkeeW kesâ efve™heCe keâer kele&ceeve DekemLee keâer
meceer#ee keâer peeS lees efoKeeF& oslee nw efkeâ DeYeer Yeer
ueeskeâieeLee, ueeskeâveešŸe, ueeskeâefÛe$ekeâuee, ueeskeâefÛeefkeâlmee,
ueeskeâhekeâkeeve, ueeskeâoMe&ve, ueeskeâefke%eeve, ueesefjÙeeB,
hensefueÙeeB Deeefo keâer DeefYekÙeefòeâ efnboer ÌieÌpeueeW mes DeesPeue
efoKeeF& osleer nw~ peyeefkeâ ueeskeâieerle, ueeskeâve=lÙe, ueeskeâeÙegOe,
ueeskeâmegYeeef<ele Deeefo kesâ Ùeoekeâoe kegâÚ meboYe& kegâÚskeâ
ÌieÌpeueeW ceW efoKeeF& osles nQ~ ueeskeâefceLekeâ, ueeskeâ Øeleerkeâ,
ueeskeâ keâLee, ueeskeâeveg…eve, ueeskeâ yeesueer, ueeskeâesefòeâÙeeW
Skeb cegnekejeW keâe ØeÙeeies ÌieÌpeueeW ceW Deye meeceevÙe ™he
mes efkeâÙee peeves ueiee nw, efpemekesâ DeOÙeÙeve mes %eele
neslee nw efkeâ efnboer ÌieÌpeueeW ceW ueeskeâ meebmke=âeflekeâ lelkeeW
keâe efve™heCe efvejblej Øeieefle keâer Deejs De«emej nw~
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peÙe PejesefšÙee kesâ efÛe$eeW ceW jnmÙe lelke

[e@Ê ueefuele ceesnve meesveer
meneÙekeâ DeeÛeeÙe&

efÛe$ekeâuee efJeYeeie, ÂMÙe-keâuee mebkeâeÙe,
keâeMeer efnvot efJeMJeefJeÅeeueÙe,

JeejeCemee r

meejebMe :

ceveg<Ùe keâe pevce ØeefleefyecyeeW kesâ mebmeej ceW ngDee nw Deewj Fme mebmeej keâer ØelÙeskeâ kemleg ceW keâYeer ve meceehle nesves keeuee
Øeefleefyecye efkeÅeceeve nw~ nce Fve hej keâwmes Âef<š [eueles nQ, keâwmes Fvekeâe me=peve keâjles nQ leLee Fvekesâ efke<eÙe ceW keäÙee Yeeke
Ùee OeejCee jKeles nQ, Ùen nce hej efveYe&j keâjlee nw~ Ùen melÙe nw efkeâ keâesF& Yeer jÛeveekeâej efkeâmeer kemleg keâer GheefmLeefle,
Deekeâej, Øekeâej, jbie Deeefo keâes hetCe&leÙee DevegYeke keâjlee nw leYeer Gmekesâ mecekeâ#e efkeâmeer DevÙe kemleg keâe me=peve keâj heelee
nw~ ØelÙeskeâ keâueekeâej keâes Fme peiele ceW meowke ner Skeâ De%eele Deewj vekeerve Øeefleefyecye keâer leueeMe jnleer nw~ oMe&ve,
efke%eeve Deewj keâuee efkeefYeVe ØeefleefyecyeeW kesâ efvecee&Ce ceW DeekeMÙekeâ menÙeesie keâjles nQ~ hejvleg keâuee, efkeefYeVe mebmke=âefleÙeeW kesâ
ceOÙe Fve ØeefleefyecyeeW leLee DeekeâejeW kesâ Deeoeve-Øeoeve ceW meke&ØecegKe Skeb cenlkehetCe& keâeÙe& keâjleer nw~ FvneR ØeefleefyecyeeW kesâ
meceeve efÛe$ekeâej peÙe PejesefšÙee keâes efÛe$eeW ceW ÙeLeeLe& Skeb meeÂMÙe Deeke=âefleÙeeW keâe DeYeeke nw~ peÙe kesâ efÛe$e keâuheveepevÙe
™heekeâejeW mes hetCe& nQ~ Gvekesâ Éeje jefÛele efyecye Deveskeâ De%eele, DeyetPe, vekeerve Deewj efkeefYeVe lelkeeW kesâ mebÙeespeve mes hetCe&
DevegØeeefCele Deekeâej nQ pees oMe&keâeW kesâ DevegYeke keâes MetvÙe mes oMe&ve lekeâ hengbÛee osles nQ~ efÛe$eeW keâer efke<eÙekemleg ceW GuePe
keâj jn peeves keeues oMe&keâ Yeer Fve efyecyeeW leLee DeekeâejeW ceW [tyekeâj, Skeâ keâneveer keâer lejn Fvemes Deeveefvole nes heeles
nQ~ peÙe meeceevÙe Deewj meeOeejCe efoKeves keeues efke<eÙeeW keâes lÙeeie osles nQ leLee De%eele Deewj DemeeceevÙe keâer leueeMe keâjles
nQ~ Ùen iegCe Gvekesâ efÛe$e me=peve keâjves keâer Øeef›eâÙee ceW Âef<šiele neslee nw~ Gvekesâ ™heekeâej jnmÙeceÙeer, DemeeceevÙe leLee
efkeue#eCe ™heeW ceW me=efpele nQ pees ceeveke leLee heMeg-heef#eÙeeW keâer ØepeeefleÙeeW kesâ Debie-ØelÙebieeW mes Debleie&gefcheâle nQ leLee Fme
ueeskeâ kesâ efveÙeceeW Deewj efmeæevleeW efYeVe Deewj efÚVe efoKeeF& osles nQ~

Meyo yeerpe :
DeefYekÙeefleâ, jnmÙe, Øeefleefyecye, DevegØeeefCele, Decetle&ve, heâbleemeer, keâeÙeeblejCe, keâuhevee, mebØes<eCe, peeogF& meecebppemÙe~

efkeâmeer keâeueekeâej kesâ cetkeâ DeefYekÙeefleâ keâjves keeues
keâeÙeeX mes mebyebOe mLeeefhele keâjves Ùee Gvekeâes mecePeves keâe
mekee&slece GheeÙe nw efkeâ Gme ke=âefle keâes ner mkeÙeb keâe meboYe&
Deewj efvecee&Ce keâer Øeef›eâÙee keâer kÙeeKÙee keâjves oer peeS

Deewj Ùen DevegYeke efkeâÙee peeÙes efkeâ efÛe$e efkeâme Øekeâej
mkeÙeb keâe jnmÙe Øekeâš keâjlee nw~1 efÛe$eleue hej Deeke=âefle
efvecee&Ce kesâ efueS jsKee keâe Debkeâve efkeÛejCe keâjlee nw lees
ken efÛe$e mkeÙeb keâer Øemlegefle meblegefuele mebÙeespeve kesâ meeLe
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keâjlee nw leLee DevÙe ÂMÙe Ùee kemleg keâer leguevee ceW
Âef<šiele neslee nw~ Ssmes ceW oMe&keâ Ssmeer keâuee mes Deesle-
Øeesle nesles nQ pees efheÚues efveOee&efjle DevegYekeeW keâes ojefkeâveej
keâj, oMe&keâeW keâer megmeghle Ûesleve MeefleâÙeeW keâes PekeâPeesjves
Deewj GveceW nueÛeue hewoe keâjves keâe keâeÙe& keâjleer nw~2

peÙe PejesefšÙee keâer DeejbefYekeâ ke=âefleÙeeW kesâ efke<eÙe ceW
heerÊ SveÊ ceeiees ves kÙeleâ efkeâÙee nw, ‘‘.......70 kesâ
oMekeâ kesâ DeejcYe ceW peÙe ves Meer<e&efkenerve jnmÙeceÙeer
Deeke=âefleÙeeW keâer jÛevee keâer pees Deemeceeve ceW GÌ[leer ÚeÙee
pewmes efkevÙeemeeW Deewj Deeke=âefleÙeeW ceW iegce Ùee efkeueerve nes
peeleer nQ (efÛe$e mebKÙee-01 ke 02)~ 80 kesâ oMekeâ keâs
ceOÙe ceW, Ùes DeefOekeâ ueÙeelcekeâ veejer Deeke=âefleÙeeW ceW yeoue

ieS pees heâtueeW mes yeele keâj jneR nQ leLee ceeveke leLee heMeg
Deeke=âefleÙeeB Skeâ otmejs ceW efkeueÙe nes pee jner nQ......~’’3

peÙe kesâ keâeÙeeX keâes osKekeâj Ùen mecePevee keâef"ve veneR nw
efkeâ kes keâuee keâer hetke& efveOee&efjle ceevÙeleeDeeW ke cetuÙeeW keâes
Deheveer leer›e jÛeveelcekeâ ef›eâÙeeMeeruelee mes efÚVe-efYeVe
keâj osles Les~ kes mkeÙeb menpe yeeue mejuelee mes keânles Les
- ‘‘cesjer DeeBKeW cesjs meeLe GÌ[eve Yejleer nQ~ hej keâwmes
Deewj keâneB? ceQ Deheveer veeke keâes efmeleejeW kesâ heej ues
peevee Ûeenlee ntB, DeemeceeveeW ceW, ÙeneB lekeâ efkeâ De%eele
Úesj lekeâ~’’4

peÙe kesâ DemeeceevÙe mes efoKeves keeues jsKeebkeâve
mkeÙeb ceW ner heefjhekeäkelee Deewj hetCe&lee keâer efkeefMe<šleeDeeW
mes Ùegleâ nQ~ Ùes efkeMes<eleeSb lkeefjle ef›eâÙee mes Debleme hej
ienje ØeYeeke ÚesÌ[leer nQ~ Fve DeekeâejeW keâer mepe&veeDeeW ceW
Øeeke=âeflekeâ DeekeâejeW kesâ efkeefYeVe ™he Skeâekeâej nesles Ùee
Skeâ-otmejs ceW heefjkeefle&le nesles Øeleerle nesles nQ (efÛe$e
mebKÙee-03)~ vepejeW kesâ meccegKe efkeefÛe$e Denmeeme GlheVe
neslee nw pewmes efkeâ ‘Yetlees ve Yeefke<Ùeefle’ ØeYeeke keeuee keâesF&
veeškeâerÙe Iešvee›eâce ÛeueeÙeceeve nes jne nes~ henues
keâYeer ÂMÙeceeve ve ngS ™heeW kesâ Deekeâej, De%eele Tpee&
kesâ ØeYeeke mes ieefleceeve nesves ueieles nQ~ Ùener iegCe efÛe$ekeâej
peÙe kesâ keâuheveeMeerue me=peve keâe DeØeeflece, DeYetlehetke&
leLee efkeue#eCe ØemlegeflekeâjCe nw~ peÙe keânles nQ, ‘‘cesjer
Deeke=âefleÙeeB ceefmle<keâ kesâ ienjs #es$eeW ceW me=efpele nesleer nQ
peneB Deefievele DemebKÙe DeekeâejeW keâes ueieeleej Gkesâj
keâj efkeefMe<š ™he Øeoeve efkeâÙee peelee nw~ cesjs jsKeebkeâve
Deblejlece DekemLee keâer ef›eâÙeeDeeW kesâ Øeefleefyecye nQ Deewj kes

efÛe$e mebKÙee-01

efÛe$e mebKÙee-02 efÛe$e mebKÙee-03 : Úue Ùeesefieveer
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Dehevee mkeÙeb keâe keâueelecekeâ Deewj DeLe&hetCe& Deefmlelke
Øeehle keâjles nQ....~’’5

peÙe PejesefšÙee Deheveer jÛeveeDeeW ceW efpeve keâtšeW,
mebkesâleeW ke efÛevneW kesâ ceeOÙece mes megbojlee, Deblejeue Deewj
Deekeâ<e&Ce GlheVe keâjles nQ, kes meYeer DeefÉleerÙe leLee
ØeMebmee kesâ ÙeesiÙe nQ~ peÙe PejesefšÙee keâe ceevevee Lee efkeâ
Decetle&ve kesâ efyevee efÛe$ekeâuee keâe keâesF& DeeOeej veneR nw~
efÛe$e keâes DeLe&hetCe& Deewj Deekeâ<e&keâ efoKeves kesâ efueS
Decetle&ve keâer efveefMÛele Deewj yeeOÙe DeekeMÙekeâlee nw~
FmeerefueS peÙe keâer ueieYeie meYeer jÛeveeDeeW ceW mebhetCe&,
mejue Øeeke=âeflekeâ Deekeâej nesles ngS Yeer keâneR-keâneR Decetle&
keâueelelkeeW kesâ DeeMÛeÙe&pevekeâ GoenjCe osKes pee mekeâles
nw (efÛe$e mebKÙee-04)~ GvneWves meceÙe-meceÙe hej Deheveer
keâuheveeMeefleâ leLee me=peveMeeruelee kesâ yeue hej heMeg-
heef#eÙeeW, hesÌ[-heewOeeW, ÙeneB lekeâ efkeâ efkeefYeVe kemlegDeeW keâes
Yeer ceeveke ™he ceW Debefkeâle efkeâÙee nw~ DekeÛesleve ceW
ef›eâÙeeMeerue Gvekesâ ceve keâes efpeve keâejkeâeW ves Gvekesâ efÛe$e
me=peve keâes menÙeesie Øeoeve efkeâÙee nw, ken nw YeejleerÙe
hegjeCe keâLeeDeeW leLee cenekeâekÙeeW keâe efkemle=le %eeve,
efpeveceW De%eele, ietÌ{ Deewj jnmceÙeer DekemLeeDeeW ceW
ceeveke kesâ efkeefYeVe ™heeW keâe Debkeâve yengle kegâMeuelee mes
efkeâÙee ieÙee nw~ peÙe Ssmes efÛe$ekeâej nQ pees Gme ‘ieghle
mLeeve’, peneB Deeefo Meefleâ mebhetCe& mekeâejelcekeâ Tpee&
Deewj me=peve keâes hees<ekeâlee Øeoeve keâjleer nw, ceW ØekesMe
keâj heeles nQ~6 peÙe keâes De%eele jnmÙeceÙeer peiele Deheveer
Deesj KeeRÛelee nw leLee kele&ceeve kesâ ÙeLeeLe& ceW keâuhevee keâes
me=efpele keâjves keâer Meefleâ Deewj ØesjCee Øeoeve keâjlee nw~

Ùen leLÙe Yeer cenlkehetCe& nw efkeâ mecØes<eCe nsleg
meowke meceevlej mebmeej DeekeMÙekeâ nw~ peÙe keâe efvejekeâej
ceW efkeÕeeme nw, efheâj Yeer mkeÙeb kesâ cetue mes heefjÛeÙe keâjves
nsleg ceeOÙece pe™jer nw~ hegjeCe Deeefo «ebLeeW kesâ DeOÙeÙeve
mes %eele neslee nw efkeâ cenef<e&ÙeeW ves GveceW efpeve ietÌ{
mebkesâleeW keâes kÙeleâ efkeâÙee nw, Ûesleve ceve Gvekesâ Øeefle
efkeÕemle nesves keâe Dee«en mkeerkeâej veneR keâjlee~ hejvleg
efheâj Yeer kes melÙe Deewj leLÙe mes heefjefÛele nes heeves kesâ
jnmÙe mes yeebOes jKeves ceW me#ece nQ Deewj DeLeen Meefleâ mes
hetCe& nQ~ Fmeer Øekeâej peÙe kesâ jsKeebkeâve Deewj efÛe$eke=âefleÙeeb
Yeer Dekeemleefkekeâ, Depeerye, DeyetPe Deewj Ketyemetjleer mes
me=efpele nQ, pewmes efkeâmeer DevÙe meceevlej mebmeej mes Gvekeâe
Dee£eve efkeâÙee ieÙee nes (efÛe$e mebKÙee-05)~7 DeekeMÙekeâ
Deewj DeefvekeeÙe& lelkeeW kesâ ™he ceW keâuhevee Deewj jnmÙe kes
iegCe nQ pees peÙe keâer mepe&veeDeeW ceW cenlkehetCe& Yetefcekeâe
efveYeeles nQ~ DevÙe keâF& ÙeesiÙe, yegefæceeve Deewj %eeveer
kÙeefleâ Yeer Fme jnmÙe keâer Leen uesves Deewj kÙeeKÙee keâjves
keâer meerceeDeeW ceW ØekesMe keâjves ceW Demeheâue jns, hejvleg
peÙe ves meheâueleehetke&keâ Gve jnmÙeeW ceW ieesles ueieeS pees
Gvekesâ ienjs Debleme ceW efÚhes Les, Deewj kes peÙe efÛe$eeW ceW
S›eâsefuekeâ, šscheje, SefÛebie, lewuejbie, Deeefo ceeOÙeceeW
keâe meneje heekeâj heâbleemeer Ùegleâ efÛe$eekeueer kesâ ™he ceW
DeefYekÙeleâ nesles nQ~8 Gvekeâer keâueeke=âefleÙeeW ceW GlheVe
jnmÙe Fme Devet"s jÛeveekeâej kesâ kÙeefleâiele peerkeve mes
leejlecÙe mLeeefhele keâj uesles nQ~ peÙe kesâ peuejbie ceeOÙece
ceW efveefce&le ueIeg keâeÙe& Deheves DeyetPe, DeÆgle Deewj efÛele
keâes ceesn uesves keeues Ûeefj$eeW Deewj Deekeâej Fme ÛeueeÛeue
peiele keâer Dekeueeskeâve keâjves keâer ÙeLeeLe& Deewj hejbhejeiele

efÛe$e mebKÙee-04 : megkeâtve {BtÌ{les ueesie efÛe$e mebKÙee-05 : efcemš^er
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heefjYee<ee keâes KeefC[le keâj, kÙeeKÙee keâer vekeerve DekeOeejCee
keâes mLeeefhele keâjles nQ (efÛe$e mebKÙee-06)~ peÙe Deheves
jnmÙeceÙeer Deewj mLetue DeekeâejeW kesâ efueS Deheveer keâuee
ceW efkeue#eCe jÛeveelcekeâ mes jbie-efyejbies leLee Gvceeoer
Deewj YeÇcehetCe& ØemlegeflekeâjCe keâer DeeÌ[ ceW Deheveer ienve
efÛebleveMeerue oMee keâes Úghee osles nQ~9

ueeue leLee veerueer Deeke=âefle keeues ceveg<ÙeeW keâes osKe otmejer
Deesj GÌ[e pee jne nw (efÛe$e mebKÙee-08), Skeâ Ûeewkeâesj
ef[peeÙeve keeueer heesMeekeâ efpemeceW ÛeeBo efÚhee nw leLee
Skeâ leves hej m$eer kesâ Ûesnjs pewmee heâtue Skeâ otmejs mes
mebkeeo keâj jns nQ (efÛe$e mebKÙee-07), Deeefo~ lees ØeMve
GlheVe neslee nw efkeâ peÙe kesâ efÛe$eeW efoKeves keeueer leLee
heMeg-heg®<e keâer efceefßele Deeke=âefleÙeeW kesâ meccegKe KeÌ[er
m$eer, keäÙee Fme yeveekešer ogefveÙee ceW yegefæcelee keâe GoenjCe
nw? Ùee ceesnheeMe ceW GuePeeeves Deewj Úueves kesâ GösMÙe
mes cee$e Skeâ Ú©e ™he nw? peÙe Éeje jefÛele yeeo keâer
ueieYeie meYeer jÛeveeDeeW ceW efÉefkeOelee keâer kÙebpevee nw~10

Glmegkeâ Øeke=efle keeues peÙe, Deheves Deleerle Deewj keâuheveeDeeW

efÛe$e mebKÙee-06 : cesjer efheÙeejer

peÙe PejesefšÙee kesâ keâeÙe& cetkeâ Deewj mebkeeo kesâ ceOÙe
mebÛeej ceeOÙece nQ~ Gvekesâ efÛe$eeW ceW ÙeLeeLe& Deekeâej leLee
Gvemes mebyeæ keâeuheefvekeâ Deekeâej, ÂMÙeelcekeâlee mes hejs
nQ~ Ùes Deekeâej, Gvekesâ ceOÙe kesâ mebkeeo Deewj mebÛeej kesâ
efke<eÙe ceW peeveves keâer efpe%eemee hewoe keâjles nQ~ Fmeer
keâejCe peÙe kesâ efÛe$eeW ceW keâuee, jnmÙe leLee ietÌ{ lelkeeW
keâes Denmeeme keâjves kesâ Deevevo keâer Øeeefhle nesleer nw~
efÛe$eOejeleue kesâ efkeâveejeW Deewj keâesveeW ceW Debefkeâle ueIeg
Deekeâej kesâ jsKeebkeâve efÛe$eeW keâe meeje jnmÙe Keesue osles
nQ~ Skeâ efÛe$e ceW Skeâ ceeveke keâe Ûesnje nw pewmes meebhe
kegâC[ueer ceej keâj yew"e nes Deewj Gmekesâ meeceves IeesÌ[s
pewmeer efoKeves keeueer Skeâ DeyetPe meer Deeke=âefle nw, Ssmee
Øeleerle neslee nw pewmes oesveeW kesâ yeerÛe Skeâ mebkeeo Ûeue jne
nes (efÛe$e mebKÙee-05)~ peÙe kesâ efÛe$eeW ceW oesnjer Deeke=âefleÙeeW
kesâ Debkeâve keâe efvejblej Øekeen mhe<š neslee nw, pewmes Skeâ
Deeke=âefle ceW heg™<e kesâ efmej ceW heâtueoeve kesâ meceeve Ûesnje
nw, Skeâ KecYee efpemeceW Skeâ m$eer cegKe nw, keâeiepe keâer
veeke, ÛeewKeeves Úehes keâe kem$e henves Skeâ KeÌ[er ceevekeeke=âefle
Deesj keâ"hegleueer pewmee efkeke=âle Deekeâej keâe IeesÌ[e, ceeveke
kesâ efmej keeuee heneÌ[eW mes Yeer yeÌ[s Deekeâej keâe he#eer pees

efÛe$e mebKÙee-07 : efcemš^er-2

keâer ienjeF& ceW efkeÛejCe keâjles nQ, leLee yengle ner mejuelee
Deewj efkeveesoefØeÙelee kesâ meeLe, oMe&keâeW keâes DeeMÛeÙe& Deewj
Deevebo kesâ meeiej ceW ieesles ueieeles ÚesÌ[ osles nQ~

peÙe PejesefšÙee Ssmes peiele keâer keâuhevee Deewj jÛevee
keâjles nQ efpemeceW efkeefÛe$e heefjefmLeefleÙeeW ceW ceeveke Ûeebo
keâes hekeâÌ[ keâj Gmehej DeefOekeâej keâj mekeâlee nw, ken
nkee ceW cegleâ GÌ[lee nw, he#eer ceeveke mes DeefOekeâ efkeMeeue
Deewj kepeveer nes peeles nQ leLee heMeg-heef#eÙeeW, leLee heewOeeW
kesâ DeyetPe Deewj jnmÙeceÙeer lejerkesâ mes ceveg<ÙeeW keeues Ûenjs
nesles nQ (efÛe$e mebKÙee-08)~ Deheveer keâuece Deewj letefuekeâe
kesâ ØeYeeke mes peÙe efkeefYeVe heesle kesâ meleneW keâe me=peve
keâjles nQ~ yegveeF& kesâ efkeefYeVe GoenjCe, leeve Deewj jbieeW
keâer efkeefYeVe hejleW, Yeebefle-Yeebefle keâer keâekÙeelcekeâ Deewj
ueÙeelcekeâ Deeke=âefleÙeeb Deeefo keâe heâbleemeer kesâ ™he ceW
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efkeÛeejeW keâer ogefveÙee kesâ Øeefle Gvekesâ vepeefjÙes keâer ëe=bKeueeDeeW
keâes mLeeefhele keâjves keâe keâeÙe& keâjlee nw~ Gvekeâe Ùen
vepeefjÙee ÙeLeeLe& kesâ keâ"esjlece yeesOe keâes Demkeerkeâej
keâjlee nw leLee Gvekeâer mkeÙeb keâer jnmeÙeceÙeer Øeke=efle keâer
Øeefleef›eâÙee kesâ heâuemke™he Deevebo Deewj Deekeâ<e&Ce mes
hetCe& heâbleemeer keâe me=peve keâjlee nw (efÛe$e mebKÙee-09)~
Ùener keâejCe nw efkeâ peÙe Deekesie, GösMÙe, jnmÙe, ÙeLeeLe&,
keâuhevee, keâtš, De%eele, DeyetPe kesâ mebÙeespeve mes pees Yeer
jÛevee keâjles nQ Gmes oMe&keâ DeÛebefYele Deewj ceb$ecegiOe
neskeâj efvenejles nQ~ peÙe ceeveles nQ efkeâ efkeÛeejeW keâe

efÛe$e mebKÙee-08 : efcemš^er meerjer]pe-24

hejce Deewj Ûejce Debkeâve yengle ner kegâMeuelee Deewj mebÙeefcele
Yeeke mes Gkesâje ieÙee nw~ Ûecelkeâeefjkeâ ™he mes Gvekeâer
efÛe$eke=âefleÙeeb Skeâ ner meceÙe ceW ‘ÙeneB Deewj DeYeer’ leLee
‘keneB Deewj keâYeer’ oesveeW YeekeeW keâe Skeâ meeLe DevegYeke
keâjeles nQ~ keâesceuelee Deewj keâ"esjlee kesâ efkejesOeeYeeme keâe
peeotYeje efkeue#eCe mebÙeespeve, peÙe Éeje peÌ[ Deewj
Ûesleve kesâ peefšue, Deebleefjkeâ Deewj De%eele mebyebOeeW keâer
kÙeeKÙee keâes peeveves Deewj mecePeves kesâ Devekejled DeewlmegkeäÙe
Yeeke keâe heefjCeece nw~ kes ceeveles nQ efkeâ cetkeâ ØeeCeer Yeer
mebkeeo Ùee mebØes<eCe mLeeefhele keâjves ceW me#ece nQ~ kes
keânles Les, ‘ceQ hesÌ[eW leLee heef#eÙeeW mes, efleleefueÙeeW mes,
yewue, ÙeneB lekeâ efkeâ nkee mes mebkeeo mLeeefhele keâjlee ntB
lees cegPes cenmetme neslee nw efkeâ Skeâ keâeiepe keâe šgkeâÌ[e,
Skeâ Ieeme keâe eflevekeâe, ÙeneB lekeâ efkeâ oerkeejeW kesâ Oeyyes
Yeer kegâÚ keân jns nQ Deewj kener ‘kegâÚ’ ceW Deheves efÛe$eeW
ceW ueeves keâe ØeÙeeme keâjlee ntB~’ ceeefš&ve yÙetyej kesâ keâLeve
keâe kes efpe›eâ keâjles Les, ‘‘mebkeeo mLeeefhele keâjvee mebYeke
nw, Skeâ ke=#e mes, efyeuueer mes, ceeFkeâe kesâ šgkeâ[s mes,
Skeâ keâueeke=âefle mes....~’’ Fme DeeOeej hej peÙe keâe
efkeÕeeme Lee efkeâ ‘ceQ-legce’ keâe mebyebOe kemleg leLee kÙeefleâ
kesâ ceOÙe efkeefkeOeleeDeeW kesâ nesles ngS Yeer oesveeW keâes Deeheme
ceW pegÌ[ves keâe keâejCe oslee nw Deewj Ùen melÙe Fme mebmeej
ceW meYeer mLeeve hej heefjueef#ele neslee nw~

ÙeLeeLe&, jnmÙe Deewj heâbleemeer keâe efkeue#eCe Deewj
GuueemehetCe& mebÙeespeve peÙe ke=âefleÙeeW ceW Skeâ meheveeW keâer
ogefveÙee kesâ Denmeeme kesâ meeLe meYeer meceÙekeâeue leLee
Devevle keâer Yeer mešerkeâ kÙeeKÙee Øemlegle keâjlee nw, Gvekesâ

efÛe$e mebKÙee-09 : DeMeer<e&keâ-43
mke™he yebOevejefnle ke Demeerefcele neslee nw~ efkeÛeej Dehevee
efkemleej omeeW efoMeeDeeW ceW keâjles nQ, ueÙeÙegleâ Skeâ™helee
kesâ meeLe Deheveer mebKÙee ceW kes Fme Øekeâej ke=efæ keâjles nQ
pewmes efkeâ meheveeW keâer Skeâ efvejblej Ùee$ee peejer nes~ peÙe
keâuhevee kesâ meeLe Fme Øekeâej efÛe$e me=peve keâjles nQ pewmes
kes meceÙe kesâ meeLe efkeÛejCe keâj jns neW~ kes Fve keâuheveeDeeW
keâer efkeveesohetCe& ›eâerÌ[eDeeW kesâ meeLe mebkeeo keâjles ngS
Gvekesâ meeLe Skeâekeâej nes peeles nQ~

peÙe ves keâwvekeeme keâes Demeerefcele efÛe$e-Oejeleue kesâ
™he ceW cenmetme efkeâÙee~ GvneWves heeÙee efkeâ mebieerle Deewj
meVeeše Skeâ meeLe iegefcheâle nes peeles nQ~ kes keânles Les,
‘‘keâYeer-keâYeer ceQ mkeÙeb keâes %eele-De%eele kesâ Yeeweflekeâ Deewj
jnmÙeceÙe mebmeej kesâ yeerÛe efkeÛejCe keâjlee ngDee heelee
ntB~ peneB ceW %eele ™heeW keâes De%eele Decetle&lee Deewj veÙes
ÙeLeeLe& ceW heefjkeefle&le keâjlee ntB~’’11 kes ÙeLeeLe& Deewj Yeeweflekeâ
Deekeâej ceW mebkeeo yeveeves nsleg mkeÙeb keâes mkeleb$e ™he mes
DeefYekÙeleâ keâj, veF& DekemLee ceW heefjkeefle&le keâj osles Les~
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efpevekeâe mebemeeefjkeâ ™he ceW keâesF& Deefmlelke veneR Lee~ kes
mLeeve Deewj DeyetPe Deekeâej jnmÙehetCe& ÂMÙe efÛevneW kesâ
meeLe efceuekeâj efkeefMe<š Øekeâej kesâ mebØes<eCe mLeeefhele
keâjles Les~ Fve De%eele Deewj DeyetPe DeekeâejeW ves DevleŠ
Deewj yee¢e mLeeve keâes DeefOeke=âle keâj efueÙee nw, pees mkeÙeb
ceW mechetCe& mebmeej nQ Deewj efpeveceW DeekeâejeW ves Skeâ-otpes
keâes cepeyetleer mes yeebOe jKee nw (efÛe$e mebKÙee-10)~
ÙeÅeefhe ™he Skeâ otmejs mes efveleeble efYeVe nQ leLeeefhe kes
Deehemeer leewj hej ÂÌ{lee mes mebyebefOele nQ Deewj Gvekesâ
DeÂMÙe yebOeve Gvekesâ he=Lekeâ kepeto keâes keâeÙece jKeves keâer
Yetefcekeâe ceW efkeMes<e Øekeâej mes menÙeesieer nesles nQ~

efÛeef$ele keâjvee veneR efpemekeâe keCe&ve Ùee DeLe& Øesef<ele
efkeâÙee pee mekesâ, Deefheleg Gme De%eele Deewj jnmÙehetCe&
mebmeej ceW ieesles ueieevee nw pees leke&âMeerue ÙeLeeLe& mes
efveleeble hejs nw~12

1. ‘Deuekesâceer Dee@heâ Ûeebme’, Megkeäuee meekeble, efouueer Deeš&
iewuejer, veF& efouueer, 2006, he=<" mebKÙee-19

2. ‘Fkeeskeâ efmebietuewefjšer’, ™efkevee keâjes[s, šscheesjjer SipeeryeerMeve
iewuejer, efyenej meb«eneueÙe, 2018

3. ‘peÙe PejesefšÙee : FveesmeWme Dee@heâ o efkepeve’, ØeeCeveeLe
ceeiees, Deeš& nsefjšspe, veF& efouueer, 11, 1993

4. ‘PejesefšÙee : ØeeFkesš efceLe SC[ efkncmeer’, Deceve veeLe,
Deeš& šg[s, keâvee@š huesme, vÙet efouueer, 1995

5. ‘peÙe PejesefšÙee : S ef[mkeâmeve SC[ FbšjkÙet efkeo o
Dee@Lej Fve o Deeefš&mšdme mštef[Ùees’, DeØewue, 1993

6. ‘Yeejle keâer mecekeâeueerve keâuee : Skeâ heefjØes#Ùe’, ØeeCeveeLe
ceeiees, veF& efouueer, ØeLece mebmkeâjCe, le=leerÙe Deeke=efle,
2012

7. ‘hewjueue Ùetefvekeme& : o efLeÙeesueespeer efyeneFC[ peÙespe
keke&â’, DepeÙe PejesefšÙee, uem$ee efØebš Øeesmesme, veF& efouueer,
2011

8. ‘efceLme SC[ efcemš^erpe’, mebefnlee ieghlee Yegkeeue, Deeš&
šg[s, veF& efouueer, 2016

9. ‘Fkeeskeâ efmebietuewefjšer’, Debpeveer kegâceej efmebn, šscheesjjer
SipeeryeerMeve iewuejer, efyenej meb«eneueÙe, 2018

10. ‘heWefšbime 1997’, meercee yeekee, keâtceej iewuejer, veF&
efouueer, 1997

11. ‘jsKeeefÛe$e, uesKe Deewj keâefkeleeSb’, peÙe PejesefšÙee, cesje
kegâÚ meeceeve, keâueeefveefOe veF& efouueer, 2017, he=<"
mebKÙee-40

12. ‘heWefšbime 1997’, meercee yeekee, keâtceej iewuejer, veF&
efouueer, 1997

efÛe$e mebKÙee-10 : DeMeer<e&keâ-41

ke=âefleÙeeW ceW Iešves keeueer Deveble DeekeâeMe keâer keâuhevee,
Gvemes GÉsefuele Øeefleef›eâÙee, me=efpele heMeg-heef#eÙeeW kesâ Debkeâve
keâe Glke=â<š Devoepe, meye kegâÚ Skeâ-otmejs kesâ meeLe
yeesOeiecÙe Deesj ÙeesiÙe meblegueve keâe me=peve keâjlee nw~
Ùener melÙe nw efkeâ peÙe keâer jÛeveeDeeW ceW efÉefkeOe Deeke=âefleÙeeW
keâe DemLeeF& Yeso, Skeâ efvejblej mebueehe nw efpemeceW Skeâ
Deesj Gvekeâe me=peveelcekeâ Deblejeue nw leLee otmejer lejheâ
oMe&keâ~ keäÙeeWefkeâ peÙe keâe jÛeveelcekeâ Øe›eâce Deewj ØeÙeeme,
leke&â Deewj keâejCe keâer meerceeDeeW mes cegleâ nw, mkeleb$e nw,
FmeefueS ÙeneB ØelÙeskeâ heefjefmLele ceW mebkeeo mebYeke nw~
DeekeâejeW Deewj efke<eÙeeW keâer heefjkeâuhevee cee$e Gmekeâes
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Abstract :

The Yoga Upanishads, a significant branch of Vedic literature, offer deep insights
into holistic health through yogic practices. This study examines selected texts-such
as Yogachudamani, Dhyanabindu, Yoga Tattva, and Yogakundalini-to explore how
practices like pranayama, Ajapa Japa, Omkara chanting, and Trividha Kukshi diet
promote physical, mental, and spiritual well-being.

Using thematic and hermeneutic analysis, the research highlights how these
traditional techniques align with modern health science, particularly in stress reduction,
emotional regulation, and autonomic balance. Ajapa Japa mirrors mindfulness practices,
while Om chanting influences brain wave activity and vagal tone.

This synthesis of ancient wisdom and contemporary research suggests that the
Yoga Upanishads offer an integrated framework for sustainable health, valuable in
addressing today’s chronic health challenges.

Keywords :

Yoga Upanishads, Holistic Health, Ajapa Japa, Pranayama, Omkara Meditation,
Yama and Niyama, Trividha Kukshi, Mind-Body Integration, Integrative Medicine.

Introduction :

Yoga, as detailed in Indian spiritual
literature, especially the Upanishads, provi-
des a comprehensive system for self-deve-
lopment encompassing physical, mental,
emotional and spiritual well-being. Among
these texts, the Yoga Upanishads offer

focused insights into yogic discipline,
presenting sadhanas that promote holistic
health by integrating the individual with
the cosmic consciousness.

The term “holistic health” refers to the
balance of body, mind and spirit (Dossey
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et al., 2000). Modern integrative medicine
increasingly recognizes the therapeutic
effects of traditional practices such as yoga
on stress-related disorders, cardiovascular
health, immunity, and emotional resilience
(Ross & Thomas, 2010; Field, 2011). These
outcomes are mirrored in the yogic frame-
work outlined in texts such as the Yogashikha,
Dhyanabindu and Yogachudamani Upani-
shads, where sadhana is said to purify the
nadis, calm the mind, and ultimately lead
to spiritual liberation.

Scientific research supports the physio-
logical effects of key yogic practices such
as pranayama and dhyana. Studies demon-
strate that pranayama can improve lung
function, increase parasympathetic activity
and reduce cortisol levels (Telles et al.,
2014). Meditation has been shown to
enhance prefrontal cortex activity, regulate
limbic responses and improve heart rate
variability (HRV), which is considered a
biomarker of autonomic balance (Tang,
Hölzel, & Posner, 2015).

Yet, despite this scientific validation,
the philosophical and spiritual foundations
of these practices remain underexplored.
The Yoga Upanishads uniquely bridge this
gap by offering a coherent integration of
yogic ethics (Yama, Niyama), physical
regulation (Asana, Pranayama), mental
control (Pratyahara, Dharana) and transcen-
dental goals (Samadhi, Kaivalya).

This paper endeavors to contextualize
the ancient wisdom of the Yoga Upanishads
within modern frameworks of health and
integrative medicine. By doing so, it contri-
butes to a deeper understanding of yoga
not merely as physical exercise but as a
multidimensional approach to optimal
well-being and spiritual realization.

Methodology :

This study employs a qualitative, text-
analytical research design to explore and
synthesize concepts of holistic health as
presented in the Yoga Upanishads. The
methodology involves the following key
components:

a) Textual Source Selection : Primary
textual materials included 20 prominent
Yoga Upanishads such as Yogachuda-
mani, Dhyanabindu, Yoga Tattva,
Yogakundalini, Brahmavidya, Man-
dalabrahman, Pasupatabrahma, and
Varaha Upanishads. These texts were
selected based on their philosophical
relevance to yogic health practices and
their classification under the broader
Vedic corpus. Translations in Hindi
and English were consulted from
reputable publishers like Bihar School
of Yoga, Motilal Banarsidass, and
Gita Press.

b) Thematic Analysis : A systematic
thematic analysis was carried out, iden-
tifying recurring themes related to
physical, mental, pranic, and spiritual
well-being. Practices like Asana, Prana-
yama, Yama, Niyama, Dhyana, Samadhi
and Ajapa Japa were categorized under
physical, psychological and transcen-
dental domains. Each theme was traced
across multiple Upanishads to assess
consistency and philosophical intent.

c) Hermeneutic Interpretation : A
hermeneutic approach was employed
to interpret symbolic and esoteric ter-
minologies such as nadis, kundalini,
moksha, and kaivalya. This interpreta-
tion was cross-referenced with commen-
taries by Swami Sivananda, Swami
Niranjanananda and modern scholars
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like Georg Feuerstein to ensure con-
ceptual clarity.

d) Comparative Correlation : The
practices and health-related concepts
found in the Upanishads were compa-
red with findings from modern scien-
tific literature. Databases such as
PubMed, Scopus and Google Scholar
were used to identify empirical studies
supporting the physiological and
psychological benefits of specific
yogic techniques.

e) Inclusion Criteria for Modern

Studies : Only peer-reviewed studies
published between 2000–2024 in
English, related to pranayama, medi-
tation, breathwork, mind-body integ-
ration and autonomic nervous system
regulation, were considered to validate
traditional claims.

This integrative methodology ensures
both scriptural fidelity and empirical rele-
vance, aiming to bridge traditional yogic
insights with modern health sciences for
a comprehensive understanding of holistic
wellness.

Holistic Health in the Yoga Upanishads :

The concept of holistic health in the
Yoga Upanishads is fundamentally rooted
in the balanced development of the phy-
sical body (sharira), mind (manas), vital
energy (prana), intellect (buddhi) and spirit
(atman). Unlike the compartmentalized
approach of modern medicine, the Upani-
shadic system envisions health as an integ-
rated and harmonious state of existence.

Several Yoga Upanishads provide direct
references to this integrated model. For
instance, the Yogachudamani Upanishad
outlines dietary principles such as “Trividha
Kukshi,” recommending that one-third of

the stomach be filled with food, one-third
with water, and one-third left empty. This
guideline ensures digestive efficiency and
mental clarity, thus connecting the physical
and mental domains of health (Saraswati,
2001).

The Dhyanabindu Upanishad highlights
meditation on Omkara as a tool to purify
mental impressions (samskaras) and elimi-
nate even deep-rooted karmic residues. The
text describes how chanting Omkara in
different modulations (short, prolonged,
or intermediate) leads to removal of sin,
accumulation of virtue, and ultimately to
liberation (moksha). Modern studies show
that Om chanting is associated with reduced
limbic activity, increased parasympathetic
dominance and improved emotional stabi-
lity (Kalyani et al., 2011).

Furthermore, the Yoga Tattva Upanishad
classifies four distinct yogas-Mantra, Laya,
Hatha, and Raja-each targeting specific
psycho-spiritual layers of the individual.
Hatha Yoga, for instance, is described as
comprising Yama, Niyama, Asana, Prana-
yama, Mudras and Bandhas, which sequ-
entially refine the body, mind, and pranic
energy (Satyananda, 2002).

The Yogakundalini Upanishad intro-
duces the concept of Ajapa Japa-the
spontaneous repetition of the mantra “So-
Ham” with each breath. According to the
text, this practice naturally occurs 21,600
times daily and is said to lead to the reali-
zation of the self as Brahman. Neuroscien-
tific investigations have linked breath
awareness with enhanced interoception
and improved vagal tone, both of which
are associated with resilience to stress and
better emotional regulation (Brown &
Gerbarg, 2005).
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The Brahmavidya Upanishad empha-
sizes the importance of a purified mind
(chitta shuddhi) as the gateway to self-
realization. It proposes that regular chan-
ting of Omkara and contemplative intro-
spection on Nirguna Brahman (attributeless
Absolute) removes all mental impurities.
This aligns with mindfulness-based inter-
ventions that show consistent improvements
in anxiety, depression, and well-being
scores (Goyal et al., 2014).

Thus, the Upanishadic framework of
health is not limited to curing ailments but
aspires toward a comprehensive transfor-
mation of the individual. By addressing
lifestyle (ahara, vihara), ethics (yama,
niyama), energy balance (pranayama),
mental clarity (dharana, dhyana) and
spiritual insight (samadhi), these texts
provide a universal template for sustai-
nable health and well-being.

Discussion :

The insights derived from the Yoga
Upanishads offer a comprehensive paradigm
that integrates ancient spiritual philosophy
with modern concepts of health and well-
ness. Unlike contemporary health models
that often address individual symptoms or
diseases, the Upanishadic view is systemic,
targeting the root cause of imbalances-be
they physical (vyadhi), mental (manovikara),
or spiritual (avidya).

A recurring theme in these texts is the
purification of the nadis (energy channels),
believed to be crucial for pranic regulation
and mental clarity. Modern physiological
studies have shown that alternate nostril
breathing, a practice aligned with nadi
shodhana, improves autonomic regulation,
reduces blood pressure and enhances cog-
nitive performance (Sengupta, 2012).

The concept of Ajapa Japa, high-
lighted in the Yogakundalini Upanishad,
aligns with the modern principle of breath-
mediated mindfulness. It serves as a bridge
between involuntary (autonomic) and volu-
ntary (conscious) regulation of the nervous
system. Research has shown that breath
awareness increases prefrontal activation
and decreases amygdala hyperactivity,
enhancing emotional regulation and exe-
cutive function (Zeidan et al., 2010).

The ethical observances (yama and
niyama) play a critical role in psychosocial
health. Contemporary psychological models
such as Acceptance and Commitment
Therapy (ACT) and Mindfulness-Based
Cognitive Therapy (MBCT) emphasize
values-based living and self-discipline-
principles inherent in yama and niyama-
as fundamental to psychological well-
being (Hayes et al., 2006).

The Dhyanabindu and Yogashikha
Upanishads advocate Omkara meditation
for mental purification. The vibrational
and rhythmic repetition of Om has been
linked to stimulation of the vagus nerve
and increased parasympathetic activity,
which support homeostasis and emotional
resilience (Telles et al., 2019).

Furthermore, Kundalini awakening-
though esoteric in traditional terms-can be
interpreted in light of neuroplasticity and
the upward movement of consciousness
from primal instincts (root chakra) to
higher cognitive-emotional centers (crown
chakra). This interpretation resonates with
Maslow’s hierarchy of needs and self-
transcendence as the pinnacle of human
fulfillment (Maslow, 1968).

In essence, the Yoga Upanishads do
not merely present spiritual dogma but
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offer a living framework for transforma-
tive health. Their integration into modern
therapeutic protocols could enrich mental
health treatment, lifestyle medicine, and
preventive care models.

Conclusion :

The Yoga Upanishads present a holistic
paradigm that transcends the limitations
of reductionist biomedical models. These
ancient texts articulate a sophisticated
understanding of the human system,
emphasizing that true health arises not
only from the absence of disease but from
a balanced and integrated alignment of the
physical body, vital energy, emotional
state, intellect, and spirit. By focusing on
sadhanas such as pranayama, asana, medi-
tation, mantra chanting, ethical living (yama
and niyama), and inner contemplation, the
Upanishads offer an actionable and sustai-
nable path to well-being.

Importantly, many of the practices
prescribed in the Yoga Upanishads align
with contemporary evidence-based inter-
ventions used in integrative medicine, life-
style medicine, and mental health care.
Practices like Ajapa Japa, Omkara medita-
tion, breath awareness and dietary regula-
tion through Trividha Kukshi are not only
spiritually transformative but also physio-
logically beneficial, as supported by recent
neurophysiological and psychological
research.

In the context of modern healthcare
challenges-ranging from chronic diseases
and stress disorders to lifestyle-related
conditions-the wisdom contained in the
Yoga Upanishads offers complementary
solutions rooted in self-awareness, inner
discipline, and spiritual awakening. Their
integration into public health, education,

and therapeutic models could revolutionize
our understanding of health, healing, and
human potential.

Ultimately, the Yoga Upanishads are
not relics of the past but blueprints for the
future-a future in which holistic health is
redefined through harmony between anci-
ent wisdom and modern science.
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Abstract :

Jhoola is a traditional folk and semi-classical singing style of North India, sung
especially during the rainy season. For centuries, the beauty of nature in these monsoon
months has inspired women and children to hang swings, gather in community spaces,
and sing songs of joy, love and devotion.

The Saints of the Ra Dha Sva Aa Mi Faith drew upon this living tradition, composing
a wealth of devotional poetry in the Jhoola form. By adopting familiar folk and semi-
classical styles and reshaping them in their own way, they created compositions that
are not only musically rich but also hidden literary gems. These songs blend lyrical
charm with deep philosophical insights, elevating Jhoola beyond its festive origins
into a medium of profound spiritual expression. This paper explores these Jhoola-
based devotional compositions, analysing their unique features and situating them in
relation to the traditional Jhoola songs of India.

Keywords :

Jhoola songs, Radhasoami/Ra Dha Sva Aa Mi Faith, Religious music, Devotional
Poetry, Seasonal music.

Introduction :

“Join the community of Saints and know
the delight of your own soul.”

- Saint Rumi

India is a blessed land. In every era,
countless great souls, divine beings, yogis,
and Saints have incarnated upon its sacred
soil, evidences of its spiritual fertility and
good fortune. Each of these divine beings,
worked for the welfare of the people of their

time; uplifting not only their worldly lives
but also their higher spiritual existences,
life beyond death, and ensuring happiness
for those who sought Their refuge. Among
this lineage of divine incarnations, a signi-
ficant place belongs to the Saint-poets.

The tradition of devotional poetry, or
Bhakti-Kavya Parampara, is believed to
have originated in the eighth century with
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the Tamil Alvar Saints of South India. Some
scholars, however, trace its beginnings to
the 13th century poet Shri Jayadeva. Over
time, this literary and spiritual current ex-
panded across regions: flourishing among
Telugu-speaking communities through
Basava, gaining strength in Maharashtra with
poets like Eknath, and spreading further
in Bengal through Chaitanya Mahaprabhu.
It eventually reached North and Central
India in the verses of Meera Bai, Sant Ravi-
das, Sant Paltu, and many others, finding
its most luminous expression in the poetry
of Sant Kabir, whose works continue to
inspire countless generations.

The principles articulated by these
Saints gradually formed the foundation of
Sant Mat, a spiritual path whose essence is
also echoed in early Vedic thought.2 In
modern times, the Ra Dha Sva Aa Mi
Faith, founded in 1818, represents the most
progressive expression of this tradition.
Successive Saints of this faith have guided
seekers while creating a vast body of sacred
literature. Their works, both in prose and
verse, reflect diverse literary forms and
musical styles while conveying spiritual
truths along with insights into philosophy,
psychology, art, and language. This study
focuses on the Jhoola or Hindola composi-
tions from Sarbachan Nazm by Swami Ji
Maharaj, the founding Saint of the Ra Dha
Sva Aa Mi Faith.

Introduction to the Traditional Jhoola

Singing Style :

Among the many traditions of North
Indian folk and semi-classical music,
Jhoola Geet-songs sung while swinging-
hold a special place for their lyrical charm,
seasonal association, and cultural depth.
Performed mainly during the monsoon,

especially in Sawan, these songs celebrate
love, longing, and reunion against the
backdrop of nature’s abundance. Beyond
entertainment, Jhoola Geet serve as
emotional expressions, blending devotion,
nostalgia, and courtship. They are closely
tied to women’s voices, portraying dome-
stic joys, sorrows, and yearning for absent
loved ones. Often, their imagery recalls the
divine love of Radha and Krishna, with
the swing symbolizing intimacy, playful-
ness, and life’s rhythms.

This paper highlights a lesser-known
set of Jhoola compositions found in the
sacred poetry of the Saints of the Ra Dha
Sva Aa Mi Faith (Dayalbagh, Agra).
Preserved in their holy texts, these works
mirror traits of traditional Jhoola while add-
ing distinctive spiritual and philosophical
dimensions, thus enriching their literary,
devotional, and cultural significance.

Jhoola or Hindola Shabdas in the Holy

Book Sarbachan (Nazm) :

Sarbachan (Nazm) is one of the chief
holy books of the Ra Dha Sva Aa Mi Faith.
It has a collection of sacred poetry (Shabdas)
composed by the Founding Param Sant
(Supreme Saint) of the Ra Dha Sva Aa Mi-
Param Purursh Puran Dhani Huzur Soami
Ji Maharaj (Shri Shiv Dayal Singh). The
large collection of poetry is systematised
under fifty-two topics in this holy book.
Among the fifty-two sections, one section

is called ‘Savan Hindola Va Jhoola’ (‘meekeve
efnb[es}e ke Pet}e’); the name simply indicates

towards the singing style called Jhoola in
Indian Music, specifying it by adding
‘Savan’, as Jhoola style songs we know
are based on rainy season imagery and are
sung in the same season.
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Holy poetry of this section has been
selected for study in this paper.

The section ‘Savan Hindola Va Jhoola’

(‘meekeve efnb[es}e ke Pet}e’) contains of eight

Shabdas; which is a small collection as
compared to the great number of Shabdas
collected in other sections. The length of
these Shabdas are of five to eight couplets
on an average, with some as short as of two
couplets and some as long as of twenty-
seven couplets.

Distinctive features of the Hindola hymns

by the Ra Dha Sva Aa Mi Saints and

Satgurus :

1. Awakening of Spiritual Love :

In Indian culture, the month of Sawan
has always been portrayed as a season of
love. The surplus natural beauty spread all
around, the calls of birds and the freshness
brought by new rains awaken emotions of
union or separation in the hearts of lovers.

Joyful acts and expressions of love
and deep pangs of separation are in the
imagery of traditional Jhoola songs.

Pet}e Oeerjs mes Peg}ekees yevekeejer, Dejs meeBkeefjÙee vee~

(Swing the cradle gently, O Banwari,
Ah! beloved Shyam.)

In the holy hymns of Ra Dha Sva Aa
Mi faith, quite similar depictions and imagery
are painted, but the love here is between
the devotee’s soul (Bhakt) and the Eternal
Beloved, the Supreme Being. Consider
this beautiful and symbolic verse :

megjle let Ûesle jer Deye meekeve DeeÙee~
ieieve ÛeÌ{ PeeBkeâ jer ieg® Kes} efoKeeÙee~

meKeer mens}er mebie }s peie keâece vee DeeÙee
ceQ efyejnve efheÙee ojme keâer ieg® Yeso peveeÙee

Ieš ceW keâj efmeieej efheÙee keâes Deeve efjPeeÙee
meefKeÙeve meeLe efye}eme Ùen je Oee/Oe: mJe Dee ceer ieeÙee~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd -Third, Radhaswami
Satsang Sabha, Dayalbagh (Agra))

Here, the longing devotee is reminded
to awaken her feelings of spiritual love to
meet with her Eternal Beloved, on the arrival
of Sawan. He/She is reminded of the way
to meet her Lord, which is by ascending the
skies and see the play that the Guru shows.
It is told that worldly affairs are of no use,
and only the true and able Guru reveals the
secret of this divine path to the longing soul.
The soul of the Bhakta or Yogi should adorn
itself within, and charm its Eternal Beloved
in the favourable month of Sawan.

Just as Sawan symbolises worldly uni-
on, it also becomes the time for a spiritual
union here.

Poetic descriptions of dance and festivi-
ties at those higher spiritual regions, longing
and travelling of the meditator’s soul through
those ways and bliss of the divine union
are all highly captivating features of these
holy songs. The verses move from yearning
for the Alakh Purush (A name of Supreme
Being), to reaching His palace of infinite
light, to merging in His Sound Current, and
be with the Nameless One beyond all
worlds.

2. The Deeper Meanings of Swinging

in the Hindola (swing) :

In these hymns, the “swing” is often
used as a symbol of various spiritual acti-
vities. Such as in this one :

metjle Deepe Pet} jner~
ieg® efce}s Peg}ekevenej~~1~~
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Meyo efnb[es}e heÌ[e ieieve ceW~
Pet} jner mlegefle veej~~3~~

Oegve keâer [esjer efKebÛeer DeOej ceW~
nesle  peneb Pebkeâej~~4~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd- Eighth, Radhaswami
Satsang Sabha, Dayalbagh (Agra))

The soul of the meditating Yogi is being
lifted by the Guru into the higher realms
of consciousness. This act of spiritual uplif-
ting is pictured as though the Bhakta’s soul
is swinging on a swing and the Guru is
cradling him/her.  The “rope” of the swing
is the inner sound current (shabd), and the
joy of swinging is the bliss of hearing the
Anahat nad (songs of the spiritual music)
within. Such imagery conveys truths spiri-
tual bliss beyond  ordinary thought, offering
seekers a taste of spiritual ecstacy.

Another such imagery is there where
spiritual sounds internally  heard by the
Yogi is acting as a swing for him .

Pet}le Meyo efnb[es} Delet}ve~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd -First, Radhaswami Sat-
sang Sabha, Dayalbagh (Agra))

Here is another imagery where the
Lord Almighty Ra Dha Sva Aa Mi Dayal
Himself is seated on a massive, majestic
swing.

je Oee/Oe: mJe Dee ceer Pet}le Deepe efnb[es}e~
ieieve ceb[} Oegve DeÆgle yees}e~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd -First, Radhaswami Sat-
sang Sabha, Dayalbagh (Agra))

This extraordinary Shabda basically
describes that moment of supreme bliss the
spiritual practices of a yogi, when the
Almighty Supreme Father Ra Dha Sva Aa

Mi Dayal gets pleased by him and reveals
to the devotee the vision of His own eternal
form.

The following lines of the Shabda are
full of symbolism. Elements of that
refulgent spiritual sight are symbolised as
the elements of a Swing, on which the Sup-
reme Lord is seated. The whole creation
is described thundering and resonating.

Lines from the exceptional holy com-
position are quoted here :

ÛeeBo metjpe oesG Kecye mepes js~
meg<eceve Ûeewkeâer }e} peÌ[s js ~4~

Ûejve Oeej je Oee/Oe: mJe Dee ceer efyejepes~
Øesce ceieve meye Øeerlece ieepes ~5~

Depeye mecee mecee DeÛejpe Ùen Deewmej~
nbme nbefmeveer ÚesÌ[e mejkej ~6~

osKe efye}eme ceieve ngS Yeejer~
megefOe yegefOe Yet}s osn efyemeejer ~7~

Oetce ceÛeer Deye Decej veiej ceW~
Pet}le je Oee/Oe: mJe Dee ceer yew" DeeOeej ceW ~8~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd- First, Radhaswami Sat-
sang Sabha, Dayalbagh (Agra))

3. Depiction of Savan’s Beauty and its

Spiritual Meaning :

Just as traditional Savan songs sing
about the monsoon’s lush green scenes, the
Hindola hymns describe them too-but with
the understanding that all these beauties
unfold in at the different higher spiritual
Lokas world. Clouds, lightning, peacocks
squeaking, and blossoming nature are
either metaphors for spiritual awakening
or elements of real scene unfolding within
and the soul’s journey toward the union with
God. See one beautiful example :
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keâne keântB yeefleÙeeB veefnb Ket}ve~
osKe osKe Úefke ceve megefOe Yet}ve~3~~

iejpele Ieve Deewj efyepe}er Ûecekeâve~
MÙeece Ieše ceevees Deefle iepe nt}ve~~4~~

veF& jeieveer leeve megveeF&~
Ûecekeâ Oecekeâ meBie Kes} efoKeeF&~~3~~

ceesj heheerne jšve }ieeF&~
DeÛejpe yeeveer Ieesj megveeF&~~7~~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd- First, Radhaswami Sat-
sang Sabha, Dayalbagh (Agra))

There are descriptions of devotees
(men and women) celebrating with much
joy and excitement.

ke<ee& $e+leg meefKeÙeeB (mee#eer) n<ee&veer~
}eF& mens}er }ej~~2~~

meYeer megneefieve ieekeve }eieer~
keâj keâj Øesce efmebieej~~5~~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd Eighth, Radhaswami
Satsang Sabha, Dayalbagh (Agra))

Comparison Between Traditional Folk

Jhoola Songs and Ra Dha Sva Aa Mi

Hindola Hymns-Similarities :

� Both types of songs are set in the mon-
soon season and are traditionally sung
at that time.

� Both types of songs depict the delight-
ful transformations in nature during
the rains.

� Both types of songs often have a reli-
gious backdrop-folk songs focus on
Radha-Krishna’s love, while Hindola
hymns centre on the soul’s spiritual
love for the God.

� In both, the beauty of the rainy season
act as catalyst, enhancing the longing
for union in the heart of lovers.

Differences :

� Hindola hymns are full of deep spiri-
tual symbolism. On the other hand, the
Jhoola songs have more worldly ima-
gery and symbolism is not a prominent
feature of them.

� In Hindola hymns, the “swing” or
“hindola” often has mystical meanings
linked to spiritual truths. In Jhoola songs
generally swings depict the literal swi-
ngs, hung in Indian houses and comm-
unity gathering places.

� Hindola hymns are equipped with the
principles of the Ra Dha Sva Aa Mi
faith and have several lines didactic in
tone. Folk Jhoola songs narrate divine
love stories of Lord Krishna and Radha
and Gopies but do not generally convey
life-guiding teachings.

� Hindola hymns are preserved and sung
in their original form as they are com-
posed by the revered Saints of the Ra
Dha Sva Aa Mi faith, while traditional
Jhoola songs are open to personal feel-
ing based improvisations and often
have no known authors.

� In the singing of semi-classical Jhula
songs, several classical elements are
incorporated. The singer includes
techniques like Bol-Banav, Kaaku,
Murki etc. The tabla accompanist too
displays his/her technical mastery with
the work of Laggi and numerous sui-
table variations in the Theka and so
does the accompanying non-percu-
ssionist, by showing the skills of his/
her musical instrument. With this all
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the artists aim to add and enhance the
overall effectiveness and musical level
of the performance. The other side, the
traditional singing of the religious
Jhula Shabdas follow different tunes
set in suitable Ragas. In the presen-
tation of these the major aim is to feel
and convey the devotional depth of its
words. The artistry of the performers
are secondary; instead the great message
and devotion for the Waqt Sant Sat-
guru are the important factors which
must be enhanced by the singing of
the Shabdas.

Conclusion :

Just as in the Indian culture the mon-
soon influence people to swing on swings
and sing Jhoola songs, in the Ra Dha Sva
Aa Mi faith as well, the season is seen as
an awakener of divine love. The joy of the
outer world stirs in the devotee-soul a deep
longing for union with the Eternal Beloved.
The saints describe in their hymns how,
guided by the Guru, the soul swings on
the Hindola of the inner Sound, hears the
divine thunder and melody, and finally
attains the ultimate bliss uniting with the
Supreme Father. Each verse is filled with
profound worldly and spiritual meaning,
making these hymns a unique treasure.

This paper closes with the complete

text of the Hindola hymn ‘‘megjle let Ûesle jer,

Deye meekeve DeeÙee~’’, with the hope that its
recitation will offer readers deep joy and
inspiration.

megjle let Ûesle jer, Deye meekeve DeeÙee~
 ieveve ÛeÌ{ PeeBkeâ jer, ieg® Kes} efoKeeÙee~1~

penB heÌ[e efnb[es}e veece keâe , Oegve [esj yebOeeÙee~
meKeer (mee#eer) mens}er mebie }s, peie keâece ve DeeÙee~2~

ceQ efyejefnve efheÙee ojme keâer, keâefnb Ûewve ve heeÙee~
Deye Keg} Kes}tb megVe ceW, ieg® Yeso peveeÙee~3~

efjceefPece ke<ee& nes jner, ceve ceesj yeg}eÙee~
heer keâer yeefleÙeeB megve jner, ceve Ûeeke yeÌ{eÙee~4~

Ieeš ceW keâj efmebieej efheÙee keâes Deeve efjPeeÙee~
meefKeÙeeB (mee#eer) meeLe efye}eme Ùen je Oee/Oe: mJe

Dee ceer ieeÙee~5~

(Sarbachan (Nazm), Savan Hindola
Va Jhoola, Sahbd -Third, Radhaswami
Satsang Sabha, Dayalbagh (Agra))
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Abstract :

Sophie Kinsella, the pen name of Madeleine Sophie Wickham, is one of the most
widely read authors of contemporary romantic comedy and chick lit. While her novels
are primarily celebrated for their humour and romance. On reading her novels, itis
revealed that Kinsella’s works carry strong feminist undertones. Through her witty
protagonists and narratives that centre on women’s everyday struggles, she subtly
redefines feminism, not as a political manifesto, but as the celebration of women’s
voices, choices, and identities in a world that often trivializes them. Feminist writing
does not always have to be confrontational or overtly political. Kinsella’s feminism is
rooted in everyday empowerment. Her characters often begin as insecure, financially
careless, or socially clumsy women, but they evolve into stronger, more self-aware
individuals. This growth reflects the feminist belief that women should have the freedom
not only to succeed but also to fail, make mistakes, and define their own journeys
without judgment.Through Becky Bloomwood, Sophie Kinsella crafts a neofeminist
narrative that celebrates imperfection, individuality, and freedom of choice.
Neofeminism in the series lies in reclaiming traditionally feminine pleasures such as
shopping, fashion and romanceas valid aspects of empowerment.

Key Words :

Neoliberal Feminism, consumerism, empowerment, individuality, Freedom.

Neoliberal Feminism in the Shopaholic

Series :

Sophie Kinsella is the pen name of
Madeleine Sophie Wickham, a bestselling
British author. She is best known for her
Shopaholic series, which follows the life
of the lovable but impulsive Becky Bloom-

wood. Her novels are celebrated for their
humor, wit and relatable female protagonists.
Kinsella has also written several successful
standalone novels like Can You Keep a
Secret? and I’ve Got Your Number. Her
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works often explore modern womanhood,
relationships, and self-discovery in a
lighthearted yet insightful way. Neoliberal
feminism is a modern form of feminism
that blends feminist ideas with neoliberal
values like individualism, self-empower-
ment and personal choice. It often empha-
sizes women’s success in the marketplace,
encouraging them to be confident, ambi-
tious, and economically independent.
Unlike earlier feminist movements that
focused more on collective struggle, neoli-
beral feminism highlights personal res-
ponsibility and self-improvement. Critics
argue it sometimes overlooks structural
inequalities such as class, race and syste-
mic barriers, by placing too much focus
on individual achievement. It is visible in
popular culture, self-help literature, and
even fiction, where heroines often “empo-
wer” themselves through careers, consu-
mption, or lifestyle choices. Sophie kinsella’s
Confessions of a Shopaholic remains as
the perfect blend of Neoliberal feminism.

On reading Sophie Kinsella’s Shopa-
holic series as a neo-feminist fiction, where
empowerment is found not in rejecting
femininity but in reclaiming it on one’s
own terms. Becky Bloomwood, though
flawed, represents the modern woman
negotiating identity, consumerism, and
relationships in a globalized society. Her
obsession with fashion and shopping is
often criticized as shallow, but it becomes,
in a neo-feminist reading, a form of self-
expression, individuality, and choice. The
series emphasizes that feminism is not
only about breaking traditional gender
roles but also about affirming women’s
freedom to embrace joy, imperfection, and
personal agency. Through humour, satire,
and everyday struggles, Kinsella highlights

the pressures placed on women while simul-
taneously validating their desires. Becky
is not a traditional feminist heroine, yet
her resilience, growth, and unapologetic
embrace of femininity embody the neo-
feminist spirit of choice and autonomy.
Thus, the Shopaholic novels affirm that
women’s empowerment can exist along-
side consumerism, romance, and humour,
making them an accessible and relatable
form of neo-feminist literature in the 21st
Century.

The protagonist, Rebecca Bloomwood,
embodies the neoliberal ideal of a woman
achieving success through her own efforts
in the marketplace. She is a successful fina-
ncial journalist, demonstrating economic
independence and agency. The series port-
rays shopping as a source of pleasure and
identity for Rebecca, aligning with the idea
that women’s empowerment can be achi-
eved through participation in the consumer
economy. She chooses Consumerism as
her identity and Empowerment. While
celebrating Rebecca’s success, the series
also acknowledges the potential pitfalls of
excessive consumerism, such as debt and
the superficiality of defining oneself thro-
ugh material possessions. The series is
often categorized as “chick lit,” which is
seen as operating within a post-feminist
framework that acknowledges past femi-
nist gains while also emphasizing indivi-
dual choice and empowerment within exi-
sting social structures. Neoliberal feminism
emphasizes individual responsibility and
agency in achieving equality, rather than
focusing on systemic or structural barriers.
This also focuses more on Free Market
Ideology. It often aligns with free market
principles, viewing economic participation
and consumerism as key components of
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women’s liberation. Neoliberal feminism
can be criticized for perpetuating inequali-
ties by individualizing issues and failing
to address systemic problems. The Shopa-
holic series, through its portrayal of Rebe-
cca Bloomwood, reflects some aspects of
neoliberal feminism, particularly the
emphasis on individual economic empower-
ment and the celebration of consumerism.

In the Shopaholic series, Becky Bloom-
wood often measures empowerment through
shopping, style and financial independence.
This reflects neoliberal feminism, where
consumer choices are framed as a form of
freedom and identity. Becky insists on
making her own financial decisions, even
when they are flawed, showing her belief
in autonomy and self-expression. Success
for Becky is often tied to confidence, per-
sonal ambition, and the ability to thrive in
the modern marketplace, rather than colle-
ctive feminist struggles. The novels portray
empowerment in terms of individual self-
realization, where Becky learns to balance
career, family, and personal desires, echo-
ing neoliberal ideals. Through humor, the
series suggests that feminist liberation can
coexist with consumer culture, where buy-
ing, earning, and lifestyle choices become
symbols of empowerment.

Becky is a deeply flawed yet charismatic
protagonist. Her obsession with shopping
reflects both her weaknesses and her resili-
ence. Becky uses Consumerism as her
identity. Becky traverses a world where
material possessions symbolize status and
identity. While critics may view this as
shallow, Kinsella presents Becky’s consu-
merism as a form of self-expression and
agency. Neofeminism argues that women
should not be shamed for enjoying ‘femi-

nine’ pleasures like fashion and shopping.
Unlike traditional heroines who embody
perfection, Becky is full of contradictions
and financially reckless, impulsive, and
chaotic. Yet, her journey is about growth
and learning from mistakes, highlighting
the neofeminist notion that women have
the right to stumble without losing their
worth. Being a chaotic person, Becky
remains good at balancing her Career,
Love and Independence. Across the series,
Becky juggles her career ambitions, her
romantic relationship with Luke Brandon,
and later motherhood. Her story reflects
the modern neofeminist struggle to ‘have
it all,’ but on her own terms.

In the Shopaholic series, men are
present but rarely dominate the narrative.
Luke Brandon, Becky’s partner, is suppor-
tive but not controlling; he often serves as
a stabilizing force rather than a patriarchal
authority. Becky’s voice, decisions, and
desires remain central to the story. Further-
more, Becky’s friendships with female
characters like Suze are portrayed as equ-
ally important as romantic relationships.
This emphasis on female solidarity reflects
a neofeminist perspective, where women’s
bonds are sources of empowerment. One
of the most debated aspects of the Shopa-
holic series is whether Becky’s consume-
rism undermines or supports feminist
ideals. Traditional feminist critiques might
see shopping addiction as reinforcing
patriarchal capitalism, trapping women in
cycles of debt and dependency. However,
neofeminism interprets Becky’s love for
shopping differently. Becky demonstrates
that femininity, materialism and empower-
ment are not mutually exclusive. Kinsella’s
trademark humour transforms Becky’s
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flaws into tools of resistance. By laughing
at her own mistakes and the absurdity of
modern life, Becky undermines the serious-
ness with which consumer culture judges
women. Humour here becomes a feminist
tool, challenging stereotypes of women as
weak, irrational, or dependent. “A man
will never love you or treat you as well as
a store. If a man doesn’t fit, you can’t ex-
change him seven days later for a gorgeous
cashmere sweater. And a store always
smells good. A store can awaken a lust for
things you never even knew you needed.
And when your fingers first grasp those
shiny, new bags…” (Kinella 110). This
line captures the idea of emotional fulfill-
ment through consumption, suggesting
stores and purchases are reliable sources
of comfort and independence.

Neo-feminism emphasizes the right of
women to be imperfect without being
discredited or dismissed. Becky fails,
stumbles, and embarrasses herself, but she
also grows, learns, and redefines herself.
Her journey reflects the idea that women
should not be measured against unrealistic
ideals of perfection but celebrated for their
authenticity and resilience. These portra-
yals reinforce the neo-feminist idea that
female bonds and solidarity are as vital as
romantic fulfilment. Becky’s career aspi-
rations, though often tangled in chaos, also
reflect her desire to define herself beyond
domestic roles. Whether working as a
financial journalist or reinventing herself
in different professional contexts, Becky
demonstrates ambition and adaptability.
Neo-feminism celebrates such freedom to
pursue multiple identities as a professional
journalist, romantic person, maternal, and
social person without being confined to a
single role.

A central tension in the Shopaholic
series is its portrayal of consumerism. Critics
argue that Becky embodies the stereotype
of the frivolous, shop-obsessed woman,
seemingly undermining feminist ideals.
Yet Kinsella employs satire to critique the
absurdities of consumer culture itself.
Becky’s shopping sprees often spiral into
comic disasters, exposing the instability
of a system that equates happiness with
material possessions. At the same time,
Becky reclaims consumerism as part of
her feminine identity, refusing to feel
shame for enjoying fashion and luxury.
This dual function as critique and recla-
mation aligns strongly with neo-feminism,
which resists the idea that femininity or
consumer practices must be inherently
anti-feminist. Kinsella’s humour is another
neo-feminist strategy. By turning Becky’s
flaws and excesses into moments of comedy,
the novels normalize women’s imperfec-
tions and challenge cultural expectations
of female competence and composure.
Humour becomes a tool of resistance,
allowing Becky to navigate a world that
constantly scrutinizes women’s choices.
In laughing with Becky rather than at her,
readers are invited to embrace the idea that
imperfection is not failure but part of em-
powerment. “I can do affordable fashion!
I mean, I know where all the sales are!”
(Kinsella178). Here, Rebecca asserts her
market savvy and autonomy emphasizing
she’s not just a shopper, she knows how
to “make smart consumer choices,”
emphasizing self-reliance and mastery of
the marketplace. Across the different
installments of the Shopaholic series, from
Confessions of a Shopaholic to Shopaholic
Ties the Knot, Becky matures, but she
never loses her individuality or her passion
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for life. Her evolution reflects the neo-
feminist journey: she is not required to
renounce femininity, romance or consume-
rism in order to grow. Instead, she learns
to balance them, making her a heroine who
resonates with contemporary women
navigating similar tensions in real life.

The Shopaholic series can be under-
stood as a distinctly neo-feminist text.
Through Becky Bloomwood, Sophie Kin-
sella demonstrates that empowerment can
coexist with consumerism, romance, and
humour. Feminism here is not about rejec-
ting femininity or adhering to rigid political
frameworks but about embracing freedom,
individuality, and the right to be imperfect.
Becky’s life, being a chaotic, comical, yet
resilient, mirrors the lives of countless
modern women who seek balance between
societal pressures and personal desires.
Kinsella thus redefines feminist fiction for
the 21st century, showing that popular
literature can carry feminist messages in
subtle, accessible ways. Shopaholic affirms
that laughter, friendship, love, and even
shopping can become acts of empower-
ment when chosen on one’s own terms.

In this way, the series not only entertains
but also contributes meaningfully to the
ongoing evolution of feminism, making
Becky Bloomwood a neo-feminist heroine
for contemporary times.
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Abstract :

Jharkhand tribal dance is an expression of culture, nature, and community, deeply
rooted in the state’s indigenous traditions. This article explores the prominent dance
forms of Jharkhand, such as Jhumair, Chhau, Paika, Karma, Phagua, and Domkach,
highlighting their significance in celebrations, rituals, and social gatherings. These
dances are performed to local tribal songs. The use of the musical instrument conveys
the message of harvest, valour, devotion, and social unity. Modernisation, urban
migration, and waning youth interest have endangered these dance forms. This study
emphasises the radical actions through educational initiatives and policy-making to
safeguard these cultural treasures. By integrating tribal dances into the curricula,
providing funding for artists, and establishing cultural councils, Jharkhand can ensure
that these rhythmic traditions continue to resonate, fostering cultural pride and global
appreciation.

Keywords :
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Introduction :

Jharkhand is an Indian state located
in the eastern side of the country. It home
to various tribal communities who reside

in its lush forests and hills and take care
of the natural resources hidden inside its
lands. Due to the presence of a large tribal
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community, the state has various forms of
cultural richness. The most striking feature
of this cultural richness is the tribal dances
and traditional songs that showcase the
rich history of these communities, such as
Munda, Santhal, and Oraon (Guha, 2022).
These dances are more than a means of
enjoyment for them; they see it as an
expression of gratitude, unity, spirituality,
and a deep-rooted linking to nature and
the changing seasons.

Their dances forms are an important
part of people’s lives in the state as they are
performed during celebrations, religious
rituals, and almost every social gathering
(Ramakrishnan,2023). These tribal dances
carry symbolic meaning in their movements
and melodies, representing the commu-
nity’s collective identity. Each dance form
is performed by singing folk songs in local
languages, such as Santali, Mundari,
Kurukh, and Khortha. The themes of these
songs cover parsing Mother Nature’s
abundance, warrior traditions, devotion,
and historical narratives (Nilgiris,2024).
During the performance local musical
instruments like mandar, dhol, nagara, and
bansi add depth to these performances,
enhancing their rhythmic and spiritual
appeal.

This article has tried to deep dive into
the rich variety of tribal dances performed
in Jharkhand and will include some of the
prominent dance forms like exuberant
Jhumair, the martial Chhau and Paika, the
ritualistic Karma, the celebratory Santhal,
the vibrant Phagua and the joyous Domkach.
By understanding the meaning and impor-
tance of these dance forms to the local
people we can gain a better understanding

of tribal communities and the need for the
protecting of these cultures through educa-
tion and policy-making.

Jhumair Dance: A Harvest Celebration :

Jumair Dance

Source : Janani Jhumar Dance of Jharkhand.
https://www.auchitya.com/janani-jhumar-folk-

dance-of-jharkhand/.

Jhumair is folk dances of Jharkhand
mainly carry out by the Sandan and other
tribes like Munda and Santhal during their
harvest festival as a festivity of abundance
and community growth the song is sung
in various tribal languages like Nagpuri,
Khortha, and Kurmali narrating their love
for the nature and rural like as displayed
in the lyrics of one such song which trans-
late into “Swing, oh swing, swing in the
fields, the heart swings with the rice” capture
the joy of a successful harvest, guiding
the dancers with their rhythmic flow. The
dance is performed in a circular formation,
in which men and women link hands or
arms while dancing to the beats of drums
and flutes. There are also several variations,
such as Mardana Jhumair (men only, often
with swords and ghungroos) and Janani
Jhumair (women only), which showcase
distinct styles. During the performance,
the men were adorned in vibrant turbans
and dhotis, while the women wore sarees.
This dance is a testament to life’s simpli-
city, fostering gratitude and social bonds
through its communal spirit (Bhowmik &
Biswas, 2024;)
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Chhau Dance : A Martial Art in Motion :

Chhau dance Performance

Source : (The Artists Behind the Scenes of
Chhau Dance | Purulia | Solitary Traveller, n.d.)

A semi-Classical dance from of

Jharkhand Chhau is widely recognised

worldwide. In Jharkhand, it is practiced

in the Saraikela-Kharsawan district. It is

a blend of martial arts, folklore, and story-

telling which has earned it recognition from

UNESCO as an important cultural heritage

(Cardinale,2019). Chhau is mainly based

on instrumental music produced from na-

gara, shehnai, dhol and mohuri. The back-

ground stories are drawn from the Indian

religious text and local tales. The perfor-

mance mainly uses movement and masks

of various characters, such as depicting

gods, demons, or animals, their acrobatic

leaps and spins mimicking combat in place

of lyrics(Gupta,2002).The performances

were conducted in open spaces under

bright light. The Sarikela Chhau style is

known for its grace and emphasis on body

language over facial expression. The dance

form is the honour of the region’s tradition

and has contributed toward preserving

ancient folklore through a engaging visual

medium

Paika Dance : Warriors dance form :

Paika Dance Performance

Source : paika dance jharkhand - Yahoo India
Image Search results

The Munda tribe performs a dance
known as Paika to channel the spirits of
the warriors. It is performed to honour
guests or in a religious procession (Tripathy
& Prasad,2019). The Mundari song like
“Paika, oh Paika, raise your sword, fight
the enemy head-on”) to showcase the pride
and valor supported by nagara, dhak, and
shehnai. The dances mainly comprise men
wearing frilled tunics and turbans with
peacock feathers, wielding shields and
swords, moving in synchronised formations
of odd numbers using ghungoors in rhythm.
This dance form reflects the Munda’s mar-
tial heritage showing them as protectors
and uniting the community through its
disciplined energy

Karma Dance: A Prayer for Prosperity :

People dancing Around Karma Tree

Source : https://images.app.goo.gl/
btpWHMhZjwuUvLqs8
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The karma dance is performed during

one of the most prominent festivals of the

tribes in Jharkhand. Karma is celebrated

by Oraon and Munda Tribes.It comprises

of devotional songs sung in Kurukh and

Mundari to invoke nature Spirits for

prosperity and good harvests with lines

like “Karma deity, give us wealth, give us

happiness, let the flowers of Karma bloom”

with Madal, nagara, and Bansi. The entire

performance is centred around the Sacred

Tree of Karma. During the dance perfor-

mance, men and women dance in circles

passing the branches of the Karma Tree.

The attire worn during the dance comprises

white sarees with red borders or dhotis and

turbans associated with the cyclical har-

mony of life and agriculture. This dance

represents the tribe’s attachment to nature

and unites them in shaded hope for abun-

dance. (Bhagvat,2022).

Phagua Dance : The Colors of Holi :

The Phagua dance is performed dur-

ing Holi, capturing the exuberance of

spring in Jharkhand. The phag song is

sung in Nagpuri and Hindi, with lyrics

like (“Phagua, oh Phagua, shower colours,

the days of Falgun have arrived,” show-

casing a burst of playful joy, fuelled by

the mandar, dhol, and bansi. The dances

use gulal and water while wearing bright

attire. It is a male-only dance that now

embraces all, reflecting the evolving

tradition and the triumph of good over evil

(Ekka, 2020).

Domkach Dance : A Wedding Celeb-

ration :

Domkach Dance performed During

the Wedding

Source : Dumkaach | Art & Culture. (n.d.).
https://jharkhandculture.com/node/19

Domkach is a wedding dance perfor-
med by the bridegroom’s family to bring

humour to the matrimonial celebrations.
Songs are sung in Nagpuri or Khortha,
usually translating to “ Domkach, oh
Domkach, dance with the groom, listen
to the mother-in-law’s taunts” using dhol
shehnai. dance is performed in a semici-
rcle while improvising the steps during the
performance, keeping in mind the festivity
(Archer,2021). Domkach eases the tran-
sition between families by strengthening
ties through light-hearted connections
during the performance

The Need for Preservation of Tribal

Dances Through Education and Policy

Making :

Recently, these tribal dance forms
which have a rich cultural and historical
heritage, have faced threats (Chatterjee &
Dwivedi, 2023). Modernisation, urban
Migration, and the Waning interest of
tribal youth are the major reasons behind
this. Modernisation in the form of digital
musical instruments has overshadowed the
beats of Mandar and Nagara. Migration
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has also affected oral and traditional
transmission. The Chhau and Paika dances
which rely heavily on masks and martial
precision, are facing difficulties due to a
lack of dancers and mask makers (Blank,
1973). As the current performers grow old,
there is a risk of these art forms fading
into time. Preservation is of utmost impor-
tance; thus, education and policy-making
are key for the survival of these dances.

Education by making it a part of curri-
cula history lessons and extracurricular
activities can play a major role in rekind-
ling the interest of youth. In educational
institutions, students can learn Jhumair’s
harvest rhythms or Chhau’s storytelling
masks, fostering an early appreciation.
Schools in states could partner with elders
and conduct or organise community dance
camps to engage rural youth and inculcate
pride in their heritage and culture. Simul-
taneously, policymakers can provide funds
and grants to artists, along with training
camps, to develop a more solid base for
performers and train upcoming performers.
Scholarships can also be given to youth
dancers along with the establishment of a
Tribal Arts Council to preserve these art
forms. NGOs can aid in digitising choreo-
graphy and songs for global access.

If no action is taken, Paika or Dom-
kach dance and the stories behind them
will go missing. Jharkhand can save its
tribal legacy through inspiring curricula
and helpful policies. With these efforts,
the state’s dances will continue to be alive
expressions of identity that travel beyond
its borders.

Cultural Importance of Dances forms

of Tribal :

Tribal form of dances are an important

part of the people of Jharkhand, as they
act as a linking bridge of social, spiritual,
and historical life of the region. Social dance,
like Domkach, contributes toward the
development of Kiship and breaking down
the barriers by uniting in celebration and
reinforcing shared values like equality.

Tribal dances in Jharkhand transcend
mere performance; they are the heartbeat
of the region’s social, spiritual and historical
life. They weave communities together,
fostering bonds that withstand the test of
time and change. Social dances like San-
thal and Domkach, with their inclusive
circles and playful satire, break down barr-
iers, uniting people in celebration and rein-
forcing shared values, such as equality and
kinship. The Karma and harvest dances
connect tribal people with their land. These
dances act as a prayer to nature for a
fruitful harvest and renewal of the land.

Dances of bravery with Paika perfor-
med in different formations narrate the tale
of bravery. Through these dances, they
evoke the memory of their warriors’ ances-
tors. It acts as a re-embrace of their glorious
past and giving a novel picture of tribal
life which helps in the bigger scheme of
things. By preserving them, Jharkhand’s
tribal people keep their uniqueness alive
as a rich heritage that they can be proud
of and relate to all human beings.

Conclusion :

The various dance forms of Jharkhand,
with their historical depth, spiritual reso-
nance, and social vitality, act as luminous
threads in the state’s cultural fabric. They
bind communities in a shared sense of
identity and belonging by celebrating every-
thing from nature as a bond to human
connection. Thus, it is essential to safeguard
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these treasures from extinction. This can
only be achieved through government
initiatives and educational interventions
to plant seeds of cultural pride in the tribal
youth of the state to ensure that the rhyth-
mic echoes of Jharkhand’s tribes continue
to resonate, inspiring awe and unity for
generations to come.
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Abstract :

A work of art is definitely of it’s and the milieu. Various forces working in the
present age influences people in general and subsequently art thought and life. The
previously force is globalization. The purpose here is not to analyse whether
Globalization is right or wrong or if it is good or bad. It is rather to see how one might
profit by studying how powerful globalization has been and how it has influenced
popular Indian fiction in English in the recent times.

A few current Indian novel writers are selected for study. The study seeks to find
the influence of Globalization in their fictions which are quite popular with most
young readers. The purpose is to promote understanding and advancement in literature
and in literary criticism.

Key words :
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Introduction :

A briefing on beliefs and newly
created myths that ate operative in pushing
globalization, whatever be ones religion,
country or race. Some beliefs are readily
accepted as universal norms for successes
in life most people seem to be united in
subscribing strongly to these beliefs often
without realizing what they’re ready do
to their consciousness. These beliefs actu-
ally and ultimately bring about a stunt in
the evolution of the human consciousness.
These beliefs are derivations from real

progress almost all human activities are
designed to suit these beliefs. The concomi-
tant world ideology is what everyone calls
as Globalization. These beliefs sustain
Globalization. Beliefs which prepare the
way for Globalization

1. Every individual is unique and separate
enclosed by one’s own skin. One has
only himself or herself to rely on. Eve-
ryone else is either a friend or afore
only coinciding interest connects one
another temporarily.
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2. Everything is reversible. The prob-
lems faced are but interludes. Use
tried and tested methods of problem
solving. Soon everything gets back to
normal.

3. Order demands hierarchy. Order can
be achieved by rules and laws and
their proper enforcement. The system
needs a few people on top. They make
rules and legislate laws. Everyone else
should obey the rules and accept his
position. This is the social and political
order.

4. Efficiency is the key : Get the maxi-
mum out of every person, machine
and organization. It is immaterial
whether or not the end product serves
a humanly useful purpose.

5. Technology is the answer to all prob-
lems.

6. New is always letter.

7. My country, right or wrong. One owes
allegiance only to one ration, one flag
and one government.

8. The more money I have, the happen I
am.

9. The future is not my cup of worry. Do
not worry about the good of the next
generation. Let the next generation
look after itself.

The set of beliefs have ushered in
Globalization which defines the present
civilization. There are some myths that are
widely pushed for acceptance through the
Media and the World Wide Web. These
myths have gained the status of a paradigm.
Since the majority of the political class
are united in subscribing strongly to these
set of ideas. Life Negating Myths :

Nature is in exhaustible: Nature is an
infinite source of resources and an infinite
sink of wastes. The present civilization
wields powerful technologies. The myths
give free reign to the over-use and thought-
less impairments of the natural resources
of the earth and over load of natures self
regenerative capacities.

a. Nature is like a giant mechanism:
Engineer nature as if it was a machine.

b. Life is a struggle where only the fittest
survive.

 c. Be fitter than others, smarter, more
ambitious, more daring and richer and
more powerful than our competitors.

d. The market distributes benefits : It
acts equitably. A successful person
benefits himself or herself, his or her
family, his or her company, his or her
community, his or her country. Wealth
“Trickles Down” from the rich to the
poor.

e. The more you consume, the better you
are: One’s ego is satisfied in consump-
tion.

f. Economic ends justify military means :

That war is the way to achieve econo-
mic and polmitical objectives is a life
negating myth like all the others men-
tioned above. The authors and their
novels are random selections. The
objective is to scrutinize the style, de-
sign the piece of life they signify and
to see if any profound or valid thought
about life is stated.

Chettan Bhagat : One Night at the Call

Center :

The major characters at the call centre
are Shyam, Priyanka, Radhika, Esha,
Vroom, Military uncle, and Shefali. None
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of them have grown beyond their adole-
scent mind set. Even the aged Military
Uncle is an exception. The “Deux Ex
Machine” element; the God particle at the
fag end of the novel is also an adolescent
God. They reveal and are representative
of the prevailing global culture.

The dialogue between Vroom and
Shyam is much interesting.

“...What happened to the reproposal
plan with Priyanka?” Vroom said.

Shyam replies. “I have told you. Not
until I become a Team leader”.

Love for him needs the support of
externals like promotions, cosmetics or
goods. Love in all pits manifestations, is
a higher order emotion. But, trade and
commerce definitely take love as unprofi-
table. They place material profit and succ-
ess as the priority over the deeper under
currents of life.

The vibrant dramatic scene at the
restaurant in Chapter Ten, in which Shyam
and Priyanka spend their moments of
dating, is a pointer. Priyanka is really the
more interesting character than Shyam
because he lives her moments in active
reactions to the prevailing stimuli. A
mother-in-law at the table near was
agonizing her daughter-in-law and her
granddaughter. The whole scene offers an
everyday gossip element. However, the
novelist gives a dramatic turn when Pri-
yanka fires on. She turns her self-righteous
anger against the mother-in-law and her
son who fails to be supportive of his wife.
Priyanka threatens them saying that she
was a CBI Officer of the women cell.

“Three years, Harassing women is
punishable for three years. Quick trial

and no appeal”.

The scene is an adolescent thriller,
incapable of any profound positioning
about life.

In chapter twenty, there is a piece of
life worthwhile to study, try and find out
if it demands our contemplation and
whether or not any valid thought about life
in presented. Esha a colleague at the call
centre confides to Shyam her sense of guilt
and pain.

“Real Pain is mental pain” Esha said.

“...I don’t feel a lot of things” Shyam
said.

“Everyone feels pain because everyone
has a dark side to their life”, said Esha.

To which, Shyam, who is incapable of
a real sense of life replies;

“I have so many – like half a dozen
darksides.

I am like a dark sided hexagon”

The Novelist and his characters are
incapable of a human dialogue, real and
of a serious kind because the globalized
culture disables thought of a profound
kind.

Esha’s pain and guilt are real. She has
caused them on herself. She does not look
for sympathy but seeks an understanding
of life and its under currcute. Education
and her friends fail to offer. The age has
everything else to offer- job, good pay and
goods. Esha has thrown a stone into the
water of one’s consciousness, creating
ripples after ripples. The novelist is shrewd
enough to portray the predicament of Esha.
Her fellow human beings are dehumanized
and are incapable of understanding her
predicament any further. Shyam fails to
see it.

Tricks and unkindness prevail at the
call centre. And getting letter off the other
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is considered intelligence look how they
respond to a situation which is life-  litera-
tening and situations which are not. The
protagonists of the novel are at the risk of
an imminent death. The Novelist is inesca-
pable from using a “Deux Ex Machine”
or the God as the only route of escape from
a tragedy. The only relevant question before
one is to find out, how does the author
differ from the classics of one’s own culture?
If so, what has prompted the difference?

Everyone, in the novel, lives in their
self inflated egos, seeking pleasure for
himself or herself. And God in the scene
is pleased to leave them at it and told them
to go ahead and fulfil their selfish urges.

Vroom alone has some inkling of his
real need. “I want to have a life with mean-
ing, even if it means a life without bed or
daily trips to pizza-hut”. Vroom reveals
his order of material preferences and none
of which has given him the sense of living.

Priyanka tells that let her mother be
“Responsible for her own happiness” “My
focus should be on my own life and what
I want”.

Military Uncle wants to be with his
son and grandson in the US. Radhika wants
to divorce Aunj. Esha wants her parents
to love her again. She does not want to
become a dumb model.

Shyam wants to set up a small web
design company. He wants to be worthy
of someone like Priyanka. This is what
they say in a moment of immediate death.

God says that he was just amazed and
pleased. The reader would be amazed too
but definitely not pleased because these
blabbering are insignificant trivialities.
What profound seeking do they reveal?

They love themselves, their drinks and
their dines and the things they buy. They
are still in their teens. Look at the sexual
relationship they exhibit. Love of sports,
business, polities or religion and even the
love between men and women in the novels
are equally same. They are press buttons
for pleasure just like their promotions and
wage increase. Any conflict in dealing
with any of these, one attempts to solve it
through technology. If technology fails,
one seeks violence of any kind to solve it
through technology. One could find plenty
of such scenes in the globalized fiction
writing. Love and sex, for them do not
represent vital life flow. Love and sex are
consumable pleasures or profit promoting
deals. The ideology of globalization
compels a belief that if love and sex are
taken too personal or emotional, they are
liabilities against success. They only want
their relationship whose basis is pleasured
beginning and pleasured ending. Almost
all these current popular fictions do the
same. They are day dream substitutes.
Most profound feelings are trivialized and
there is a sufficient diet of fun and humour,
sizzlers or thrillers. No valid thought about
life is presented except jokes about girls
crying and girls thank people if they only
listen to them.

The God in the novel talks of himself
as the winner voice. The idea is too state
and very conveniently deceptive. It is dece-
ptive because the commercial advertisers
and the media can easily manipulate the
winner voice to their advantage. The miner
voice is the creation of the external world
beginning from home followed by the rest
of the machinery of the society like the
schools and other institutions of the state
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and religion. The God in the scene gives
a common pep talk on success saying one
need a medium amount of intelligence, a
bit of imagination, self confidence and the
ability to face failures.

Indian civilization has gods that are
aesthetically acceptable, demanding one’s
contemplation reverence and worship is
far from his recluse and such a great civili-
zation could not offer help to the writer is
a pity. The novelist God is merely a play
to cover his ability to grasp; the being
within him God is merely a miner call, an
ego satisfying flag posting, very conveni-
ent for consumerism. The God character
in the novel does not enlighten them of
the real infinitive living which is not ego
– centric. He encourages them to live at
the level of one’s own calculative mind
aided by technology and with a formula
for material success. This is the new age
mantra. The idea of God presented in these
pages only goes to trivialize religion and
God and level them down to make a high-
way for globalization.

There is a motivational element to
some of these novels and it is sure formula
for promoting a reading. The prologues
are ingenious and an interesting dragnet.
While the epilogues are add-ons. Both are
imaginative and creative too. But the
question is : what profound thoughts do
they provoke about the pieces of life as
presented by the novel?

The novels are as interesting as the
human interest stories of journalism carri-
ers details of please, dates and answers to
all “wh” questions. So does the novel
ensuing the ploy of a reality show bringing
in everyday news items. Journalism is in
the style of a quick interesting gossip. And

so is the globalised novel. Its evergreens
are supplied by the success of journalism
and the reality shows and Tele serials on
Television. The foresee elements fulfil the
gossip crave of the present milieu. They
have a lot of make-believe elements too.
Almost all character do not grow beyond
adolescence. They show adolescent aspi-
rations. Their reactions to, troubles, pains,
sorrows of ever fear do not show any
maturity other than adolescent behaviour.
And globalisation thrives on gossip loving
societies, feeding with stories of macluives,
merchandise, success and economic prog-
ress how to make money being the top
priority. Almost all the protagonist exhibit
these inherent tendencies.

Aravind Adiga : The White Tiger :

‘The White Tiger is a better novel,
artistically racy in language, aggressive in
its vituperative stand against the ugly
sordidness everywhere in “Darkness” or
seen in Laxmangarh or the lives of people
at Delhi. One appreciates the skills of
artistic imagination in his comparing of
powerful and dominant land lords to
animals– “the Buffalo”, “the Stork”, “the
wild Boar”, “the raven” and “the Mongoose”.
The picturiaciation of the civilisation of
the people at the those places is very rea-
listic but the anger, his resentment and her
attitude represents a hate campaign against
the very new and women he organically
balanced with in his earlier life till the time
when he murderously breaks free from his
servant master relationship.

The intelligence displayed in the pro-
tagonist is diabolise. There is a skilful
artistic manovering to justify the entrepre-
neurial spirit for cash-centred success. The
economic ends struggles to justify the anti
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human and life negating action. The art
here fails miserably for want of a profound
reverence for life. The dramatic success
and aggressive language post using is
quite unhelpful to human continuity on the
planet.

Through, it offers a real taste of the
human predicated in the area called
“Darkness” in the north, the novel is a
product of the age of globalling action a
product as subjecting and as spicy as the
junk food that hangs in the stalls. The
relevant questions are, Does the life
portrayed in the novel provoke a profound
piece of living? It wroth one’s contemp-
lation?

The novel may be right in evoking a
deep sense of righteous anger against the
innumerable incidents of injustice and in
human treatment of a large number of
innocent rural poor folk. There is real
pathos in it. Balram tells that the people
before independence were in the cages and
are now let into the jungles where politi-
cians are the predators. Balram feels that
the poor masses are in a “Rooster Coop”.
The sentiments are right and are expressed
in a fine medium. But, not what light and
freedom does the novel suggest people to
walk. The diabolic trap is clear. The prota-
gonist in the story walks into the dimming
lights of market oriented living and one is
clued into an enjoyment of cash, curry and
consumerism, a subtle denial of a satis-
faction.

The narrative is in the design of a
journalistic detailing, categorising people
and places in terms of their commercial
potentially and industrialization. Nations
are judged or labelled on the basic of what
they have or have not “No drinking water,

electricity, sewage system, public trans-
portation, sense of hygienic, discipline,
courtesy or punctuality”.

The protagonist prides himself with
exuberance that there trivialities matter
more than a healthy cultured state of the
mind. His jingoistic nationalism is quite
clear.

“Only three nations have never let
themselves be ruled by foreigners, China,
Afghanistan, Abyssinia... I admire”.

The overriding preference for techno-
logy and entrepreneurship is quite expre-
ssive of the spirit of globalization – “how
entrepreneurship is brow, nurtured and
developed”. The city of Bangalore is assu-
med an area of “light” in contrast to the
North which he calls “Darkness”. The
darkness is not in the area but in the mind
of the protagonists who suffers from and
illusion sustained by his unconscious
egoistic mind.

“Tell you the truth about Bangalore!
Life in Bangalore is great, rich food,
beer, night clubs... I am in the light now

but I was born and raised in Darkness”.

Globalization has a kick for triviali-
zation of Gods. Goddess Lakshmi - “woman
in white sari with gold sovereigns dripping
down her feet” – for profit.

“Which God’s arse? There are so many
choices. The Muslims have one God.
The Christians have three Gods, the
Hindu have 36,000,000 Gods. All these
Gods do little work – much like our
politicians and yet keep winning re-
election to their golden thrones in
heaven, year after year.”

The design and the calculated anger
spring from an anger palpable and clean.
It is of a mind that springs from ugly and
sordid conditions of the present age.
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“Hanuman, everyone’s favourite God
in the Darkness because he is a shining
example of how to serve your masters
with fidelity, love and devotion –
kindly of Gods the foisted on us”.

The prevailing darkness for him is the
servant master relationship which is sla-
very. Who are the masters for him? He
presumes that the politicians, land lords
and the Gods are the enslaving masters.
Though the politicians and the land lords
are domineering brutal in pushing the less
privileged into “Rooster coop”, like condi-
tions, the Gods don’t compel any one into
slavery. One has a choice whether to admire
adore and reverence or reject the Gods
with a safe conscience Gods are not com-
pulsive elements. They are the highest
forms of creative expressions, art forms
whose purpose is to offer a movement of
timelessness free from the clamour for
mundane pleasures. The globalized civili-
zation may find it unprofitable.

As the story unravels, one finds that
Balaram is a coward. Or, is he a hypocrite,
sly, villainous and dehumanized in reac-
ting to the domineering social back ground?
It does not matter to him to be self critical.
The globalized world out there is very
powerful, compelling and impressive. The
idea of success and the mad joy is clear.

“I can’t tell you how exciting it is to
me. General Electric, Dell, Siemens –
they are all in Bangalore. And so many
more are on their way”.

This is the kind of freedom and joys
he walks into after having murdered her
master without a cause. Dehumanisation
begins when one fails to make a sentence
upon himself and when one has. Lost-his
human consciousness Balram says,

“I will never say I made a mistake that
night Delhie when I slit my master’s
throat I will say it was all worthwhile
to know, just for a day, just for an hour,
just for a minute, what is means not to
be a servant”.

The expression is a mere idea, an
illusion that deceives the ego.

There is an inherent weakness in the
novel. And in Balram the hero. The chara-
cter of Balram all along is incompatible
with the final act of a bloody murder of
his own boss Ashok against whom he goes
not harbour anger, animosity or revenge
either of Ashok he says.

“But I do think about him a lot – and
believe it or not I do miss him. He did
not deserve his fate.

I should have cut the Mongooses neck”

The real character of Balram as built
up by the author would be quite incapable
of such a blood letting murder and it would
be unsuitable for Balram to call himself a
“White Tiger”. The real Balram reveals
himself in these words.

“The Lizards face came right up to my
face; and then it opened its light green
mouth and them]n I fainted for the
second time in my life”.

“Uncle Balram fainted in front of the
white tiger in the cage.”

And Balram himself confesses,

“A tingling went from the base of my
spine into my groin. My knees began
to shake; I felt light. Someone near me
shrieked ... “He is going to faint...” My
feet were slipping”.

So Balram has remained all along too
sensitive to life and living every where
before him. He was very much alive to the
blackness and sordidness around him. The
protagonist walks from darkness to utter
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darkness. He dupes himself into a illu-
sionary belief of joy in the cash and curry
consumerism. The unreflective hubris of
Balram is founded on hope in Electronic
city, the multinational companies and the
business and goods they would offer. The
expected pleasure is one of economic
dependence which generates a habit, a
second nature of globalization. These
globalization novels do not purpose them-
selves to awaken of provoke any new
bearings in human consciousness.

Conclusion :

The study of the protagonists of these
novels, the narratives of incidents and
conversations revel the prevailing practice
of the ideologies of Globalization life for
them is a struggle and only the fittest
survive. They strive endlessly to be more
smarter, more ambitious more richer and

more powerful than others. They exhibit
an endless craze for technologies and
gadgets. Love and sex for them are also
pleasure giving consumables. Violence
and villainy is considered intelligent step
for survival or progress.
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Change is the law of nature. Nothing
has remained untouched from the changes
that come spontaneously or in consonance
with changing times. So is the case with
Music. It is true that Classical Music does
not accept changes all of a sudden. What-
ever changes have taken place in classical
music, they have been very slow and gradual.
Other art forms adopt changes conveni-
ently moving forward pacing with time.
But the classical music initially stands to
defy all the upcoming changes in the course
of changing times. The reason may be the
unchallenged impact or influence of the
long existing traditions or the undaunted

faith in their permanent and everlasting
quality.

The conspicuous and effective chan-
ges in Indian Classical Music began to
take place mostly after Independence. The
reasons or circumstances were obvious.
Science and freedom, coincidentally brou-
ght about tremendous changes in the way
of life, of people, their choices, their liking’s.
Inventions changed the whole life style
way of cinema, Gramophone, Radio, Tape
recorder, T.V. Computer internet created
a great source /treasure of knowledge, all
kinds of information and most of all enter-
tainment. People got immense opportunity
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for great cultural, social art, literary, medical
all kinds of exchanges through these means
and also this means of transportation Rail-
ways, aeroplane - fast means of travelling.
Impact of foreign culture-social life-mate-
rialistic philosophy of life began to change
Indian attitude towards life industrializa-
tion and fast means of travelling made life
mechanical and unimaginably fast. All this
led people to become more and more indi-
fferent towards classical traditional arts
specially music.

Before independence Indian Classical
Music survived and flourished under the
shelter of kings and Emperors Musicians
performed to the expectation and satisfac-
tion of the kings and the contemporary
audience. It was the tradition those days
that a musicians went on rendering one
raga for hours together, showing variety
of skills mesmerizing the audience and
pleasing the kings (an the musicians have
such long duration of performance today?)

Then, there were different gharanas
having their respective identity and indivi-
duality which was asserted through compe-
titions for the superiority or supremacy of
one gharana over another. So these gharanas
would try to maintain their identity by stri-
ctly adhering to their long last traditions
shunning any kind of change. (In the face
of so much exposure in music, can any
individual artist manage to avoid the influ-
ences affecting his style or way of singing
or playing.

In the past music was not only the me-
dium of devotion, it was a means of enter-
tainment. Means of entertainment as we
find today, were not there, there was little
exposure and hence there was no scope
for any change or innovation except crea-
tion resulting from human imagination.

With new scientific advancement,
new inventions and modern education
system introduced by the Britishers music
came out from the confinements of kings
and aristocrats and reached the commo-
ners. Science gave many new equipment
s of communication like radio, cinema,
Gramophone, T.V. Tape Recorder Compu-
ter etc. which became the most powerful
source of communication and entertain-
ment International exchange of art, music
and all kinds of knowledge, cultural adop-
tions, change in life style, fast and mecha-
nical living due to modern means of trans-
portation-Railways, buses, two wheelers,
four wheelers, industrialization etc. all
these factors posed great challenges to
Indian Classical Music for its popularity
and survival. The wave of modern inven-
tions and foreign specially European influ-
ences was so strong like psunami that Indian
Classical Music too had to make some
alterations in order to make it suitable to
the ears of modern audience and at the
same time not allowing it (music) to lose
its identity.

In the past, grammar of music, techni-
calities had a very important role in any
musical performance. But today the picture
is different. Expression of feelings, human
emotion found prominence in musical
compositions and expositions. Ustad Wahid
Khan Sahab and Abdul Karim Khan Sahab
laid the foundation of rendering deep and
sensitive (emotional) musical composi-
tions. Great Maestro Pandit Onkarnath
Thakur was not only a singer but also a great
thinker. He also evolved a way or style
how one could create “Rasa” in music and
stir the feeling of the audience. He paved
a way for many upcoming musicians who
followed it and became known for their
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heart touching music. Who does not know
the names of Kumar Gandharva, Pandit
Bhimsen Joshi, Kishori Amonkar, Dr.
Prabha Atre, Manik Verma and perhaps
many others. This has been a great welco-
ming change felt in today’s classical
music.

Secondly, musicians felt much free-
dom to be more innovative to new forms
of rendering music - a kind of “Gayaki”
leading the performer and the audience to
“Trance”. Emphasis on melodious expre-
ssion of deep feelings through “Swaras”
doing away with the compulsion of obser-
ving time sense while singing or playing
a Raga, singing or playing Vilambit Khayal
with slower speed (Laya), using variety
of Tanas, creative use of notations-all these
new phenomena elevated Indian Classical
Music to high attitudes of its strength,
force, beauty and melody.

Gharana in North Indian Classical
Music has a very important place Artists
assert their identity by their belonging to
a particular Gharana. They feel proud of
being members of a particular Gharana-
Kirana Gharana or Gwalior Gharana or
Agra Gharana and so on. This sense of
belonging to a particular gharana was
natural and justifiable in the past since a
learner could learn music only from a
Guru. There was no other way.

It has been a coincidence that Inde-
pendence and scientific advancement in
the country gave vent to so many sources
of music in all its richness and variety that
a learner could learn and develop his musi-
cal talent to a large extent. Radio, Gramo-
phone, Tape-recorder, T.V. C.D.s organi-
zing live programme was democratization,
decentralization, free access to music

performances of all kinds have given free
scope to a learner of music to learn and
gain knowledge. Of-course even today in
spite of the above mentioned facts, inevita-
bility of a Guru and a Gharana cannot be
denied. Yet, the question arises whether a
learner can hold himself away from the
influences of all kinds of music surroun-
ding him! An artist may label himself as
belonging to a particular gharana, but can
he stop the imperceptive influences
stealthily forming his style of singing,
giving new form or shape to his music? It
would not be so easy to escape the influen-
ces and maintain the purity of a particular
gharana or gayaki. This apart, an artist also
wishes to have his own individuality and
identity and therefore he tries to assimilate
in his music all appealing elements he
finds in each and every gharana and to
develop a new style of Gayaki of his own.

A very powerful and effective and
revolutionary change in the world of
Indian Classical Music is introduction of
music as one of teaching learning subjects
in schools and colleges. The education of
music has become available to all irres-
pective of their social position or status,
unlike the situation in the past in which
only music Gurus gave music lessons to
the disciples of their choice in their Ashrams.
In this respect the contribution of Pandit
Vishnu Narayan Bhatkhande and Pandit
Vishnu Digamber Paluskar cannot be left
unremembered. These two musicians evo-
lved the notation system of recording music
tunes (ragas) on paper. They moved round
the country and collected noting down the
music they got from the musicians directly
or indirectly. It was an Herculean task to
listen to musicians and write down the
music on the paper using the notations Sa-
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re-ga-ma-pa... then a great boon to music
learning lovers that is music is included in
University curriculum. Now any students
with the talent of music and ambition to
learn music can offer music to learn and
acquire degrees. B.A., M.A., M.Phil.,
Ph.D. etc. of course, the fact to be admitted
is that students are not fully prepared to
be considered well versed in music. But it
is very clear that universities and colleges
have paved the way for them to develop
their talents in order to reach the status of
an artist. U.G.C. has provided enough scope
for research and advanced studies in
Music.

In order to encourage the upcoming
artists Government of India has founded
Central Music, Drama Academy started

Various institutions providing music educa-
tion to all interested to learn. Government
also provides scholarship if a student
wishes to learn music following Guru-
Shishya tradition.

Music is not a common talent. All can-
not learn or develop it. Secondly modern
trends in the field of art have posed many
challenges before Indian Classical Music.
But it is the indomitable strength of Indian
Classical Music that in the face of most
powerful Remix and Fusion music forms,
Indian Classical Music has safeguarded
its basic and cardinal features.
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keâuee kesâ heejbheefjkeâ cetuÙe Deewj DeeOegefvekeâlee keâer ÛegveewefleÙeeB:
Skeâ meblegueve keâer Keespe

DeekeâeMe kecee&
MeesOe Úe$e

efÛe$ekeâuee efkeYeeie
ÂMÙe keâuee mebkeâeÙe

keâeMeer efnvot efkeÕeefkeÅeeueÙe, keejeCemeer

meejebMe :

keâuee, hejbheje Deewj DeeOegefvekeâlee leerveeW Skeâ-otmejs mes ienjs pegÌ[eke kesâ meeLe ceeveke peerkeve kesâ DeefvekeeÙe& Debie
nQ~ keâuee ceeveke DevegYeke keâe Skeâ DeefÉleerÙe Øeefleke=âefle nw, pees YeekeveeDeeW, efkeÛeejeW Deewj mebmke=âefle keâes Øemlegle keâjleer
nw~ YeejleerÙe keâuee ceW Meem$eerÙe ™heeW mes ueskeâj ueeskeâ keâuee lekeâ, hejbheje keâe cenlkehetCe& mLeeve nw~ Ùen nceejer
meebmke=âeflekeâ henÛeeve keâes yeveeS jKeves ceW meneÙekeâ nesleer nw~ hejbheje ves keâuee keâes Skeâ DeeOeej efoÙee nw, peyeefkeâ
DeeOegefvekeâlee ceW lekeâveerkeâer efkekeâeme Deewj veS efkeÛeejeW keâe meceekesMe neslee nw~ DeeOegefvekeâlee ves keâuee kesâ mke™he keâes
yeoue efoÙee nw, efpememes keâueekeâejeW keâes vekeeÛeej keâjves keâe Dekemej efceuee nw~ Deepekeâue, ef[efpešue keâuee, hee@he
keâuee Deewj Fbmše@uesMeve Deeš& pewmes veS ™he GYejs nQ~ neueebefkeâ, Ùen Yeer meÛe nw efkeâ DeeOegefvekeâlee kesâ DebOeevegkeâjCe
mes hejbhejeDeeW keâe Üeme Yeer ngDee nw~ Fme meblegueve keâes yeveevee DeekeMÙekeâ nw, leeefkeâ nce Deheveer

meebmke=âeflekeâ Oejesnj keâes mebpeesles ngS, Yeefke<Ùe kesâ efueS ØeieefleMeeruelee keâes Yeer DeheveeSb~ FmeefueS, keâuee kesâ
#es$e ceW hejbheje Deewj DeeOegefvekeâlee keâe mecevkeÙe Skeâ yesnlejerve lejerkesâ mes meeceeefpekeâ Deewj meebmke=âeflekeâ efkekeâeme keâes
Deeies yeÌ{e mekeâlee nw~

yeerpe Meyo :

mecekeâeueerve keâuee, hejbheje, DeeOegefvekeâlee, meceer#ee~
Yetefcekeâe :

Yeejle ceW keâuee keâer Glheefòe Øeeiewefleneefmekeâ keâeue
mes ner ceeveer peeleer nw~ meceÙe kesâ Devegmeej pewmes-pewmes
ceveg<Ùe efkekeâeme keâer Deesj De«emej neslee jne, keâuee Yeer
Deheves GVeefle keâes Øeehle keâjleer jner~ keâuee efkeâmeer Yeer
keâeue efkeMes<e keâer nes ken keâuee ner nesleer nw~ Deye keâuee
Ûeens Øeeiewefleneefmekeâ keâeue keâer nes DeLekee ØeeÛeerve ke

ceOÙekeâeueerve, Deepe Yeer osKeer mecePeer Skeb mejener peeleer
nw~ keâuee meceepe keâe ohe&Ce nw Deewj keâuee kesâ ceeOÙece
mes ner nce Deheveer ØeeÛeerve meYÙelee, mebmke=âefle, hejbheje
Skeb cenlke keâes peeve heeles nQ~ keâuee Ûeens efkeâmeer Yeer #es$e
keâer keäÙeeW vee nes, Gmeves meowke vekeervelee keâes DeheveeÙee~
Skeâ ner meceÙe ceW efkeefYeVe mLeeveeW hej jepeveereflekeâ,
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DeeefLe&keâ Skeb kew%eeefvekeâ heefjkele&ve kesâ keâejCe keâuee Yeer
Deueie-Deueie {bie mes Øemlegle nesleer jneR nQ~ ieebke ceW
ueeskeâ keâuee efkekeâefmele nesleer nw~ pebieueeW ceW pevepeeefleÙe
keâuee leLee veiejeW ceW DeeOegefvekeâ keâuee~ Deepe 21keeR
Meleeyoer ceW ueeskeâ keâuee, pevepeeefle keâuee Skeb DeeOegefvekeâ
keâuee Deeefo kesâ Deueie-Deueie mke™he efkeÅeceeve nw~
Deheves-Deheves #es$e ceW meYeer mecekeâeueerve keâueeSb nQ Deewj
Deheves {bie mes efkekeâefmele Skeb heefjkeefle&le nes jneR nw~ Fve
meYeer keâuee kesâ Deueie-Deueie mke™heeW keâes Skeâ otmejs
mes leguevee keâjkesâ ve osKee pee mekeâlee nw Deewj vee ner
mecePee pee mekeâlee nw~ Gvekeâes GvneR keâer heefjefmLeefleÙeeW
ceW jKekeâj ner mecePee pee mekeâlee nw~ keâuee mes leelheÙe&,
pees peerkeve ceW Deevebo Øeoeve keâjleer nw, keâuee keânueeleer
nw~ keâuee ceW Deevebo keâe jmeemkeeove meeke&peefvekeâ veneR nw
Deewj FmeceW Deevebo Gmeer kÙeefòeâ keâes efceue mekeâlee nw~
pees mkeÙeb keâueekeâej nes DeLekee efpemeceW keâuee keâer LeesÌ[er
yengle mecePe nes~ Ùen melÙe nw efkeâ YeekeeW kesâ GÉsie mes
keâuee keâer Glheefòe nesleer nw~ hejbleg Yeeke mes keâueekeâej
hewoe veneR nesles, keâueekeâej Yeeke hewoe keâjles nQ~ Skeâ
meÛÛeer Skeb Glke=â<š keâuee keâer jÛevee leYeer nes mekeâleer nw
peye keâueekeâej ceeveefmekeâ, DeeefLe&keâ Skeb jepeveereflekeâ
™he mes mkeleb$e nes~ keâuee kesâ efueS efkeefYeVe jbieeW,
ceeOÙeceeW Skeb efkeOeeDeeW keâer lekeâveerkeâer %eeve DeekeMÙekeâ
nw~ hejbleg efmehe&â lekeâveerkeâ meerKe uesves mes keâesF& DeÛÚe
keâueekeâej veneR yeve peelee~ efÛe$ekeâuee YeekeeefYekÙebpevee
keâe Skeâ ceeOÙece nw~ pees keâueekeâej Deheveer Yeekevee keâes
meheâuelee hetke&keâ ØeYeekeMeeueer {bie mes lekeâveerkeâ keâe ØeÙeesie
keâjkesâ MeefòeâMeeueer {bie mes DeefYekÙeòeâ keâj helee nw~ kener
meheâue keâueekeâej neslee nw~ lekeâveerkeâ cee$e Skeâ meeOeve
nw efÛe$ekeâuee keâe, Deewj efÛe$ekeâuee ceeOÙece nw DeefYekÙebpevee
keâe, DeefYekÙebpevee ner ue#Ùe nw efÛe$ekeâuee keâe, lekeâveerkeâ
mes leelheÙe& jbie ueieeves kesâ lejerkesâ, jsKeebkeâve keâe lejerkeâe,
yeÇMe keâe ØeÙeesie DeLekee efÛe$e yeveeves ceW keâece Deeves keeues
meeceeveeW keâer lewÙeejer leLee GefÛele ØeÙeesie keâes keâne peelee
nw~ Mewueer mes leelheÙe& yeele keâes keânves keâe {bie, efÛe$e

Øemlegefle keâjves keâe {bie, efÛe$e kÙekemLee, efÛe$e mebie"ve
DeLekee keâbheesefpeMeve mes nw~ meYeer keâueekeâejeW keâe DeefYekÙeefòeâ
keâjves keâe {bie Skeb lejerkeâe Deueie-Deueie neslee nw~ Ùen
keâYeer-keâYeer ØelÙe#e efoKeeF& heÌ[lee nw, keâYeer veneR Yeer~
keâueeke=âefle ceW YeekeeW keâer DeefYekÙebpevee keâueekeâej keâe
cegKÙe GösMÙe nesvee ÛeeefnS Deewj Fmekesâ efueS keâueekeâej
mkeleb$e nw~ Gvekeâer ®efÛe Skeb mkeYeeke kegâÚ meceÙe kesâ
heMÛeele Gvekesâ DeefYekÙebpevee keâe ceeOÙece Skeb Mewueer yeve
peeleer nw~ Deewj Ùener ceeOÙece Skeb Mewueer Skeâ keâueekeâej
keâes otmejs keâueekeâej mes Deueie henÛeeve efoueeleer nw~
hejbleg Deiej keâuee ceW lekeâveerkeâ Ùee keâewMeue ØecegKe nes
peelee nw~ leye ken cee$e efMeuhe yevekeâj jn peelee nw,
keâuee veneR~ leLee kele&ceeve meceÙe ceW DeekeMÙekeâlee veneR
efkeâ nce heeMÛeelÙe keâuee keâe DevegmejCe keâjW, DeeOegefvekeâ
yeveves kesâ efueS, yeefukeâ pe™jle nw yenkeâer ngF& keâuee keâes
mener efoMee osves keâer~ ceeveke keâes ceeveke yeveekeâj ceevekeerÙelee
kesâ ØeeflemLeeheve keâer~ lekeâveerkeâ Deewj Mewueer cenlkehetCe&
veneR nw~ keâuee cenlkehetCe& nw~ lekeâveerkeâ Deewj Mewueer cee$e
keâuee keâe ceeOÙece nw, DeefOe…elee veneR~ leLee keâuee keâes
mener efoMee nce leYeer os mekeâles nQ, peye nce YeejleerÙe
keâuee hejbheje keâes cenlke os, ve keâer Dehes#ee keâjW~
keäÙeeWefkeâ hejbheje meceepe keâe Skeâ DeekeMÙekeâ Debie nw~
leLee ken meceepe keâes mebieef"le Skeb ceÙee&efole keâjleer nw~
ØeeÛeerve YeejleerÙe mebmke=âefle, meeefnlÙe keâuee, %eeve efke%eeve
keâer hejbheje ves nceW meowke Øeieefle heLe hej De«eef<ele Skeb
Øesefjle keâjleer jneR nQ~

hejbheje nceejs efueS efMe#ekeâ kesâ meceeve nw leLee
hejbheje kesâ Éeje meerKevee Skeâ ØeejbefYekeâ lejerkeâe nw~
Yeejle ceW Deb«espeer ngkeâtcele mes henues Ùeneb hej jepemLeeveer,
heneÌ[er, cegieue keâuee keâer hejbheje Leer~ hejbleg Oeerjs-Oeerjs
Fve meYeer MewefueÙeeW hej heeMÛeelÙe keâuee keâe yeeoue
ceb[jeves ueiee~ leLee Fve meYeer keâuee MewefueÙeeW keâes
Deheves Deboj meceeefnle keâj ve<š YeÇ<š keâj efoÙee~ Yeejle
ceW Deepeeoer mes hetke& yebieeue Mewueer kesâ keâueekeâej ves
ØeeÛeerve YeejleerÙe keâuee hejbheje keâes hegve: mLeeefhele keâjves
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keâe ØeÙeeme efkeâÙee~ uesefkeâve mkeleb$elee Øeeefhle kesâ heeMÛeelÙe
Ùen Deeboesueve Yeer keâcepeesj heÌ[ ieÙee, DeeOegefvekeâ keâuee
Deeboesueve kesâ meeceves~ Deewj meyemes yeÌ[e ØeMve efÛevn
G"e hejbheje Deewj DeeOegefvekeâlee keâe~ leelheÙe& Ùen nw, efkeâ
keâewve meer hejbheje hej Ûeuee peeS YeejleerÙe Ùee heeMÛeelÙe~
hejbleg nceejs keâuee hejbheje lees Deb«espeer ngkeâtcele kesâ oewjeve
ner ve<š YeÇ<š keâj oer ieF& Leer~ kele&ceeve meceÙe ceW
MeeÙeo ner keâesF& Ssmee keâueekeâej nesiee pees YeejleerÙe
keâuee hejbheje kesâ DeeOeej hej efÛe$ekeâejer keâjlee nes~ neB
MeeÙeo Ùen mebYeke nw efkeâ nce Deheveer ØeeÛeerve YeejleerÙe
keâuee hejbheje keâes hegve: peerefkele Ùee mLeeefhele keâjW~ hejbleg
Fme DeeOegefvekeâ Ùegie ceW Ùen GefÛele Ùee meeLe&keâ nesiee,
GoenjCe mke™he ØeeÛeerve meceÙe ceW IeesÌ[s Skeb jLeeW keeueer
hejbheje Leer~ hejbleg keäÙee Ùen Deye kele&ceeve osMe kesâ Øeieefle
kesâ efueS GefÛele Ùee meeLe&keâ efmeæ nesiee, efkeÛeej keâjves
keeueer yeele nw~ Deewj Fmeer ™he ceW keâuee kesâ yeejs ceW Yeer
efkeÛeej efkeâÙee pee mekeâlee nw~ neB nceW Deheveer ØeeÛeerve
meebmke=âeflekeâ efkejemele hej ieke& nesvee ÛeeefnS, vee efkeâ
Fmekeâer Ghes#ee keâjveer ÛeeefnS~ keäÙeeWefkeâ kele&ceeve meceÙe
ceW kegâÚ keâueekeâej Skeb keâuee meceer#ekeâ YeejleerÙe keâuee
hejbheje keâer Ghes#ee keâjkesâ DeeOegefvekeâ keâuee ceW ØekesMe
keâjvee Ûeenles nQ~ Deewj Ùen yengle ner efveboveerÙe keâeÙe& nw~
Deye DeekeMÙekeâlee nw, efkeâ DeeOegefvekeâ keâuee keâer Øeieefle
kesâ efueS hejbheje kesâ efkekeâefmele mke™he, GefÛele ceOÙece
Skeb vekeerve DeeÙeece keâe Deeefke<keâej keâjvee nesiee~ hejbheje
mes cegòeâ neskeâj Ûeueves keeues keâueekeâej kes ner nw, pees
keâuee keâes keemleefkekeâ ™he mes Deewj DeefOekeâ efkekeâefmele
Skeb Øeieefle Øeoeve keâjvee Ûeenles nQ~ Demeue ceeÙeves cesb
keâuee kesâ #es$e ceW efkekeâeme Deewj Øeieefle keâe Dehevee Skeâ
Deueie cenlke Skeb DeLe& nw~ hejbleg pÙeeoelej ueesie Fmes
Skeâ ner Meyo mecePeles nQ~ peyeefkeâ efkekeâeme keâe DeLe&
neslee nw, efkeâmeer GheefmLele kemleg keâer Yeerlejer #ecelee keâes
yeÌ{evee, Øeieefle keâe DeLe& neslee nw, efkeâmeer kemleg keâes peneb
ken nw Gmes Deeies ues peevee~ keâuee kesâ efkekeâeme keâe DeLe&
nw, keâuee keâer mebYeekeveeDeeW DeLekee Gmekeâer Deebleefjkeâ

Meefòeâ keâes yeÌ{evee~ pewmes cegieue keâuee keâes Deewj heefjceeefpe&le
keâj Gmekeâes Deewj Yeer efkekeâefmele keâj osvee~ Øeieefle keâe
DeLe& neslee nw, cegieue Mewueer kesâ yeeo keâesF& Deewj Mewueer
Øemlegle keâjvee pees DeeOegefvekeâ peceeves keâer Âef<š mes Deewj
Yeer GheÙegòeâ nes~ nce Ûeens lees keâuee kesâ Øeieefle Deewj
efkekeâeme kesâ efueS hejbheje mes ØesjCee ues mekeâles nQ~ hejbleg
Ùen keâesF& Deemeeve keâeÙe& veneR nw~ kele&ceeve meceÙe ceW
yengle mes Ssmes Yeer keâueekeâej nw, pees hejbheje kesâ mebj#eCe
kesâ veece hej ØeeÛeerve ØeleerkeâeW keâes Deheves efÛe$e ceW Yejves
ueie ieS nQ~ uesefkeâve Ùen meye efKeuekeeÌ[ cee$e nw, FmeceW
keâesF& ienjer metPeyetPe Ùee mecePeoejer veneR nw~ hejbheje keâe
DeeOegefvekeâ keâuee ceW ØekesMe leYeer nes mekeâlee nw, peye
keâueekeâej yeÌ[s ner leke&âhetCe& {bie mes hejbhejeiele keâueeDeeW
keâe DeOÙeÙeve keâjW~ leye MeeÙeo pees keâuee GYej keâj
meeceves DeeSieer GmeceW hejbhejeiele MeefòeâMeeueer lelke efkeÅeceeve
jnWies~ Deepe keâuee keâe pees ØeÛeefuele mke™he nw, DeLee&le
hejbhejeiele keâuee mes efYeVe nw ken DeeOegefvekeâ keâuee nes
mekeâleer nw~ DeeOegefvekeâ keâuee Ùee DeeOegefvekeâlee mes henues
nce DeeOegefvekeâ Meyo keâes mecePeles nQ~ DeeOegefvekeâlee
cee@[efve&šer Meyo keâe efnboer nw, Ùen Deb«espeer ceW «eerkeâ
‘cees[es’ Meyo mes DeeÙee nw~ efpemekeâe DeLe& nw mecekeâeueerve,
Ùen hegjeves keâe efkeueesce nw, Ùen kele&ceeve nw, Deleerle mes
he=Lekeâ~ DeeOegefvekeâlee Deheves Deehe ceW Skeâ yengle yeÌ[er
›eâebefle Skeb Ùegie heefjkele&ve nw~ efpeme meceepe ceW Demeblees<e
neslee nw~ keneR DeeOegefvekeâlee heveheleer nw~ mhe<š nw efkeâ
DeeOegefvekeâlee keâer DekeOeejCee Skeâ uebyeer efkeÛeej Ùee$ee
jner nesieer~ Øeke=âefle efke%eeve keâer meke&ßes…lee Deewj #ecelee,
pe™jle keâer Deehetefle& keâer Ùeespevee #ecelee, Goej peveleb$eelcekeâ
mebmLeeveeW keâer kÙekemLee, DeeOegefvekeâlee kesâ Ùes leerve cegKÙe
DeeOeej jns nQ~ DeeOegefvekeâlee keâer efkepeÙe Ùee$ee oemelee
mes cegefòeâ keâer Ùee$ee nw~ 19keeR Deewj 20keeR Meleeyoer ceW
efke%eeve keâe DelÙeble efkekeâeme ngDee hejbleg Ùen yeele Yeer
melÙe nw, efkeâ peneb efke%eeve keâe efkekeâeme ngDee, kener
keâuee keâe Yeer efkekeâeme ngDee~ efke%eeve kesâ keâejCe keâuee
keâe efkekeâeme ngDee Ùee keâuee kesâ keâejCe efke%eeve keâe Ùen
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megefveefMÛele keâjvee keâef"ve keâeÙe& nw~ uesefkeâve meÛÛeeF& lees
Ùen nw, efkeâ ceevekelee keâe efkekeâeme ngDee, ceveg<Ùe keâe
efkekeâeme ngDee~ Deepe ceeveke meceepe ceW keâueekeâej Deheves
DeeOÙeeeflcekeâ Ûeslevee Skeb hejbheje keâes Deelcemeele keâjles
ngS DeeOegefvekeâ keâuee keâer jen hej Ûeue jne nw~ DeeOegefvekeâ
keâuee kener nw, pees Deepe kesâ ceeveke kesâ efueS GheÙeesieer,
keâuÙeeCekeâejer Skeb Øeieefle metÛekeâ nes~ DeeOegefvekeâ keâuee
mecekeâeueerve Yeer nw leLee ken DeeOegefvekeâ meYÙelee keâe
ØeefleefveefOelke keâjleer nw~ DeeOegefvekeâ keâuee mes leelheÙe&,
kele&ceeve ceW ØeÛeefuele keâuee mes nw~ Fme Ùegie keâer keâuee mes
nw DeLekee 21keeR Meleeyoer keâer keâuee~ pees vekeervelee
meceepe Skeb je<š^ kesâ efueS Øeieefle metÛekeâ veneR, ken cee$e
ce=iele=<Cee nw~

DeeOegefvekeâ meYÙelee keâe efkekeâeme vekeerve efkeÛeejeW,
keâuee ke efke%eeve keâer ØeieefleÙeeW Skeb vekeervelece KeespeeW hej
DeeOeeefjle neslee nw~ keâuee keâes veÙee mke™he leYeer Øeehle
neslee nw~ peye ken veS Âef<škeâesCe mes ØeYeeefkele neskeâj
me=efpele nesleer nw~ veÙee Âef<škeâesCe veF& ceevÙeleeDeeW hej
DeeOeeefjle neslee nw~ veF& ceevÙeleeDeeW keâe pevce leye neslee
nw, peye veS Deefke<keâej peerkeve Deewj meceepe keâes ØeYeeefkele
keâjves ueieleer nw~ Deiej Skeâ pewmeer mecemÙeeSb Deveskeâ
osMeeW ceW heeF& peeves ueies lees ken Deblejje<š^erÙe mecemÙeeSb
nesleer nQ~ Deewj keneR Debleje&<š^erÙe DeeOegefvekeâlee keâe ØeMve
G"eleer nQ~ hejbleg Ùen DeekeMÙekeâ veneR keâer Skeâ osMe
otmejs osMe keâer DeeOegefvekeâlee keâer vekeâue keâjW~ Deewj Ùener
yeele keâuee kesâ #es$e ceW Yeer DeekeMÙekeâ Skeb OÙeeve osves
ÙeesiÙe nw~ Deepe mecekeâeueerve keâuee ceW DeeOegefvekeâlee
nceejs efueS Skeâ yengle yeÌ[e ØeMve efÛevn Yeer yeve ieÙee
nw~ keäÙeeWefkeâ DeeOegefvekeâlee keâe cetue GösMÙe ceewefuekeâlee
nesvee ÛeeefnS~ Deewj ceewefuekeâlee mes leelheÙe&, ken efkeÛeej
Skeb efmeæeble pees meceepeefnle Skeb osMeefnle kesâ efueS
keâuÙeeCekeâejer efmeæ nes~ Ùener ceewefuekeâlee keâe cegKÙe
henÛeeve nw~ hejbleg peye keâuee ves hejbheje mes DeeOegefvekeâlee
keâe meheâj leÙe efkeâÙee, leye Gmeves Oecee&ßeÙe Skeb jepeßeÙe
keâe Keguekeâj efkejesOe efkeâÙee, me=peve keâer hetCe& mkeleb$elee

Øeehle keâjves kesâ efueS~ hejbleg Fmekeâe heefjCeece Ùen ngDee
efkeâ keâuee Fleves efkemceÙekeâejer mke™he ceW meeceves DeeF&
efkeâ ken keâueekeâej Skeb meeceeefpekeâ mecePe leLee hekeâÌ[ mes
Yeer hetjer lejn yeenj nes ieF&, DeveyegPe yeve ieF&~ keäÙeeWefkeâ
keâuee ceW me=peve keâer hetCe& mkeleb$elee keâe cetue GösMÙe
meceepe efkejesOeer lelkeeW keâer GefÛele meceer#ee, ØeieefleMeerue
meceepe kesâ efkekeâeme ceW hetCe& menÙeesie Skeb je<š^ kesâ
keâuÙeeCekeâejer heefjkele&ve mes nw~ hejbleg efpeme Øekeâej heefMÛeceer
osMeeW ceW keâuee ceW mkeleb$elee kesâ veece hej ‘Sbšer Deeš&’ keâes
yeÌ{ekee efoÙee pee jne nw~ Deewj Fmekesâ meeLe ner meeLe
keneb hej DeeOegefvekeâ keâuee kesâ veece hej leceece hegmlekesâb
ØekeâeefMele nesleer jner, uesefkeâve MeeÙeo ner efkeâmeer hegmlekeâ
ceW DeeOegefvekeâ YeejleerÙe keâueekeâejeW keâe efpe›eâ ngDee nes~
leLee Deye DeekeMÙekeâ nw efkeâ YeejleerÙe keâueekeâej DeeOegefvekeâ
YeejleerÙe keâuee keâe heLe mkeÙeb mener efoMee ceW efveOee&efjle
keâjW~ keâuee hejbheje Skeb DeeOegefvekeâlee Ùen leerveeW ner lelke
Skeâ otmejs mes efYeVe veneR nw yeefukeâ Skeâ nw Skeâ otmejs kesâ
hetjkeâ nw~ Deewj nceejer ØeeÛeerve YeejleerÙe keâuee MewefueÙeeB
mecekeâeueerve keâuee kesâ Øeieefle kesâ efueS Skeâ ceOÙece Skeb
DeeOeej nw~ leLee DeekeMÙekeâlee heÌ[ves hej nce Deheves
Oejesnj Skeb ØeeÛeerve keâuee MewefueÙeeW mes ØesjCee ues mekeâles
nQ, kele&ceeve keâuee keâes MeesefOele keâjves Skeb mecekeâeueerve
keâuee kesâ Øeieefle kesâ efueS, yepeeÙe heefMÛeceer osMeeW Skeb
YeejleerÙe keâuee hejbheje kesâ heLeieeceer yeves~

efve<keâ<e& :

keâuee, hejbheje Deewj DeeOegefvekeâlee leerveeW Skeâ otmejs
kesâ meeLe ienjs mebyebOe ceW nQ~ keâuee ceevekelee keâer DeefYekÙeefòeâ
keâe Skeâ ceeOÙece nw, pees Deheveer efkeefkeOelee ceW mebmke=âefle,
YeekeveeSb Deewj meceepe keâer meesÛe keâes Øeefleefyebefyele keâjleer
nw~ hejbheje Gve ceewefuekeâ cetuÙeeW Deewj ceevÙeleeDeeW keâe
meb«en nw, pees heerefÌ{ÙeeW mes Ûeues Dee jns nQ Deewj efkeâmeer
meceepe keâer henÛeeve keâes efveefce&le keâjles nQ~ DeeOegefvekeâlee
ves, efkeMes<e ™he mes 20keeR meoer kesâ yeeo, keâuee Deewj
hejbheje kesâ efkekeâeme keâes Skeâ veÙee Deekeâej efoÙee nw~ Ùen
Skeâ Deesj peneB ØeeÛeerve hejbhejeDeeW ceW veS Âef<škeâesCe
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Deewj lekeâveerkeâeW keâes Meeefceue keâjleer nw, keneR otmejer Deesj
hegjeves efjkeepeeW keâes Ûegveewleer Yeer osleer nw~ DeeOegefvekeâ keâuee
ves mkeleb$elee, vekeeÛeej Deewj kÙeefòeâlke keâes Øeeslmeeefnle
efkeâÙee nw, efpememes hejbhejeDeeW kesâ mebj#eCe Deewj Gvekesâ
mecekeâeueerve meboYe& ceW hegvece&tuÙeebkeâve keâer DeekeMÙekeâlee
yeve ieF& nw~ efve<keâ<e&le: keâuee, hejbheje Deewj DeeOegefvekeâlee
kesâ yeerÛe keâe meblegueve meceepe keâer meebmke=âeflekeâ henÛeeve
kesâ efueS DeekeMÙekeâ nw~ hejbhejeDeeW keâes mebpeesles ngS Deewj
DeeOegefvekeâ efkeÛeejeW keâes Deheveeves mes nce Skeâ mece=æ
Deewj ieefleMeerue meebmke=âeflekeâ keeleekejCe keâe efvecee&Ce keâj
mekeâles nQ~ Ùen kesâkeue Skeâ mebIe<e& veneR nw, yeefukeâ Skeâ
mece=æ mebkeeo nw, pees keâueeDeeW keâes veÙee ™he Deewj
efoMee Øeoeve keâjlee nw~ Fme Øekeâej, Ùes leerveeW lelke Skeâ-
otme kesâ hetjkeâ nQ Deewj Gvekesâ meecebpemÙe mes meceepe keâe

efkekeâeme Deewj mece=efæ mebYeke nw~

meboYe& «evLe metÛeer :

1. jerlee Øeleehe, 2013, YeejleerÙe efÛe$ekeâuee Skeb cetefle&keâuee
keâe Fefleneme (peÙehegj jepemLeeve efnvoer «ebLe Dekeâeoceer)

2. ke=â<CeveejeÙeCe, keâkeäkeâÌ[, 1980, mecekeâeueerve keâuee
meboYe& Deewj efmLeefle (ueefuele keâuee Dekeâeoceer)

3. jeceÛevõ Megkeäue, 1994, DeeOegefvekeâ keâuee meefce#eekeeo
(veÙee yewjnvee, Fueeneyeeo : Yeeie&ke ØesMe)

4. efvece&uee pewve, 1999, jme efmeæevle Deewj meeQoÙe&Yeeke
(veÙeer efouueer keeCeer ØekeâeMeve)

5. leejkeâveeLe yeeueer, 1992, DeeueesÛevee Øeke=âefle Deewj
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jeceÛeefjleceeveme ceW ueeskeâlelke
[e@Ê Deveerlee Megkeäue eflekeejer Devegjeie ØesceÛebo
men-DeeÛeeÙe&, MeesOe Úe$e,
efnboer efkeYeeie efnboer efkeYeeie
cenejepee meÙeepeerjeke efkeÕeefkeÅeeueÙe, yeÌ[ewoe cenejepee meÙeepeerjeke efkeÕeefkeÅeeueÙe, yeÌ[ewoe

ueeskeâlelke ceveg<Ùe keâer Deeefoce Skeb ceewefKekeâ hejbheje
kesâ heefjÛeeÙekeâ nQ~ FmeceW ueeskeâefkeÕeeme, ueeskeâ DeeÛeej-
efkeÛeej, jerefle-efjkeepe, efMeuhe keâuee, ueeskeâ omlekeâejer,
ueeskeâ mebieerle, efÛe$ekeâuee, Kesue-keâto, ueeskeâ Ûes<še, ueeskeâ
Yee<ee Deewj ueeskeâ keâer mechetCe& ceewefKekeâ keâueeDeeW keâer
DeefYekÙeefleâ Skeb Øemlegefle keâe pees lejerkeâe Deewj efkeOeeve neslee
nw, Gmeer ceW ueeskeâlelkeeW keâer DeefYekÙeefleâ efceueleer nw~

‘‘ueeskeâlelke ojDemeue meceepe keâer Ûesleve DekemLee
kesâ cetue ceW efmLele kes iegCe-met$e nQ pees Ûesleve Oejeleue
keâes, DeeÛejCe, Deewj kÙekenej keâe mebpeerkekeâ jme Øeoeve
keâjles nQ~ meeceeefpekeâ peerkeve keâe nj %eeve, Gmekeâer nj
Ûeslevee, Gmekeâer nj heue keâer DeeÛeej mebefnlee, Gmekeâer
ØeÙeespevekeleer Yee<ee, Gmekeâer Gefleâ mecheoe pees Ûeueles keâes
jeskeâ os, yew"s keâes GÚeue os, heeveer ceW Deeie ueiee os - ken
nj yeele heesefLeÙeeW ceW veneR nesleer, ken meceepe kesâ ueeskeâlelkeeW
ceW nesleer nw Deewj hejbheje, jerefle, DeeÛejCe, kÙekenej,
ceevÙelee Deeefo kesâ peefjS mes meceepe keâes DevegØeeefCele,
mebÛeeefuele Deewj ef›eâÙeceeCe jKeleer nw~ ueeskeâlelke meceepe
kesâ npeejeW ke<eeX kesâ DekeÛesleve ueeskeâceeveme keâe mebkeâefuele
mebYeej neslee nw efpemeceW keâewve-mee lelke efkeâme Ùegie keâe,
efkeâme Øemebie keâe, efkeâme mebmke=âefle keâe nw, Fmes henÛeevevee
keâef"ve neslee nw~’’1

leguemeer kesâ jece hejceyeÇÿe nQ leLeeefhe kes ßes…lece
ceevekeerÙe DeefYekÙeefleâ nsleg meiegCe neskeâj Dekeleefjle nesles

nQ, pees ueeskeâlelkeeW keâer megboj heefjheešer keâe DevegkeâjCe
keâjles nQ~ peneB hejbhejeDeeW keâer ØeeceeefCekeâlee keâer hegef<š
keâjles ngS ieesmkeeceer leguemeeroeme efueKeles nQ- jIegkegâue
jerefle meoe Ûeefue DeeF&~ Øeeve peengB ye® yeÛeveg ve peeF&~
hejbhejeDeeW kesâ DevegkeâjCe keâe meyemes yeÌ[e ueeYe Ùen jne
efkeâ jeceÛeefjleceeveme ceW keefCe&le meYeer ÉbÉeW, mecemÙeeDeeW
Deewj kesoveeDeeW mes Deece peveceeveme menpelee mes leeoelcÙe
mLeeefhele keâj heeÙee~ Yeiekeeve jece keâe Deheves efØeÙepeveeW
kesâ og:Ke hej ®ove keâjvee, meerlee peer keâe mkeÙebkej ceW
jece peer hej Mebefkeâle nesvee, n"er yeeuekeâ keâer lejn
ue#ceCe keâe hejMegjece peer Deewj Yejle mes efkekeeo keâjvee,
Yeiekeeve jece keâe Devegpe ue#ceCe kesâ DevegefÛele kÙekenej
hej DeeBKeW lejsj keâj osKevee leLee DeÙeesOÙee hegve: Deeieceve
hej ceelee keâewMeuÙee keâe Deheves megkegâceej yeeuekeâeW keâes
osKe Gvekeâer keerjlee hej Ûeefkeâle nesvee FlÙeeefo ueeskeâkeâLee
peveceeveme kesâ Gke&j ùoÙe mes meheâueleehetke&keâ mebhe=leâ nes
heeleer nw~ ‘‘ieesmkeeceer leguemeeroeme ves jeceÛeefjleceeveme ceW
pevce mes ce=lÙeg lekeâ kesâ efkeefYeVe mebmkeâejeW keâe efÛe$eCe
ueeskeâ-peerkeve keâer jerefleÙeeW kesâ heefjØes#Ùe ceW efkeâÙee nw~
efpemeceW mes kegâÚ mebmkeâejeW keâe meeceeefpekeâ Glmeke kesâ ™he
ceW cenlke yeÌ{ ieÙee nw~’’2 YeejleerÙe ueeskeâ hejbheje ceW
pevce mes ce=lÙeg lekeâ <ees[Me mebmkeâejeW keâe heeueve efkeâÙee
peelee nw~ jeceÛeefjleceeveme ceW efkeMes<e ™he mes ieYee&Oeeve,
peelekeâce&, ÛetÌ[ekeâce&, efkeÅeejbYe, Ùe%eeshekeerle, efkekeen Deewj
DeblÙesef<š mebmkeâej keâe keCe&ve efceuelee nw :
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Sefn efyeefOe ieYe&meefnle meye veejer~~3 (ieYee&Oeeve)

veboercegKe mejeOe keâefj peelekeâjce meye keâervn~~4 (peelekeâce&)

ÛetÌ[ekeâjve keâervn ieg® peeF&~
efyeØevn hegefve oefÚvee yeng heeF&~~5 (ÛetÌ[ekeâce&)

YeS kegâceej peyeefnb meye YeÇelee~
oervn pevesT ieg® efheleg ceelee~~6 (Ùe%eeshekeerle)

«en efleefLe veKeleg peesieg yej yee™~
ueieve meesefOe efyeefOe keâervn efyeÛee™~~7 (efkekeen)

jeceÛeefjleceeveme ceW efkekeen mebmkeâej mes mebyeæ ueeskeâ
hejbhejeDeeW kesâ yesno megboj ÂMÙe osKeves keâes efceueles nQ~
efpemeceW cebieueieerle, ieejer ieerle, keâesnyej ceW peevee, cenekej
ueieevee, uenkeâewj, heeve osvee, Gyešve ueieevee leLee keânejeW
Éeje heeuekeâer {esvee FlÙeeefo efke<eÙeeW keâe keCe&ve Yeer efceuelee
nw~ cebieueieerle Deewj ieejer MegYe DekemejeW hej efkeMes<e ™he
mes efm$eÙeeW, metle, ceeieOe leLee Yeeš Éeje ieeÙee peelee nw~
[e@Ê ce=oguee ieghlee kesâ Devegmeej, ‘‘ieerle ueeskeâ ceeveke kesâ
kÙeefleâiele Deewj meecetefnkeâ megKe-og:Ke keâer ueÙeelcekeâ
DeefYekÙeefleâ nesles nQ~ ueeskeâ keâLee keâer YeeBefle Ùes Yeer
ueeskeâ-keâb" keâer ceewefKekeâ hejbheje keâer Oejesnj Deewj ueeskeâceeveme
keâer efkeefYeVe efÛeblee-OeejeDeeW keâe keâesMe ceeves ieS nQ~ FvnW
Ûeej keieeX ceW efkeYeeefpele efkeâÙee ieÙee nw :

1) hejbhejeiele 3) efkeke=âle

2) ÛeejCeer 4) meeefneflÙekeâ

GheÙe&gleâ Ûeej keieeX ceW mes ØeLece keâesefš kesâ ieerle ner
Megæ ™he mes ueeskeâ ieerle keâns peeSBies~ Fve hej efkeâmeer
Yeer Øekeâej keâe keâesF& hejkeleer& ØeYeeke peuoer veneR heÌ[lee
Deewj Ùes ueeskeâ-keâb" ceW pÙeeW-kesâ-lÙeeW megjef#ele jnles nQ~’’8

 peskeBle osefnb ceOegj Oegefve ieejer~
uew uew veece heg®<e De® veejer~9 (ieejer ieerle)

efkekeen keâer efkeefkeOe jmceeW ceW mes Skeâ keâeÙe&›eâce
keâesnyej hetpeve keâe Yeer neslee nw~ efkekeen keeues IejeW ceW
efkeâmeer keâ#e keâer hetke& efoMee keâer oerkeej hej ies™ Éeje
Ûeewkeâesj Deeke=âefle keâe keâesnyej yeveeÙee peelee nw~ Fme

Ûeewkeâesj Deeke=âefle kesâ Debleie&le Gke&jlee ke peerkeve mes mebyebefOele
efkeefkeOe Øeleerkeâ efÛevn yeveeS peeles nQ, pewmes- efMeke-
heeke&leer, meerlee-jece, keâceue he$e, yeeBme keâe hesÌ[, ceÚueer,
veeie-veeefieve, mkeefmlekeâ, otune-ogunve, kesâues keâe ke=#e,
metÙe&-Ûebõcee, IeesÌ[s, neLeer FlÙeeefo :10

keâesnyejefnb Deeves kegâDeBj kegâDeBefj
megDeeefmeefvevn megKe heeF keâw~

Deefle Øeerefle ueewefkeâkeâ jerefle ueeieeR
keâjve cebieue ieeF keâw~~11

 Fmekesâ meeLe ner uenkeâewj keâer jmce Yeer efveYeeF&
peeleer nw~ Ùen efkekeen keâer Skeâ jmce nQ efpemeceW kej-keOet
Skeâ otmejs keâes Deheves neLeeW mes kegâÚ efKeueeles nQ Deewj
Kesue Yeer Kesueles nQ :

uenkeâewefj ieewefj efmeKeeke jeceefn meerÙe meve meejo keânQ~12

‘‘cenekej cegKÙele: keâLee, Deveg…eve ke kewkeeefnkeâ DekemejeW
hej heleueer meeRkeâ keâes leLee lepe&veer GBieueer ceW Deeuelee keâes
[gyeeskeâj m$eer ke heg®<e kesâ hewjeW ceW DeeÌ[er, eflejÚer jsKeeDeeW
leLee ieesue-ieesue efyebogDeeW mes keâer peeleer nw~’’13

peekekeâ pegle heo keâceue megneS~~14

 jeceÛeefjleceeveme ceW ueeskeâefMe<šeÛeej kesâ Yeer Deveskeâ
Øemebie efoKeles nQ~ peneB ieg®, ceelee Skeb hej-m$eer, $e+ef<eÙeeW
Skeb mebleeW, DeeefokeeefmeÙeeW, leerLe&mLeueeW leLee DekeOehegjer
kesâ ØelÙeskeâ vej-veejer keâe mecceeve efkeâÙee ieÙee nw~ peveceeveme
kesâ meeLe ueeskeâ ceW DeeÛeefjle jeceÛeefjleceeveme kesâ hee$eeW
keâe kÙekenej DevegkeâjCeerÙe DeeoMe& yevelee nw, pees efkeefMe<šlee
kesâ Oejeleue hej yew"s Ûeefj$eeW keâe meeceevÙe Oejeleue kesâ
Ûeefj$eeW mes DeYeso mebyebOe mLeeefhele keâjlee nw~ ceeveme kesâ
jece keâe DeewoelÙe ueeskeâefMe<šeÛeej keâer hejekeâe…e nw peneB
Keue Ûeefj$eeW keâes Yeer jece meke&ØeLece efkeveÙehetke&keâ mecePeeves
keâe ØeÙelve keâjles nQ efkeâbleg Gvekesâ DeefMe<š DeeÛejCe hej
GvnW ob[ osves keâer veerefle keâe Yeer GheosMe keâjles nQ - hej
efnle Ie=le efpevn kesâ ceve ceeKeer DeLee&le otmejeW kesâ efnle ™heer
Ieer kesâ efueS og<šeW keâe ceve cekeäKeer kesâ meceeve neslee nw~
efpemes ueskeâj DekeOe Øeeble ceW ueeskeâesefleâ Yeer ØeÛeefuele nw
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efkeâ ve Kesueye, ve KesueÙe osye, KesuekeÙe efyeieeÌ[ osye~
Fmeer Øekeâej mecegõ Éeje Yeer uebkeâe keâe ceeie& ØeMemle ve
keâjves hej Yeiekeeve jece keânles nQ :

efyeveÙe ve ceevele peueefOe peÌ[ ieS leerefve efove yeerefle~
yeesues jece mekeâeshe leye YeÙe efyeveg nesF ve Øeerefle ~~15

ueeskeâefkeÕeeme pevelee keâer heerefÌ{ÙeeW mes Ûeueer Dee
jner hejbheje keâe Åeeslekeâ nQ~ jeceÛeefjleceeveme ceW ueeskeâefkeÕeeme
Yeer cenlkehetCe& nes peeles nQ keäÙeeWefkeâ Ùen Yeekeveelcekeâ
Ûeslevee keâLee keâes Flevee mejue yevee osleer nw efkeâ meeceevÙe
peveceeveme keâe Deble:mLeue menpelee mes Fmes mkeerkeâej keâj
ueslee nw~ [e@. DeeueceMeen ves ueeskeâefkeÕeeme kesâ lelkeeW keâer
kÙeeKÙee keâjles ngS efvecve lelkeeW keâes mLeeve efoÙee nw :
‘‘Mekegâve, mkehve, meoeÛeej, OeejCee, keâce&keeo, YeeiÙekeeo,
vesce-Oejce, peblej-ceblej, Øeke=âefle, Yeespeve meece«eer leLee
ØeÙeesie heæefle Skeb mebÙegleâ heefjkeej Ûeslevee~’’16 jeceÛeefjleceeveme
ceW ueeskeâ-ceeveme keâer ceebieefuekeâ Yeekevee mes Deesle Øeesle ueeskeâ
efkeÕeeme kesâ Øemebie ØeeÙe: osKeves keâes efceue peeles nQ :

cebieueceÙe keâuÙeeveceÙe DeefYecele heâue oeleej~

peveg meye meeÛes nesve efnle YeS meiegve Skeâ yeej ~~17

(Mekegâve)

keâce& ØeOeeve efkeÕe jefÛe jeKee~ pees peme keâjefnb mees
leme heâue ÛeeKee~~ (keâce&keeo)

leguemeeroeme Éeje ‘ceeveme' ceW ueeskeâ ØeÛeefuele Yeespeve
keâe Yeer efkeMeo keCe&ve efceuelee nw, peneB meeeflkekeâ, jepeefmekeâ
leLee leeceefmekeâ meYeer Øekeâej kesâ Yeesie keâe keCe&ve efkeâÙee
ieÙee nw~ ‘‘oskeleeDeeW ke jepemeer Yeespeve keâe efkekejCe ke
pÙeewveej heæefle keâe efkekejCe jece-meerlee efkekeen kesâ Dekemej
hej efoÙee ieÙee nw~ efpemekesâ Devegmeej Yeespeve keâjves mes
hetke& heeo-Øe#eeueve neslee Lee Deewj lelheMÛeele heerÌ{eW hej
yew"keâj ueesie Yeespeve «enCe keâjles Les~’’18

hegefve peskeveej YeF& yeng YeeBleer~
he"S pevekeâ yeesueeF yejeleer~~

hejle heeBkeÌ[s yemeve Devethee~
meglevn mecesle iekeve efkeâÙees Yethee~~

meeoj meye kesâ heeÙe heKeejs~
peLeepeesieg heerÌ{vn yew"ejs~~

OeesS pevekeâ DekeOeheefle Ûejvee~
meerueg mevesng peeF veefnb yejvee~~19

meeLe ner Fme efkekeeneslmeke ceW veevee Øekeâej kesâ
jepemeer kÙebpeve Yeer hejesmes ieS, efpemeceW ÛekÙe&, Ûees<Ùe,
ues¢e, hesÙe kesâ Deveefievele Øekeâej GheueyOe Les Deewj
efkeMes<e ™he mes kej-he#e keâes oeue-Yeele (metheesove) Deewj
ieeÙe keâe Ieer hejesmee ieÙee~ jece Deheves keveieceve kesâ
meceÙe leLee ceveg Skeb Mele™hee Deheveer lehemÙee keâeue ceW
cegKÙe ™he mes meeeflkekeâ Yeespeve ner «enCe keâjles nQ,
efpemeceW keâbo-cetue Deewj heâue keâer ØeOeevelee jner :

efmeÙe megceb$e YeÇelee meefnle keâbo cetue heâue KeeF ~20

Fmekesâ meeLe ner meeLe je#emeeW Éeje leeceefmekeâ Yeespeve
efkeâÙee ieÙee nw, pees ueeskeâ ceW Gvekeâer Deemegjer Øeke=efle keâe
Åeeslekeâ nw :

keângB ceefn<e ceeveg<e Oesveg Kej Depe Keue
efvemeeÛej YeÛÚneR~21

 ceefn<e KeeF keâefj ceefoje heevee~22

‘‘leguemeer ueeskeâÛeslee meeefnlÙekeâej Les~ ueeskeâ kesâ
meeLe Gvekeâe Ùen DeelceerkeâjCe Flevee Øeyeue Deewj ÙeLeeLe&
nw efkeâ peneB Yeer GvneWves Deheves Ùegie ke meceepe keâe efÛe$eCe
efkeâÙee nw, keneB Gvekeâer hew" Fleveer ienjer efmeæ ngF& nw
efkeâ kes Gme Ùegie Deewj meceepe kesâ ØelÙeskeâ he#e keâe mepeerke
efÛe$e Øeefleefyebefyele keâj osles nQ~ Fmeer ueeskeâ«eener Âef<š kesâ
heâuemke™he Gvekeâer jÛeveeDeeW ceW jepeveereflekeâ, Oeeefce&keâ,
meeceeefpekeâ Deewj DeeefLe&keâ efmLeefleÙeeW keâe ÙeLeeLe& Skeb
ØelÙe#e mke™he heefjueef#ele neslee nw~’’23

keâ) jepeveweflekeâ Âef<š : leguemeer Deheves meceÙe keâe
melÙe efueKe jns Les, efpemes GvneWves jece keâLee kesâ
keâueskej ceW Øemlegle efkeâÙee~ [e@. GoÙeYeeveg efmebn kesâ
Devegmeej, ‘‘jekeCe kesâ jepeleb$e leLee Gvekesâ mkeYeekeeefo
kesâ efÛe$eCe Éeje leguemeer ves DeØelÙe#e ™he mes
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Deheves ner Ùegie keâe efÛe$eCe efkeâÙee nw~’’24 ieesmkeeceer
leguemeeroeme ves ceeveme Éeje jecejepÙe keâer mLeehevee
keâe mebosMe efoÙee, efpemeceW leerveeW Øekeâej kesâ leeheeW mes
cegefleâ nesieer Deewj jepee keâe Oece& ueeskeâ kesâbefõle
yeleeles ngS Ùen mhe<š keâjves keâe ØeÙeeme efkeâÙee efkeâ
ueeskeâ kesâ megKe-ogKe kesâ efueS jepee ner ØelÙe#e ™he
mes efpeccesoej neslee nw :

peemeg jepe efØeÙe Øepee ogKeejer,
mees ve=he Dekeefme vejkeâ DeefOekeâejer~~25

Ke) Oeeefce&keâ peerkeve : jeceÛeefjleceeveme ceW ieesmkeeceer
peer ves %eeve, Ùeesie leLee DevÙe meYeer ceeieeX keâe
meceeiece Yeefleâ ceeie& ceW mkeerkeâej efkeâÙee leLee Yeefleâ
Éeje ner lelkeyeesOe keâer Øeeefhle keâe ceeie& Yeer ØeMemle
efkeâÙee~ ‘‘leguemeer henues meble nQ Deewj Gmekesâ yeeo
keâefke, Fme keâejCe Gvekeâer jÛeveDeeW ceW Gme keâeue
keâer Oeeefce&keâ efmLeefle Yeueer Øekeâej kÙebefpele ngF& nw~
leguemeer kesâ keâeue ceW veevee Øekeâej keâer keececeeieer&Ùe
meeOeveeSB ØeÛeefuele LeeR~ GveceW MegYe-DeMegYe kesMe
leLee DeYe#Ùe-Ye#eCe keâe efkeMes<e cenlke Lee~’’26

peekesâb veKe De® peše efyemeeuee~
meesF leeheme Øeefmeæ keâefuekeâeuee~~27

ie) meeceeefpekeâ leLee meebmke=âeflekeâ peerkeve : leguemeer
kesâ Ùegie ceW meebmke=âeflekeâ efkejemele efkeke=âle nes Ûegkeâer
Leer~ Fmekeâe mebkesâle keâjles ngS DeeÛeeÙe& npeejer
Øemeeo efÉkesoer ves keâne nw- ‘‘efpeme Ùegie ceW Gvekeâe
pevce ngDee Lee Gme Ùegie kesâ meceepe kesâ meeceves keâesF&
TBÛee DeeoMe& veneR Lee~ meceepe kesâ GÛÛe mlej kesâ
ueesie efkeueeefmelee kesâ hebkeâ ceW Gmeer lejn ceive Les
efpeme Øekeâej kegâÚ ke<e& hetke& metjoeme ves osKee Lee~’’28

Fme meceepe ceW GÛÛe DeeoMe& keâe veweflekeâ ceevekeâ
ueeskeâeefYejece kesâ cenlke Éeje mLeeefhele efkeâÙee ieÙee :

Devegpe yeOet Yeefieveer megle veejer~
megveg me" keâvÙee mece S Ûeejer~

Fvnefn kegâÂef<š efyeueeskeâF peesF&~
leeefn yeOeW keâÚg heehe ve nesF&~~29

ceeveme kesâ efMeuhe efkeOeeve ceW efveefnle ueIeg keelee&SB
Yeer kÙeefleâ keâe OÙeeve Deeke=â<š keâjves ceW meheâue nesleer nQ~
‘‘keâekÙe keâer Øes<eCeerÙelee keâes yeÌ{eves kesâ efueS keâefke ueeskeâ
Yee<ee ceW efpeve cegnekejeW, GefleâÙeeW keâe meceekesMe keâjlee nw
GvnW heeefjYeeef<ekeâ Meyoekeueer ceW ueIeg keelee& keâer meb%ee oer
ieF& nw~’’30 Fme Øekeâej keâer GefleâÙeeW keâe ØeÙeesie meeceevÙele:
ueesieeW Éeje efcemeeue kesâ leewj hej efkeâÙee peelee nw~ FveceW
mepeerkelee, ueeskeâiele kÙeekeneefjkeâ %eeve Deewj DevegYeke
meefVeefnle nesles nQ~ ‘jeceÛeefjleceeveme' ueIeg keelee&DeeW keâe
Deeieej nw~ leguemeer ueeskeâ peerkeve kesâ ØelÙeskeâ #eCe mes
heefjefÛele Les~ Dele: ueeskeâesefleâÙeeB Ùee cegnekejs yeÌ[er menpelee
mes ner Gvekesâ keâekÙe keâe DeefYeVe Debie yeve peeles nQ :

mecegPeF Keie Keiener keâw Yee<ee~31

GheÙe&gleâ meYeer ueeskeâlelkeeW kesâ Deueekee jeceÛeefjleceeveme
ceW ueeskeâ ceveesefkekeâejeW hej Yeer OÙeeve efoÙee ieÙee nw pees
efkeâ Fme «ebLe keâer Øeemebefiekeâlee keâe ØecegKelece keâejCe yevee
nw~ pees meceepe nef<e&le Deewj Øehegâefuuele veneR nesiee Gmekeâer
ceveefmLeefle efkeke=âle yeveer jnsieer Deewj Ssmee Dekemeeo«emle
meceepe hejbhejeDeeW keâe efvekee&n veneR keâj mekeâlee~ ceeveme
ceW cegKÙe ™he mes Ûeej ceveesefkekeâejeW keâe mhe<š keCe&ve
efceuelee nw :

keâece ›eâesOe ceo ueesYe meye veeLe vejkeâ kesâ hebLe~32

GheÙe&gleâ meYeer ceveesefkekeâej cegKÙe ™he mes peveceeveme
kesâ owefvekeâ peerkeve keâe efnmmee nQ Deewj peye Ùes ceveesYeeke
kÙeefleâ hej nekeer nesles nQ lees ken Deheveer efmLeefle mes efiej
peelee nw~ Yeiekeeve ke=â<Ce ieerlee ceW keânles nQ-

›eâesOeeÆkeefle mecceesn: mecceesnelmce=efleefkeYeÇce:~
mce=efleYeÇbMeeod yegefæveeMees yegefæveeMeelØeCeMÙeefle~~33

ue#ceCe Yeer hejMegjece peer kesâ ›eâesOe keâes Fmeer
Øekeâej keâer Gefleâ kesâ Éeje Meefcele keâjves keâe ØeÙeeme keâjles
ngS keânles nQ :



130
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

ueKeve keânsG nBefme megveng cegefve ›eâesOeg heehe keâj cetue~
pesefn yeme peve DevegefÛele keâjefnb Ûejefnb efyemke Øeeflekeâtue~34

 ‘jeceÛeefjleceeveme' YeejleerÙe ueeskeâlelkeeW keâe GûerLe
nw pees ØeceeefCele keâjlee nw efkeâ ieesmkeeceer leguemeeroeme ves
Oece& keâes Meem$eeW kesâ Iesjs mes efvekeâeue pevelee kesâ ùoÙe ceW
mLeeefhele keâjves keâe keâeÙe& efkeâÙee~ ceeveme keâer Øeefmeefæ keâe
ØecegKe keâejCe Gmekeâer ueeskeâ-meb«enkeâejer Øeke=efle ner nw
efpemeceW peerkeve keâer mecemle ÛegveewefleÙeeW keâe menpe Deewj
kÙeekeneefjkeâ meceeOeeve nw~ DekeOeer ceW ‘ceeveme' keâer jÛevee
ves Fmes peve-peve kesâ efueS megueYe keâj efoÙee Deewj ueeskeâYee<ee
keâes ØeLece ßesCeer ceW ueekeâj KeÌ[e keâj efoÙee~ Debleleesielkee
Ùen mkeerkeâej keâjves ceW keâesF& yeeOee veneR nw efkeâ leguemeerke=âle
jeceÛeefjleceeveme ueeskeâlelkeeW keâe Deeieej nw~
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Abstract :

The state Kerala is rich in cultural and artistic diversity, and it has made significant
contributions to various fields, including Karnatak classical music. Even though it has
produced many talented composers and lyricists, the academic exploration of those
contributions remains limited to a great extent. All these creative attempts to incorporate
all aspects of life into Karnatak Music are attempted to be traced in modern times by
academicians and researchers. The Kerala Sangeetha Nataka Academy made a great
effort in an attempt to expand the thematic scope in Karnatak music beyond its traditional
confines. This paper deals with the musical, lyrical, and thematic analysis of one of the
compositions ‘Yugmaganam’, from the text ‘Sangeetamapi Saahityam’, a publication of
Kerala Sangeet Natak academy.

Keyword :

C S Krishna Iyer, Sangeetamapi Saahityam, Musical Analysis, Yugmaganam,
Malayalam kriti, Javali.

Introduction :

Indian music consists of different
genres. They are mainly folk music, film
music, light music, classical music and
Indian popular music, etc. Hindustani and
Karnatak are the two classical music
traditions in India. Karnatak music is a
system of music commonly associated
with the southern parts of India, namely
Andhra Pradesh, Telangana, Karnataka,

Kerala and Tamil Nadu.

Palakkad is one of the traditional
places of Karnatak music in Kerala. Many
great Vaggeyakaras have nurtured and
contributed to the world of Karnatak music
by their excellence. One among them is C S
Krishnayyar who has contributed in various
ways by way of transferring knowledge and
musical abilities to the next generation.
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Scope of this Study :

One of the rare Malayalam compo-
sitions in the book “Sangeethamapi
Saahityam” authored by P Bhaskaran,
composed by C S Krishanayyar has been
chosen for this study. The composition is
not popular and is quite unexplored in the
field of music performance.

Objectives :

This study aims to analyze the various
elements of the composition, differences
from the other musical form Javali and
musical mind to establish the significance
of the musical work.

Research Methodology :

A rare composition in raga Saramati
is selected. Key aspects of the song, such
as language, theme, notation, musical and
lyrical elements, relevance, word meaning
and similar expressions and overall melody,
are analysed.

Material and Methods :

For deeper understanding of the diver-
sity in Karnatak Music, similarity and
difference from other traditional musical
form Javali, and the musical nuances of
the composition, a field work has been
done by the researcher at the birth place
of C. S. Krishna Iyer and the resource
person was interviewed (Ambikapuram
Sivaraman, the direct disciple of C S
Krishana Iyer) for observing the practical
demonstration of the composition and
collecting information. Secondary sources
were also investigated to substantiate the
study with research data.

Study Area :

Javali :

Javali is a musical form performed at

the end of the concert. The content and
theme of Javali is Sringara (romantic)
worldly spirit in nature. The ‘Javali’ is
derived from the kannada word ‘Javadi’,
means romantic songs. Javali generally
follows the common structure of kriti like
Pallavi, Anupallavi and multiple Charana.
Javali does not have any of the madhyama-
kala sahityam or chittasvara etc. Dharma-
puri Subbarayyar, Tiruppanandal Pattabhi-
ramayya, Pattanam Subramanyaiyer, Tiru-
pati Narayanaswami, Vidyala Narayana-
swami, Ramnathapuram Srinivasa Iyengar
and Swati Tirunal are the foremost Javali
composers. Rakti ragas like Paraz, poorvi-
kalyani, Khamas, Kafi, Behag etc. are
suitable for composing Javalis. Generally,
Javalis are set in Adi, Rupaka and Misra
chapu talas.

Example : Javali

Raga : Poorvikalyani Tala: Adi

Composer : Pattabhiramayya Language:
  Telugu

Pallavi : ni mātālu ē māyanurā sāmi
  balkarā

Anupallavi : Ēmēmo bōdhincinannē
mecci ādina

Charanam 1: Cakkani samivale cekkili
nokkirave

Mikkera nlkiccenani Takku-
lace sokkincina

Meaning :

A woman is yearning for communi-
cating with her lover, requesting him to
talk to her and not to get annoyed by her
frequent urges for communication. Finally,
she is asking him not to delay coming back
and talking to her.
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Pallavi : Swami, what happened
to your words? Please
talk

Anupallavi : You taught me several
things, and you praised
me with words

Charanam-1 : You are a great swami.
You pressed my cheek
and my nose ring with all
those bluffs.

Sangeethamapi Saahityam :

‘Sangeethamapi Saahityam’ is a
significant and enthusiastic effort of the
Kerala Sangeetha Nataka Academy to pro-
mote diversity in Karnatak compositions
by using various secular and devotional
themes in the Malayalam language. This
collection comprises forty-nine composi-
tions, as part of a broader initiative to
enrich the regional repertoire of Karnatak
music. The work represents a collaborative
effort that brought together some of the
most esteemed literary and musical perso-
nalities of the time.

As a pioneering initiative, these compo-
sitions represent a significant and success-
ful attempt to expand the thematic scope
of Karnatak music beyond its traditional
confines. Historically, Karnatak kritis have
predominantly focused on devotional and
philosophical themes, often centred around
Hindu deities, mythological narratives and
metaphysical reflections in Bhakti bhava.
However, this collection ventures into unex-
plored thematic territories, demonstrating
an innovative approach that enriches the
genre with new lyrical and conceptual dime-
nsions.

In addition to engaging with universal
themes such as spirituality, ethical values,

personal relationships and the beauty of
nature, these compositions also incorporate
references to eminent historical personali-
ties. The inclusion of such figures is parti-
cularly noteworthy.

Background :

The song describes the wonder of one
couple, how their relationship grew stron-
ger without them even realizing it. The
poet beautifully captures these emotions
in three parts, which demonstrate the emo-
tional layers of love and connection. This
composition is in the form of a conversation
between woman and man, communicating
the deep sense of love and conveying the
universal aspect of love.

Lyrics :

Stanza 1 :

Woman: ñānariyāten prā.nanil
vannoru

Vīna kampi murukkiyatāro?

Man : Vīna kampi murukkānay kka.n

Ko.nukal ni.tti vi.liccava.lāro?

Both : Ārennar1iye.nam - 3

Stanza 2 :

Woman: Premasvapna
.

m viriyu
.

m kara.lil

Tāmasattinu vannavanāro?

Man : Tāmasattinu vannavanil putu

Tāmaramāla cārttiyatāro?

Both : Ārennariye.nam - 3

Stanza 3 :

Woman: ñānariyāten kavi.lin kuzhiyil

Kaitappū
.

m podi pūśiyatāro?

Man : Kaitappūm podi tūvan chu .n.til

Kanakavi.lakku ko.luttiyatāro?

Both : Ārennariye .nam - 3
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Meaning :

Woman: Who has tightened the lute
string that came to my soul
without my knowledge?

Man : Who called out to stretch out
by showing flirty eyes to
tighten the lute string?

Together: I want to know who this is?

Woman: Who has come to reside in the
heart where the dream of love
will blossom?

Man : Did someone put lotus
garlands on the one who came
to stay?

Together: I want to know who this is?

Woman: Who put pineapple powder on
the hollow of my cheek without
my knowledge?

Man : Who lit a big lamp in the garden
to sprinkle pineapple dust?

Together: I want to know who is this?

Structural Analysis :

There are three stanzas in this song.
It is not fulfilling the normal kriti structure.
The three stanzas communicate different
romantic incidents by using poetic langu-
age not indicating the exact meaning. For
example: ‘tightened the lute string, reside
in the heart, expressions of the lovers’.
And this composition is also progressing
in the form of dialogue. The woman raises
the question first and the man indirectly
pointing to her by asking another question.
And together they want clarity about it.
This composition helps us in connecting
with the musical form Javali.

Notation :

Yugmaganam



136
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

Musical Analysis :

The song commences with the svara

‘
.
s’ or Tara sthayi Shadja. The melody of

the song starting from the tara sthayi then

comes to the madhyasthayi Shadja. The

apt melodical progressions with first two

sangaties highlights the meaning of the

song. The interesting phrases are ndd,;d,m,

- p,dnd,m, - gmggs,s,. The second line

(Vīna Kampi…) begins the madhyasthayi

Rishabam, occur with Anahata eduppu

and goes to tarasthayi Shadja, followed

by the mathematical combinations 3+3+

4+2+2+4+2+2+4+4. The second sangati

begins with sama eduppu highligh-ting the

musical pattern ‘ggrr, g,, - ppmm, pp, -

nndd, nn,’. Each syllable having gamakas.

The second sangati (Vīna Kampi…..)

picturise the janta svara prayogas in the

different svaras like ‘Gandaram, Rishabam,

Pancamam, Madhyamam and Nisadam’

“ggrr, g,, ppmm, pp, nndd,nn, g,
.
s, 

.
s,,,”.

The word “ Ārennariye.nam..” is exp-

loring three varieties of melody (1) ; 
.
s , n

d, m p, d, n dn, 
.
s, ;;;;;;; (2) ; 

.
s , n d , m g m

, g , ; g , s,;;;;;; (3) srgm pdn
.
s 

.
r

.
g 

.
s

.
s nndd,.

n, 
.
s ;;;;;; . Range of the song is between

Madhyasthayi Shadja to Tarasthayi Mad-

yama. Each line concludes with the Shadja.

The other stanzas follow the same melody.

The lyrics and the melody are matching

each other. This kriti clearly explore the

musical brilliance of the composer.



137
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

Observation :

The study observes that the musical
form ‘Javali’ and the composition ‘Yug-
maganam’ both centres around the theme
of love, but the approaches are different.
Javali demonstrates devotional love between
the Gods and Goddesses like Krishna and
Radha. The form uses colloquial languages
and structured forms. On the other hand,
‘Yugmaganam’ explores universal human
love in a more contemporary and emotional
context. The lyrics is in Malayalam langu-
age and communication style is free from
formal structures.

Discussion and Conclusion :

Karnatak music system generally deals
with the devotional aspects. However, in
modern times, many experiments are done
to make music accessible to all. This paper
observes one of the great efforts of the
Kerala Sangeetha Nataka Academy to
expand the thematic scope in Karnatak
music beyond its traditional set up.

This study exclusively deals with one
of the compositions from the text ‘Sangee-
thamapi Saahithyam’ composed by C S
Krishna Iyer, authored by P Bhaskaran, as

an attempt to understand the dynamics,
thematic difference, of it keeping his life
works as anchor point for exploration.
During the study, it has also been possible
to establish the identity of the raga reflec-
ting the various elements, lyrical ornamen-
tation, thematic presentation to establish
significance of the musical work.
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Abstract :

This study explores the digital transformation of Madhubani art, a traditional practice
rooted in the domestic spaces of rural Bihar, into a viable online business model. Based
on qualitative fieldwork with five women artists, the research highlights key enablers of
this shift-such as digital skill-building within families, strategic use of social media
platforms, intergenerational collaboration, and culturally informed content creation.
Rather than spotlighting individual achievements, the paper examines how informal
networks and digital tools collectively foster cultural entrepreneurship. The findings
present a scalable model for rural creative industries and underscore the need for
improved infrastructure, targeted training, and supportive policy frameworks.

Keywords :

Madhubani art, digital entrepreneurship, rural women, cultural economy,
social media.

1. Introduction :

Madhubani painting, also known as
Mithila art, is a centuries-old tradition
practiced predominantly by women in the
Mithila region of Bihar. Historically
created on walls and floors during festivals
and rituals, the art form has evolved into
a commercial practice using paper, textiles
and other media. With the rise of digital
platforms, rural artists are now engaging
in online commerce, transforming their

craft into a viable business.

This paper explores how traditional
Madhubani artists-particularly women-are
adapting to digital tools to sustain and
expand their practice. It focuses on the
processes that enable this transition:
digital literacy through kinship, platform
selection, content strategy and informal
business models. The study aims to contri-
bute to the discourse on rural creative
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entrepreneurship by offering a grounded
analysis of how tradition meets techno-
logy.

Figure-1 : Screenshot of Vandana Jha’s
Instagram profile (@withla_art06) Caption:

“Digital storefront showcasing Mithila masks

and sarees”

2. Literature Review :

Existing literature on Madhubani art
primarily focuses on its aesthetic, ritualis-
tic and cultural dimensions (Jha, 2012;
Singh, 2018). Studies have documented
its mythological themes, natural dyes, and
symbolic motifs, emphasizing its role in
preserving regional identity (Kumar, 2015).
More recent scholarship has explored its
commodification through NGOs and gove-
rnment schemes (Mishra, 2020).

Parallel research on digital entrepre-
neurship in rural India highlights barriers
such as low digital literacy, gendered access
to technology, and infrastructural deficits
(Mehta & Sharma, 2019; Dey, 2021).
However, these studies often treat artisans
as passive beneficiaries of top-down
interventions.

Gaps Identified :

� Limited focus on bottom-up digital

adaptation by rural women artists.

� Lack of analysis on platform-specific

strategies for traditional art forms.

� Absence of research on intergeneratio-

nal collaboration in digital business
models.

� Minimal attention to content creation

as cultural labour in rural contexts.

This paper addresses these gaps by
examining how Madhubani artists actively
shape their digital presence and business
practices through informal networks and
creative strategies.

3. Methodology :

This research is based on fieldwork
done in the Madhubani and Darbhanga
districts of Bihar, where Madhubani art is
traditionally practiced. The study uses a
qualitative approach to understand how
rural women artists are using digital tools
to grow their art as a business.

Sampling :

We selected five women artists using
purposive sampling. That means we chose
participants who were already active on
digital platforms like Instagram, Facebook,
YouTube, WhatsApp and blogs. These arti-
sts were involved in both creating Madhu-
bani art and selling it online. We also loo-
ked for those who worked with family
members to manage their digital presence.

Data Collection :

We collected data in three ways :

� Interviews : Semi-structured conver-
sations with the artists to understand
their journey, challenges, and digital
strategies.

� Social Media Analysis : We studied
their online profiles and posts to see
how they present and promote their
work.

� Observation : We took notes while
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watching how they create content, inte-
ract with buyers and manage orders.

Data Analysis :

We used thematic coding to find patt-
erns in the data. This helped us understand:

� How they learned digital skills (often
with help from family)

� Which platforms they use and why

� How they create and share content

� How they run their business informa-
lly but effectively

This method gave us a clear picture
of how tradition and technology are coming
together in rural Bihar.

4. Findings :

4.1 Digital Literacy through Kinship :

All five artists relied on younger family
members-Sons, daughters, nieces, sons-in-
law-for digital access and literacy. This
informal mentorship enabled them to :

� Create and manage social media
accounts.

� Photograph and upload artwork.

� Communicate with buyers via Whats-
App.

� Handle digital payments through UPI

For instance, Vandana Jha stated, “My
daughter is my model on social media,”
reflecting both technical and creative
collaboration. Another artist shared, “I
make the paintings, and my daughter sells
them online,” illustrating a production-
sales split across generations.

4.2 Platform Selection and Usage :

Artists chose platforms based on
usability and audience reach :

� Facebook : Used for community enga-

gement and direct sales. Anjali Kumari
noted, “I make and display my art on
Facebook,” treating it as a virtual
gallery.

� Instagram : Favoured for visual story-
telling and broader reach. Artists like
Bindu Jha rely on organic engagement.

� WhatsApp : Used for order manage-
ment and customer service.

� YouTube and blogs : Employed for
educational outreach and cultural revi-
val, as seen in Dr. Rani Jha’s media
strategy.

Platform choice reflects strategic adap-
tation to content type, audience behavior,
and technical comfort.

4.3 Content Strategy and Audience

Engagement :

Artists employed varied content stra-
tegies :

� Visual storytelling with mythological
and seasonal themes.

� Behind-the-scenes videos of the pain-
ting process.

� Family modeling to humanize the brand.

� Educational captions and blog posts
explaining symbolism.

Dr. Rani Jha, an assistant professor
at Mithila Art College, uses blogging to
promote media revival: “I work on media
revival of Madhubani art,” she said, combi-
ning academic insight with digital outreach.

4.4 Business Model and Monetization :

Artists avoided paid promotions, rely-
ing on organic growth. Pricing was based
on :

� Size and complexity of artwork

� Medium (paper, textile, mask)



142
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

� Custom orders and commissions

Sales were conducted via WhatsApp
and UPI, with local courier services for
delivery. One artist specializing in Tantric
motifs noted, “She says I am the rarest of
Madhubani painters because I do Tantric
paintings,” indicating niche market posi-
tioning.

5. Discussion :

5.1 Process over Personality :

The digital evolution of Madhubani art
is driven not by individual heroism but by
systemic processes:

� Kinship-based digital literacy

� Platform-specific adaptation

� Content creation as cultural labor

� Informal business models rooted in
family collaboration

These processes are replicable and
scalable, offering a blueprint for other
traditional art forms seeking digital rele-
vance.

5.2 Cultural Continuity through

Innovation :

Digital platforms enable artists to pre-
serve traditional styles while experimen-
ting with formats. Tantric motifs, once
confined to ritual spaces, are now shared
online. Seasonal themes are used to time
product launches. Blogging and YouTube
allow for cultural education alongside
commerce.

This duality-preservation and inno-
vation-challenges the notion that commer-
cialization dilutes tradition.

5.3 Gendered Agency and Visibility :

Selling online increases women’s
visibility and agency. While they remain

embedded in domestic spaces, their art
travels globally. This paradox-local pro-
duction, global consumption-redefines
rural women’s roles without disrupting
cultural norms.

The process empowers without alie-
nating, making it a culturally sensitive
model for rural entrepreneurship.

6. Conclusion :

The transformation of Madhubani art
into an online business model reflects a
broader shift in rural creative economies.
Through kinship-based digital literacy,
platform adaptation, and content strategy,
women artists are crafting sustainable
businesses rooted in tradition. The process
offers a replicable framework for other art
forms and highlights the need for policy
support in infrastructure, training, and
platform localization.

Future research should explore scala-
bility, copyright protection and integration
with formal e-commerce ecosystems to
further strengthen rural creative entrepre-
neurship.

Recommendations :

� Digital Literacy Support :

Organize local workshops for women
artists on using social media, UPI
payments, and photography.

� Platform Localization :

Encourage tech platforms to offer
features in regional languages like
Maithili and Hindi.

� Family-Based Mentorship :

Promote intergenerational collabora-
tion-young family members teaching
elders digital skills.
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� E-Commerce Integration :

Help artists join platforms like Amazon
Karigar or Etsy with simplified on-
boarding and training.

� Policy Backing :

Advocate for government schemes to
include rural digital artisans, offering
subsidies and infrastructure.
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Gòej YeejleerÙe mebieerle kesâ Debleie&le ÚboeW Skeb leeueeW
keâe DeblemeËyebOe

[e@Ê efMeuheer veenj MJeslee efceßee
MeesOe efveo&sefMekeâe MeesOeeLeer&
DeefmemšWš Øeesheâsmej MeesOe Úe$ee
mebieerle Skeb ØeoMe&ve keâuee efkeYeeie mebieerle Skeb ØeoMe&ve keâuee efkeYeeie
Fueeneyeeo efkeÕeefkeÅeeueÙe Fueeneyeeo efkeÕeefkeÅeeueÙe

meejebMe :

keCe& mes heo, heo mes keekeäÙe, keekeäÙe mes Yee<ee keâer jÛevee ngF&~ lelheMÛeele Yee<ee kesâ meeLe ueÙeyeælee keâe efkeOeeve
ngDee~ Gmekesâ Ghejevle Úvo jÛevee Skeb Gmekeâe efkekeâeme ceevee pee mekeâlee nw~ Dele: nce keân mekeâles nQ efkeâ leeue
kesâ yeeo Úvo keâe efkekeâeme ngDee nesiee~1

mebieerle leYeer megMeesefYele leLee ceveescegiOeOeejer neslee nw, peye Gmekesâ Debie Deheves Deheves mLeeve hej megÂÌ{ jnles nQ~
mebieerle kesâ meYeer DebieeW keâes ceÙee&efole jKevee leeue keâe ner keâece nw~ pewmes Debie Yebie nesves hej Mejerj keâer meg<ecee efyeieÌ[
peeleer nw, kewmes ner leeue kesâ {erues Ùee efkeke=âle heÌ[ves hej mebieerle keâe meewvoÙe& veneR jn peelee~ FmeerefueS leeue keâes ieerle
keâer MeesYee keâne ieÙee nw~

Øeefmeæ heKeekepe keeokeâ hebÊ jeceDeMeer<e hee"keâ keânles nQ :

leeue ØeeCe mebieerle keâes, keâns iegCeerpeve ueesie~
henues lee les leeue mes, leeue MeesOevee nesS~~2

Úbo Skeb leeue kesâ mecevkeÙe mes ner keâefkelee ieeÙeve ÙeesiÙe yeveleer nw leLee Fmekesâ Éeje ieerle kesâ meewvoÙe& ceW ke=efæ
nesleer nw~ leeue Éeje Yeekeveelcekeâ DeefYekÙeefòeâ keâer #ecelee Yeer efkekeâefmele nesleer nw~

GoenjCe :

efpevn kesâ jner Yeekevee pewmeer~
ØeYeg cetjefle eflevn osKeer lewmeer~3

mecemle 16-16 cee$ee keâer ÛeewheeF& Úbo ceW yeæ leguemeeroeme oeme ke=âle 'jeceÛeefjleceeveme' ceW efueefKele jÛevee
leeue keâe mecevkeÙe nesves mes peye DeKeC[ jeceeÙeCe hee" Deeefo cebÛeeW hej ieeÙee yepeeÙee peelee nw lees Fvekesâ ßekeCe
mes ßeeslee ieCe ceb$ecegiOe Skeb YeekeefkeYeesj nes G"les nQ~

yeerpe Meyo :

Úbo, leeue, mebieerle,meewvoÙe&,DeblemeËyebOe,ceveesefke%eeve~
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efke<eÙe ØekesMe :

leeue Skeb Úvo kes cetueYetle lelke nQ pees Meeefyokeâ
mebjÛevee keâes meewvoÙe&, DeLe& Skeb Yeeke Øeoeve keâjles nQ~
peneB ̀ Úvo' efnvoer keâekÙe ceW meceÙe ceeheves keâer FkeâeF& nw
efpemekeâe DeeOeej keCe& Deewj De#ej nQ leLee keâefkelee keâer
ueÙe keâes Yeer oMee&lee nw, keneR ‘leeue' YeejleerÙe Meem$eerÙe
mebieerle ceW meceÙe ceeheve keâer FkeâeF& nw efpemekeâe DeeOeej
cee$ee, Gvekeâer mebKÙee ke nmle ef›eâÙeeSb nQ~

keâekÙe ceW pees mLeeve Úbo keâes Øeehle nw kener mLeeve
mebieerle ceW leeue keâe nw~ oesveeW ceW hejmhej Ieefve… mecyevOe
nw~ oesveeW keâe GösMÙe jÛevee keâes meceÙe ceW yeebOes jKevee
nw~ Úbo Skeb leeue oesveeW meewvoÙe& Glkeâ<e& ceW Ûecelkeâeefjkeâ
ùoÙemheMeer& Skeb Devet"e ØeYeeke GlheVe keâjles nQ~

Úbo keâer kÙeglheefòe, heefjYee<eeSb Skeb DeLe& :

efkeÉeveeW kesâ celeevegmeej Úbo (Úvome) Meyo keâer
efve<heefòe ̀ Úo’ Oeeleg mes ngÙeer nw, efpemekeâe leelheÙe& DeeÛÚeove
keâjvee Ùee {keâvee nw~ DevÙe celeevegmeej, Ûebefo DeLee&led
`Dee¥eokeâejer’ Skeb Úsefo DeLee&le `{keâvee’ Meyo mes Úbo
Meyo keâer Glheefòe ngF& nw~

ken Meyo jÛevee efpemeceW efveefMÛele mebKÙee keeueer
cee$eeDeeW Ùee keCeeX mes heefjhetCe& efveÙele mebKÙee keâer hebefòeâ
Ùee ÛejCe nes, `Úvo' Ùee `heo' keânueeleer nw~ Úvo
Meyo keâe meke&ØeLece ØeÙeesie meecekeso ceW ngDee:-

‘ÙeoeÛÚeoÙeved leÛÚvomeeced ÚvomlkebÙe’4

(DeLee&le pees {keâ ues Ùee DeeÛÚeefole keâj ues, ken
Úvo nw)

Úboesyeæ nesves kesâ keâejCe ner mebieerle keâer Deveceesue
Oejesnj Deepe lekeâ mebjef#ele jn heeF& nw~ meeLe ner ieg®
efMe<Ùe hejcheje ceW heerÌ{er-oj-heerÌ{er mebkeefOe&le nesleer jner~

‘‘Úvo ken ueÙeelcekeâ, efveÙeefcele leLee DeLe&hetCe&
keeCeer nw efpemeceW Deeyeæ neskeâj keâesF& keekeâd (keeCeer) heo
keâe ™he OeejCe keâj ueslee nw~'’5

leeue keâer kÙeglheefòe, heefjYee<eeSb Skeb DeLe& :

`leued' Oeeleg Skeb ‘Ie_ed' ØelÙeÙe kesâ Ùeesie mes leeue
Meyo efve<heVe ngDee nw DeLee&le ‘efpemeceW Øeefleef…le nes~’6

Dele: leeue ken nw efpemeces ieerle, keeÅe Skeb ve=lÙe Øeefleef…le
jnles nQ~ leeue ner Fve leerveeW keâes DeeOeej Øeoeve keâjlee
nw~ mebieerle jlveekeâj kesâ ‘leeueeOÙeeÙe' kesâ Devegmeej :

leeuemleueØeefle…eÙeeefceefle OeeleesOe&_ed mce=le:~
ieerle keeÅeb leLee ve=òeb Ùelemleeues Øeefleef…leced~~7

ueÙeÙegòeâ ken Øekeen pees Okeefve ieerle ke GÛÛeejCe
kesâ mebÙeesie mes GlheVe neslee nw, leeue keânueelee nw~ ÙeÅeefhe
leeue Meyo mebieerle mes mecyeefvOele nw efkeâvleg keâekÙe ceW
Fmekeâe cenlke nw~ leeue kesâ DeYeeke ceW keâekÙe veerjme
Øeleerle neslee nw~ MeyoeW Éeje keâeue Ùee meceÙe keâer ieefle
keâes Úbo Ùee heoeW ceW efkeYeeefpele keâjves kesâ pees ØeÙeesie ngS
nQ GvnW ner leeue keâne peelee nw~

leeue Skeb Úbo kesâ Øekeâej :

Úbo kesâ cegKÙeleÙee leerve Yeso ceeves ieÙes nQ :

1. ceeef$ekeâ Úbo : Fme Øekeâej kesâ Úbo cee$eeDeeW keâer
mebKÙee kesâ DeeOeej hej yeveeÙes ieS Les pewmes- oesne,
meesj"e, ÛeewheeF&~ Fvekesâ leerve GheYeso Yeer ceeves ieS
pees mece ceeef$ekeâ, efke<ece ceeef$ekeâ leLee DeOe&mececeeef$ekeâ
Úvo keânueeS~

2. keeefCe&keâ Úbo : Fme Øekeâej kesâ Úbo keCeeX keâer
mebKÙee ke iegCeeW kesâ ›eâce kesâ DeeOeej hej yeveeS ieS
Les~ pewmes- Fvõke¿ee, mekewÙee, $eesškeâ Deeefo Úbo~
Fvekesâ Yeer leerve GheYeso ngS pees meceke=òe, DeOe&meceke=òe,
DeOe&meceke=òe leLee efke<eceke=òe keânueeS~

3. cegòeâkeâ Úbo : FmeceW ve keCeeX kesâ ieCe keâe Deewj
ve ner cee$eeDeeW keâe yebOeve neslee nw~ leeue keâes
cegKÙeleÙee oes YeeieeW ceW efkeYeeefpele efkeâÙee ieÙee nw :

1. (i) ØeeÛeerve ceeie& leeue : pees leeue ceeieer&
mebieerle kesâ meeLe ØeÙeesie keâer peeleer nw,
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ceeie& leeue keânueeleer nw~ Fvekeâer mebKÙee
5 yeleeF& ieF& nw- ÛebÛÛelhegš, ÛeeÛehegš,
<ešefheleeheg$ekeâ, mebhekeäkes<šebkeâ Deewj GoIeó~
Fvekeâer cee$ee mebKÙee ceW keâYeer Yeer heefjkele&ve
veneR nes mekeâlee~

1. (ii) osMeer leeue : pees leeue osMeer mebieerle
kesâ meeLe ØeÙeesie keâer peeleer nw, ‘osMeer
leeue’ keânueeleer nw~ Meejbieoske ves ‘mebieerle
jlveekeâj’ ceW Fvekeâer mebKÙee 120 yeleeF&
nw~ oesveeW leeueeW keâe mke™he ueIeg, ieg®,
huegle mes yevelee nw~

2. DeeOegefvekeâ leeue : FmeceW ueIeg, ieg®,
huegle keâe ›eâce veneR neslee~ cee$ee mebKÙee
ke efkeYeepeve keâe efkeOeeve neslee nw~
pewmes- leerve leeue, Ûeejleeue, Peheleeue,
DeeÌ[eÛeejleeue Deeefo~

Úbo Skeb leeue keâe Ssefleneefmekeâ heefjØes#Ùe :

Úvoesyeæ nesves kesâ keâejCe ner kewefokeâ $e+ÛeeSb,
hegjeCe, Gheefve<eod Skeb DevÙe meYeer «ebLe ke Gvekeâer jÛeveeSB
®efÛekeâj Deewj Ûecelkeâeefjkeâ lees nQ ner meeLe ner-meeLe uebyes
meceÙe mes Dehevee Deefmlelke yeveeS ngS nQ~ DeeÛeeÙe&
#escesvõ kesâ Devegmeej ‘‘efkeâmeer Yeer Yee<ee kesâ ™he keâes
mebkeejves kesâ efueS efpeme Øekeâej Meyo Ùeespevee, heo Ùeespevee
Deewj Mewueer DeekeMÙekeâ nw Gmeer Øekeâej keCe&veerÙe kemleg
keâes megÛee®hetCe& yeveeves kesâ efueS Úvo Ùeespevee Yeer DelÙevle
DeekeMÙekeâ nQ~’’8

kewefokeâ meeefnlÙe ceW mehle ÚboeW keâe efkekejCe efceuelee
nw pees efvecve nQ :

ieeÙe$eer, ef$eefheškeâ, Deveg<šghe, ke=nleer, $e<šghe, peieleer,
hebefòeâ~ efpeveceW keCeeX keâer mebKÙee ›eâceMe: 24, 48,
32, 36, 44, 48 ke 40 nQ~ kewefokeâ keâeueerve
$e+ef<eieCe Fve ÚboeW keâe GheÙeesie ceb$eeW keâes ueÙeyeæ
keâjves kesâ efueS keâjles Les~ Yejlecegefve kesâ Devegmeej,

‘Úvoes#ejheoeveeb efn mecelkeÙe Øekeâerefle&lece~’9

(DeLee&le efveefMÛele mebKÙee keeues De#ejeW kesâ Éeje
pees jÛevee keâer peeÙes, Gmes Úbo keânles nQ)

Fmekesâ Deefleefjòeâ Yeefòeâkeâeueerve keâefkeÙeeW ves Deheveer
jÛeveeDeeW ceW Úbo, leeue Skeb Yeeke keâe DeefÉleerÙe mecevkeÙe
Øemlegle efkeâÙee nw~ pees mebieerle (ieeÙeve, keeove, ve=lÙe) kesâ
meeLe efceuekeâj Yeefòeâ jme keâe mebÛeej ßeesleeDeeW kesâ ùoÙe
ceW keâjleer nw~

Yeefòeâkeâeue ke jereflekeâeue ceW keâekÙe jÛeveeDeeW kesâ
Devleie&le ÚvoeW keâe meceekesMe Ûejceeslkeâ<e& hej Lee, Ùes
jÛeveeSb leeueyeæ iesÙe ™he neskeâj meewvoÙe& keâer hejekeâe…e
keâes heej keâjleer Leer~ YeekeØeOeeve Ùes yebefoMeW Skeb leeue
mebieefle mebieerle keâes cees#e ØeoeÙekeâ leLee DeeOÙeeeflcekeâ
megKe Øeeefhle keâe ceeOÙece yeveeleer nQ~

Úbo Deewj leeue keâe DeblemeËyebOe :

Úvo Skeâ Øekeâej keâe efveÙeefcele Skeb megÛee®hetCe&
ieefle ke Øekeen nw pees keâekÙe ceW ueÙeelcekeâ {ebÛes, keâb" ceW
megjeW keâe ke keeÅe ceW veeo keâe mebÛeej keâjlee nw~ efpeme
Øekeâej Meke&âje kesâ DeYeeke ceW ÛeeÙe ÌHeâerkeâer ueieleer nw,
Gmeer Øekeâej leeueeYeeke ceW mebieerle Yeer heâerkeâe Ùee DeceOegj
ueielee nw~ mechetCe& mebieerle meeefnlÙe Úvoesyeæ nw~ mebieerle
ceW leeue keâe efvecee&Ce nes Ùee leeue kesâ DekeÙekeeW keâe
efkeYeepeve cee$eeDeeW keâer ieCevee mes ner mebYeke nw~ Úvo
keâer ieefle ke mebieerle ceW ueÙe keâer ieefle keâe yeesOe cee$eeDeeW
hej efveYe&j keâjlee nw~ Dele: mebieerle Úvo leLee ueÙe oesveeW
hej Deeefßele nw~

GoenjCe :

S I I  I I I   I S I I S S

cebieue Yekeve Decebieue nejer~

I I I  I I I I I   I I I   I S S

  õkeng megoMejLe Depej efyenejer~~10

(GheÙe&gòeâ ÛeewheeF& kesâ hee" ceW Úbo keâer ieCeveelcekeâ
kÙekemLee Deewj Fmekesâ ieeÙeve ceW leeue keâe Øekeen mhe<š
heefjueef#ele nw)
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Úvo keâe cetue ue#eCe ueÙeyeælee nw~ ueÙe ceW
efkejece Ùee Ùeefle keâe ØeÙeesie keâjves hej ner Úvo yevelee nw~
peneB ueÙe keâe DeeMeÙe keâeue efkeYeepeve cee$e nw keneR
Úvo keâe DeefYeØeeÙe leeue keâes Skeâ efveÙele mke®he Øeoeve
keâjvee nw~ Dele: ueÙe Skeb Ùeefle kesâ mebÙeesie mes Úvo keâe
efvecee&Ce neslee nw~ efpeme Øekeâej Ùeefle keâe efkejece YesoeW kesâ
DeeOeej hej keâekÙe ceW Skeâ ner cee$ee kesâ efkeefYeVe Úbo yeve
peeles nQ~ Gmeer Øekeâej Ùeefle Deewj efkejece YesoeW kesâ heâuemke™he
Skeâ ner cee$ee mebKÙee kesâ keâF& leeue efoKeeF& nw~ pewmes-
16 cee$ee keâer leerveleeueke efleuekeeÌ[e leeue, 14 cee$ee
keâer Petceje, oerheÛeboer, Oeceej ke DeeÌ[eÛeejleeue Deeefo~

‘leeuecetueeefve iesÙeeefve leeues meke& Øeefleef…leced~
leeuenerveeefve iesÙeeefve cev$eenervee ÙeLeengefle:~~’11

DeLee&le leeue iesÙe cetuekeâ nw, leeue ceW megye kegâÚ
Øeefleef…le nw~ efyevee leeue iesÙe cev$enerve Deengefle pewmes nw~
efpeme Øekeâej cev$enerve Deengefle mes kesâkeue Deefive Øeppkeefuele
nesleer nw, ceveeskeebefÚle heâue keâer Øeeefhle mebYeke veneR nw~
leeuenerve iesÙe Gmeer lejn meeLe&keâ veneR nesles~

keâekÙe ceW Úbo Skeb leeue keâer ØeÙeesieelcekeâlee :

leeue mebieerle keâe ØeeCe keâne ieÙee nw~ mebieerle ceW
cee$eeDeeW keâer ieCevee kesâ efueS MeleeefyoÙeeW mes ueIeg, ieg®
Deewj huegle leeue kesâ Debie kesâ ™he ceW ØeÙeesie efkeâÙes pee jns
nw~ mebieerle-mecyevOeer «ebLekeâejeW ves keCeeX kesâ mecetn keâes
ieCe meb%ee oer nw~ Úbo mecyeefvOele met$e cenef<e& efhebieue ves
efueKes nw FmeerefueS ÚvoMeem$e keâes efhevieueMeem$e Yeer
keânles nQ~ efhebieueMeem$e keâes mecePeves nsleg Skeâ met$e nw :

›eâce meb. ieCe kÙeeKÙee efÛeÖ leyeues kesâ yeesue

1 ÙeieCe Ùeceelee ISS ›eâ Oes šs

2 ceieCe ceeleeje SSS Oee Oee Oee

3 leieCe leejepe SSI ›eâe Oee ve

4 jieCe jepeYee SIS lee ve Oee

5 peieCe peYeeve ISI keâ lee ve

6 YeieCe Yeeveme SII Oee keâ le

7 veieCe vemeue 111 keâ le keâ

8 meieCe meueiee 11S keâ le Oee

Úvo keâes leeue ceW ieÌ{ves kesâ efueS leerve cegKÙe
Øeke=efòeÙeeB yeleeÙeer ieÙeer nQ :

meceheoer : meceeve (cee$ee) keâe efveÙeespeve

efke<eceheoer : cee$eeDeeW keâe mebÙeespeve oes Deueie-
Deueie ™he ceW

efceßeheoer Ùee : cee$eeDeeW keâe mebÙeespeve keâneR Yeer
GYeÙeheoer meceeve veneR neslee~

kegâÚ leeueeW hej Úbo keâe ØeYeeke :

1. oeoje : cee$ee-6, efkeYeeie-2

Oee Oeer vee Oee let vee

X 0

Ùen leeue $eÙem$e ieefle keâe nw~ heÃeÛeecej kesâ Skeâ
ÛejCe ceW ueIeg ieg® keâer 8 yeej Deeke=efòe nesleer nw~ Dele:
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3-3 cee$ee keâer FkeâeF& ceW Ùen megefkeOeehetke&keâ yebš peelee
nw~ G<ee, keâuee, megOeer, ØeceeefCekeâe, meceeefvekeâe,
Oeejer,Ûeecej Deeefo Úbo leerve leerve cee$ee Keb[ ceW efkeYeòeâ
nesves leLee henueer cee$ee hej yeue kesâ keâejCe oeoje leeue
mes meecÙe jKeles nQ~

2. keânjkee : cee$ee-8. efkeYeeie-2

Oee ies ve leer ve keâ Oeer vee

X 0

keâvÙee, nefj, MeefMekeovee Skeb Ûeheuee meYeer Úbo
cee$ee mebKÙee keâer Âef<š mes keânjkee kesâ Devegkeâtue nw~
III, III, S ue#eCeÙegòeâ Ûeheuee Úbo keânjkee mes meyemes
DeefOekeâ meecÙe jKelee nw~

$eesškeâ Úbo kesâ Skeâ ÛejCe ceW 2 ueIeg 1 ieg® keâer
4 yeej Deeke=efòe meieCe kesâ efkeOeeve mes nesleer nw~ Dele:
meieCe keâe ceeve 4 cee$ee nesves mes Ùen keânjkee leeue keâes
efmeæ keâjlee nw~ Fmeer Øekeâej DevÙe Úvo Yeer nQ pees leeue
mes meecÙe jKeles nQ~

›eâce meb. Úbo leeue iegCe

1. kemevle efleuekeâe Ûeejleeue SSI SI IIS

2.
Yegpebie ØeÙeele,
cevLeeve, meeoje

Peheleeue
ÙeieCe keâer 4 yeej Deeke=efòe, leieCe keâer 2 yeej Deeke=efle,
meieCe + veieCe + ieg® + ueIeg

3. ›eâerÌ[e leer›ee ISS, S (ÙeieCe+ieg®)

4. jbieer ®hekeâ SIS, S (jieCe+ieg®)

5. nefjieereflekeâe Oeceej IIS ISI ISISIISIS IIS IS (28 cee$ee)

Úbo Skeb leeue keâe ceveeskew%eeefvekeâ heefjØes#Ùe ceW ØeYeeke :

Úbo Skeb leeue oesveeW keâekÙe leLee mebieerle keâe ØeeCe
nQ~ Fvekeâe ceveeskew%eeefvekeâ ØeYeeke keâekÙe Skeb mebieerle hej
ner veneR ceevekeerÙe Devlece&ve hej Yeer ienje heÌ[lee nw~
meeLe ner nceejs ceefmle<keâ, YeekeveeDeeW Deewj kÙekenej keâes
Yeer ØeYeeefkele keâjles nw~ Úvoesyeæ keâekÙe nes DeLekee
leeueyeæ mebieerle ceeveefmekeâ Skeâe«elee ceW ke=efæ YeekeveeDeeW
keâes efveÙebef$ele Deewj leveekecegefòeâ ceW Skeâe«elee meneÙekeâ
efmeæ neslee nw~ Úboyeæ meeefneflÙekeâ ke=âefle leLee leeueyeæ
ueÙeelcekeâ meebieereflekeâ jÛevee oesveeW mcejCe Meefòeâ ceW
ke=efæ keâjleer nw~

efve<keâ<e& :

YeejleerÙe keâuee Meem$e kesâ Úbo Skeb leeue DeefkeYeòeâ
mke®he nw~ Úvo keâekÙe keâes keâeue ceW Øeefleef…le keâjlee nw

peyeefkeâ leeue mebieerle keâes keâeue ceW efkeYeeefpele keâj keeÅe
keeove Ùee neLe keâer ef›eâÙee Éeje ØeoefMe&le keâjves keâe
ceeOÙece nw~ ueIeg- ieg® ef›eâÙeeDeeW Éeje keâeue KeC[ ceW
veehee peelee nw~ meeLe ner yeej–yeej oesnjeÙee peelee nw~
FmeceW meMeyo ke efve:Meyo ef›eâÙee DeekeMÙekeâ nesleer nw~

peye Úbo keâer cee$eeSb leeue keâer cee$ee mebKÙee mes
efceueleer-pegueleer nw leYeer oesveeW keâe Ùeesie Øeeke=âeflekeâ neslee
nw~ pewmes- ÛeewheeF& Úbo-16 cee$ee (ØelÙeskeâ ÛejCe ceW),
leerveleeue-16 cee$ee~

keâeue ceeheve keâer keâekÙeelcekeâ FkeâeF& Úbo leLee
mebieerle keâer ueÙeelcekeâ FkeâeF& leeue nw~ cee$eelcekeâ efmeæevle
hej Deeefßele leeue Skeb Úbo keâe mke™he mebieerle leLee
keâekÙe keâes meewvoÙe& Øeoeve keâjves kesâ meeLe-meeLe Gmes
Oejesnj kesâ ™he ceW mebefÛele keâjves ceW cenlkehetCe& Yetefcekeâe
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efveYeelee nw~ leeue Skeb Úbo kesâ menÙeesie mes ner mebieerle
leLee keâekÙe mechetCe&lee keâes Øeehle keâj heeÙee nw Skeb mebÛeej
ceeOÙece yeve mekeâe nw~ Meem$eerÙe,GheMeem$eerÙe,megiece mebieerle
Ùee DeeOegefvekeâ efheâuce mebieerle meYeer ceW leeue Deewj Úbo
keâe mebÙeesie Ûecelkeâeefjkeâ mece=efæ Øeoeve keâjlee nw~ Úbo
keâe DeeOeej keCe& Deewj De#ej~ leeue keâe DeeOeej nw neLe
keâer ef›eâÙeeSb~ oesveeW keâe Ieefve… mecyevOe nw~ Deiej Úbo
keâes nce efyevee neLe keâer ef›eâÙeeDeeW kesâ meeLe keâjW lees Úbo
jnsiee Deiej neLe keâer ef›eâÙee keâjles ngS Úbo keânW lees
leeue yeve peeSiee~13

Dele: efpeme Øekeâej keâekÙe keâes Úbo Ûeej ÛeeBo
ueieelee nw Gmeer Øekeâej mebieerle keâes leeue mepeerke yeveelee
nw leLee ueekeCÙelee Øeoeve keâjlee nw~ Fmekesâ Éeje YeejleerÙe
mebieerle YekÙe mke™he keâes Øeehle keâjlee nw~

mevoYe& «ebLe metÛeer :

1. mebieerle ceW leeue keâer Ssefleneefmekeâlee cenlke Skeb DeekeMÙekeâlee,
[e@Ê ßeerkeemleke keâefkelee, ØeLece mebmkeâjCe - 2019,
he=… mebKÙee – 131

2. kele&ceeve mebÛeej Ùegie ceW leeue keeÅe, keeokeâ Skeb Gvekesâ
Iejeves, [e@Ê Pee DeYeÙeveeLe, ØeLece mebmkeâjCe-2011,
he=… mebKÙee-16

3. ßeerjeceÛeefjleceeveme, yeeuekeâeC[, šerkeâekeâej-heesöej nvegceeve
Øemeeo, hewleermekeeb hegvece&gõCe~

4. ØeeÛeerve leeue kesâ heefjØes#Ùe ceW Deepe keâe leyeueekeeove,
[e@Ê kegâosefMeÙee MeesYee, henuee mebmkeâjCe - 2012,
he=… mebKÙee-153~

5. meewvoÙe& jme Skeb mebieerle, ØeesÊ Mecee& mkeleb$e, le=leerÙe
mebmkeâjCe 2024, he=… mebKÙee-158

6. mebieerle mebkeâuhe (mebieerle mecyeæ efke<eÙeeW hej uesKeeW keâe
meb«en), mekeämesvee iegueMeve, ØeLece mebmkeâjCe 2013,
he=… mebKÙee-131~

7. Meej”oske ke=âle mebieerle jlveekeâj ̀ mejmkeleer’ kÙeeKÙee Deewj
Devegkeeo meefnle (le=leerÙe KeC[), ÛeewOejer megYeõe, he=…
mebKÙee-2~

8. Gòej YeejleerÙe leeueeW ceW Úvo, jme Deewj meewvoÙe&-lelke,
[e@Ê ßeerkeemleke MegYee, ØeLece mebmkeâjCe-2013, he=…
mebKÙee-35~

9. meewvoÙe& jme Skeb mebieerle, ØeesÊ Mecee& mkeleb$e, le=leerÙe
mebmkeâjCe 2024, he=… mebKÙee-158~

10. ßeerjeceÛeefjleceeveme, yeeuekeâeC[, šerkeâekeâej-heesöej nvegceeve
Øemeeo, hewleermekeeb hegvece&gõCe~

11. kele&ceeve mebÛeej Ùegie ceW leeue keeÅe, keeokeâ Skeb Gvekesâ
Iejeves, [e@Ê Pee DeYeÙeveeLe, ØeLece mebmkeâjCe-2011,
he=… mebKÙee-16~

12. mebieerle ceebieuÙe, ØeesÊ keâhetj cebieuee, he=… mebKÙee-72~

13. leeue keeÅe heefjÛeÙe, [e@Ê hešsue pecegvee Øemeeo, ØeLece

mebmkeâjCe-2002, le=leerÙe mebmkeâjCe-2017, he=… mebKÙee
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‘ue#ceCe jsKee’ GhevÙeeme ceW efÛeef$ele heÙee&kejCe Øeot<eCe

ieeÙe$eer [e@Ê keâceuesMe kegâceejer
MeesOeeLeer& men-DeeÛeeÙe&, efnboer efkeYeeie
nefjÙeeCee kesâbõerÙe efkeÕeefkeÅeeueÙe, nefjÙeeCee kesâbõerÙe efkeÕeefkeÅeeueÙe,
cenWõieÌ{, nefjÙeeCee cenWõieÌ{, nefjÙeeCee

MeesOe meej :

heÙee&kejCe Øeot<eCe Deepe keâe meyemes yeÌ[e pkeueble mebkeâš nw, pees kesâkeue pewefkekeâ Demeblegueve ner veneR yeefukeâ
meeceeefpekeâ Deewj veweflekeâ efkeIešve keâe Yeer keâejkeâ yevelee pee jne nw~ kele&ceeve ceW efnboer meeefnlÙe ceW Fme efke<eÙe hej ienve
Skeb ÙeLeeLe&hejkeâ uesKeve nes jne nw~ FkeäkeâmekeeR meoer ceW heÙee&kejCe mebj#eCe keâer Yeekevee yeuekeleer ngF& lees meeefnlÙe ceW
heÙee&kejCeerÙe mebkeâšeW keâe efÛe$eCe Yeer yeÌ{e~ kegâF&Ùeepeeve, ke=boe, ØeeLe&vee ceW heneÌ[, heneÌ[ Ûeesj, Deuekeâveboe, ceešer ceeveg<e
Ûetve, Skeâ ueÌ[keâer heeveer-heeveer, veoer ieeÙeye nw, meekeOeeve veerÛes Deeie nw, pebieue peneb Meg™ neslee nw, ieeÙeye neslee osMe,
Skeâ yeÇskeâ kesâ yeeo, ceer"er veerce, cejbie ieeW[e veeruekeâb" ngDee, veoer jbie meer ueÌ[keâer Deeefo efkeâleves GhevÙeeme meeceves DeeS
nQ efpeveceW heÙee&kejCe keâer mecemÙeeDeeW keâes GYeeje ieÙee nw, yeÌ{les ngS heÙee&kejCeerÙe mebkeâš kesâ Øeefle meÛesle efkeâÙee ieÙee nw
Deewj heÙee&kejCe mebj#eCe keâer meerKe oer ieF& nw~ Fmeer ëe=bKeuee ceW meeceves Deelee nw YeiekeleerMejCe efceße keâe GhevÙeeme
‘ue#ceCe jsKee’ efpemeceW ve kesâkeue Øeke=âefle kesâ oesnve keâer mecemÙee keâes Gpeeiej efkeâÙee nw Deefheleg heÙee&kejCe kesâ mke™he keâes
kÙeehekeâ heâuekeâ Øeoeve keâjles ngS meceepe ceW kÙeehle DevÙe meeceeefpekeâ, jepeveereflekeâ, Oeeefce&keâ, meebmke=âeflekeâ Deewj veweflekeâ
Øeot<eCe Deeefo keâer mecemÙee hej Yeer ØekeâeMe [euee nw~ Fme MeesOe he$e keâe ue#Ùe ‘ue#ceCe jsKee’ GhevÙeeme ceW efÛeef$ele
heÙee&kejCe Øeot<eCe kesâ kÙeehekeâ ™he keâe ner efkeMues<eCe keâjvee nw~

yeerpe Meyo :

heÙee&kejCe Øeot<eCe, meeceeefpekeâ Øeot<eCe, meebmke=âeflekeâ Øeot<eCe, jepeveereflekeâ Øeot<eCe, Oeeefce&keâ Øeot<eCe, Øeke=âefle,
heefjefmLeefleefkeâ, heÙee&kejCe j#ekeâ~

cetue DeeuesKe :

meeefnlÙe meceepe keâe Skeâ Ssmee ohe&Ce nw pees ve
kesâkeue meceepe keâer meÛÛeeFÙeeW keâes, mecemÙeeDeeW keâes
efyevee ogjeke-efÚheeke kesâ efÛeef$ele keâjlee nw Gve mecemÙeeDeeW
kesâ meceeOeeve keâe jemlee Yeer efoKeelee nw, Ùen Ssmee
ohe&Ce nw, efpemeceW meceepe keâe Deleerle, kele&ceeve Deewj
Yeefke<Ùe meye Øeefleefyebefyele nes peelee nw~ FmeefueS keâne

peelee nw efkeâ Deiej efkeâmeer meceepe Ùee meYÙelee kesâ yeejs ceW
peevevee nes lees keneb kesâ meeefnlÙe keâes DekeMÙe osKevee
ÛeeefnS~ heeMÛeelÙe efkeÛeejkeâ Dejmlet keâe ceevevee nw efkeâ
keâefkelee Øeke=âefle keâer Devegke=âefle nw keâefkelee kesâ mLeeve hej
Deiej meeefnlÙe Øeke=âefle keâer Devegke=âefle keâne peeS lees kegâÚ
ieuele veneR nw~ meeefnlÙe Øeke=âefle keâer Devegke=âefle ner lees nw~
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Øeke=âefle kesâ jnmÙe mes ueskeâj Øeke=âefle kesâ jmeceÙeer Skeb jewõ
™he lekeâ keâe efÛe$eCe nceW meeefnlÙe ceW Øeehle neslee nw~
Øeke=âefle keâF& yeej heÙee&kejCe kesâ heÙee&Ùe kesâ ™he ceW meeefnlÙe
ceW ØeÙegòeâ nesleer nw~ heÙee&kejCe keâe Meeefyokeâ DeLe& nw–
Deeme-heeme keâe keeleekejCe, efpememes ceveg<Ùe mechetCe& ™he
mes DeeÛÚeefole nes~ ceveg<Ùe keâe mechetCe& ef›eâÙee-keâueehe,
DeeÛeej-kÙekenej, Øeke=efòe, Øeke=âefle Skeb mecemle Yeeweflekeâ
keeleekejCe heÙee&kejCe kesâ Debleie&le meceeefnle nes peelee nw~
heÙee&kejCe keâes heefjYeeef<ele keâjles ngS ceevekeMeem$eer nme&keâesefkešdme
ves efueKee nw efkeâ ‘‘heÙee&kejCe Gve meYeer yee¢e oMeeDeeW Deewj
ØeYeekeeW keâe Ùeesie nw pees ØeeCeer kesâ peerkeve Deewj efkekeâeme
hej ØeYeeke [eueles nQ~’’1 heeefjefmLeeflekeâer kew%eeefvekeâ šeBmeues
ves Yeer heÙee&kejCe keâes ‘‘ØeYeekekeâejer oMeeDeeW keâe mechetCe&
Ùeesie keâne nw efpemeceW peerke jnles nQ~’’2

Fme lejn kes meYeer Yeeweflekeâ, pewefkekeâ Deewj meebmke=âeflekeâ
lelke pees ceveg<Ùe keâes ØeYeeefkele keâjles nQ, heÙee&kejCe kesâ
Debleie&le mkele: meceeefnle nesles nQ~ heÙee&kejCe Deheves Deehe
ceW Skeâ kÙeehekeâ Meyo nw Fmekeâer kÙeehekeâlee keâes heefjYeeef<ele
keâjles ngS [e@Ê efmebn efueKeles nQ -‘‘heÙee&kejCe Skeâ
DeefkeYeepÙe meceef<š nw~ Yeeweflekeâ, pewefkekeâ Skeb meebmke=âeflekeâ
lelkeeW keeues heejmheefjkeâ ef›eâÙeeMeerue leb$eeW mes Fmekeâer
jÛevee nesleer nw~’’3

Yeeweflekeâ lelkeeW pewmes mLeeve, mLeue, peue, peuekeeÙeg,
ce=oe, Mewue Skeb Keefvepe; pewefkekeâ lelkeeW ceW heewOes,pevleg,
met#ce peerke leLee ceeveke; meebmke=âeflekeâ lelkeeW ceW DeeefLe&keâ,
meeceeefpekeâ Skeb jepeveweflekeâ heefjkesMe keâes Meeefceue efkeâÙee
peelee nw~ Dele: Fve heefjYee<eeDeeW kesâ DeeOeej hej nce
keân mekeâles nQ efkeâ ceeveke heÙee&kejCe mes DekeâešŸe ™he mes
mebhe=òeâ nw~ ceeveke keâes heÙee&kejCe mes Deueie keâj kesâ veneR
osKee pee mekeâlee~ yeskemšj MeyokeâesMe ceW oer ngF& heÙee&kejCe
keâer heefjYee<ee– ‘‘keeleekejCe mes DeeMeÙe Gve Iesjs jnves
keeueer heefjefmLeefleÙeeW, ØeYeekeeW Deewj MeefòeâÙeeW mes nw, pees
jemeeÙeefvekeâ ke meebmke=âeflekeâ oMee pewmes-(jerefle-efjkeepe keâevetve,
Yee<ee, Oece& Skeb DeeefLe&keâ jepeveweflekeâ mebie"ve) kesâ mecetn
Éeje kÙeefòeâ Ùee mecegoeÙe kesâ peerkeve keâes ØeYeeefkele keâjleer

nw~’’4 Yeer Ùen efmeæ keâjleer nw efkeâ ceveg<Ùe Deewj Øeke=âefle
Skeâ otmejs kesâ hetjkeâ nQ~ ceveg<Ùe Deewj Øeke=âefle keâe Ùener
ØeYeeke meeefnlÙe ceW Yeer heefjueef#ele neslee nw~ Yeiekeleer
MejCe efceße Éeje efueefKele ‘ue#ceCe jsKee’ GhevÙeeme ceW
ceveg<Ùe Deewj heÙee&kejCe kesâ FvneR ØeYeekeeW keâes ienjeF& mes
efÛeef$ele efkeâÙee ieÙee nw~ GvneWves ceveg<Ùe keâe Øeke=âefle mes
mebyebOe mLeeefhele keâjles ngS peneb ceveg<Ùe kesâ efueS Øeke=âefle
keâer GheÙeesefielee efmeæ keâer nw keneR GvneWves Øeke=âefle ceW nes
jns heefjkele&veeW kesâ heerÚs ceveg<Ùe keâer mkeeLeeËOelee keâes Yeer
Gpeeiej efkeâÙee nw~ Meem$eerÙelee Deewj mecekeâeueervelee kesâ
mecevkeÙekeâ Yeiekeleer MejCe efceße ves Deheves Fme GhevÙeeme
ceW heÙee&kejCe kesâ Meem$eerÙe he#e mes ueskeâj mecekeâeueerve
Ùegie ceW heÙee&kejCe kesâ oesnve kesâ keâejCe Gefole nes jner
mecemÙeeDeeW keâer Deesj ceveg<Ùe keâe OÙeeve KeeRÛee nw~ kes
efueKeles nQ-

‘‘YeejleerÙe mebmke=âefle cetuele: DejCÙe (keve) mebmke=âefle
jner nw~ Ùen Deehekeâes yeleeves keâer DeekeMÙekeâlee veneR~
nceejs leheeskeveeW ceW $e+ef<e-cegefveÙeeW ves %eeve keâer meeOevee
keâer~ keso-kesoebieeW keâes jÛee Deewj kes ner keso Deepe efkeâleves
kew%eeefvekeâ DevegmebOeeveeW kesâ DeeOeej yeve jns nQ~ nceejs
ceÙee&oe heg®<eesòece jece ves Deheves peerkeve kesâ Ûeewon
DeceguÙe ke<e& keveeW ceW ner keâeš efoS Deewj kevekeeefmeÙeeW keâes
Dehevee efce$e yeveeÙee~ nceejs ueeruee heg®<eesòece ßeerke=â<Ce
lees keve keâer ner Ghepe nQ~’’5

Fme GhevÙeeme ceW peneb kes yeleeles nQ efkeâ efkeâme Øekeâej
ceveg<Ùe Øeke=âefle keâe DebMe nw, Øeke=âefle mes GlheVe ngDee,
YejCe-hees<eCe Øeke=âefle mes ngDee Gmeves mechetCe& meeefnlÙe
Øeke=âefle keâer ieeso ceW yew"keâj jÛee, kesoeW mes ueskeâj efkeâme
Øekeâej hegjeCe, Gheefve<eo Deeefo «ebLe Gmeves Øeke=âefle keâer
ieeso ceW ner yew" keâj jÛes~ DeejCÙekeâ «ebLe efpevekeâe veece
Yeer DejCÙe DeLee&le keve kesâ veece hej nw meye Øeke=âefle mes
ner DevegØeeefCele neskeâj jÛes nQ pees Deepe Yeer ceeveke peeefle
keâer Dekeâtle Oejesnj nQ~ keneR ceevekeerÙe oesnve kesâ keâejCe
Øeke=âefle keâer yeoueleer lemkeerj Yeer GhevÙeemekeâej efoKeeles
nQ, uesKekeâ hebÛekešer Deewj keve-efkenejeW keâer Gme lemkeerj
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keâes Yeer Debefkeâle keâjles nQ peneb keâesF& jece jn veneR mekeâlee,
peneb ke=â<Ce kesâ cegjueer yepeeves Deewj ueeruee jÛeeves kesâ
efueS keâesF& keâobye keâe hesÌ[, veoer Ieeš Ùee keve-efkenej
mkeÛÚ, Meeble, efvece&ue Deewj ceveesjce veneR jne- ‘‘Deepe
peue Øeotef<ele nw, keeÙeg Øeotef<ele nw, DeekeâeMe Øeotef<ele nw
Deewj lees Deewj Yeespeve Øeotef<ele nw, nkee Øeotef<ele nw~
ceveg<Ùe keâes, ueeueÛe, Ie=Cee, efkeÉs<e, ›eâesOe leLee Denbkeâej
mes Deekeâb" Yejs Øeotef<ele ceve-ceefmle<keâ ves efkeâmeer kemleg
keâes Øeot<eCejefnle veneR ÚesÌ[e~’’6

uesKekeâ ves GhevÙeeme ceW heÙee&kejCe keâer Skeâ kÙeehekeâ
DekeOeejCee keâes nce meYeer kesâ mece#e jKee nw~ GheosMehejkeâ
Mewueer ceW jÛes Fme GhevÙeeme ceW GvneWves Øeot<eCe keâes
heefjYeeef<ele Yeer efkeâÙee nw~ Øeot<eCe keäÙee nw? efkeâleves Øekeâej
keâe nw? Yetefce Øeot<eCe, peue Øeot<eCe, keeÙeg Øeot<eCe keäÙee
nQ yeleeles ngS GvneWves Øeot<eCe kesâ efueS efkeâS pee jns
Deevoesueve Deewj ØeÙeemeeW keâe Yeer GuuesKe efkeâÙee nw~
GvneWves heÙee&kejCe keâer mecemÙee keâes Skeâ osMe efkeMes<e mes
peesÌ[ves kesâ meeLe ner mechetCe& efkeÕe keâer mecemÙee kesâ ™he
ceW efÛeef$ele efkeâÙee nw~ uesKekeâ ves heerheue kesâ ke=#e keâe
ceevekeerkeâjCe keâj yeÌ[s veeškeâerÙe {bie mes mechetCe& efkeÕe ceW
mecemÙee kesâ ™he ceW GYej jner keveeW keâer keâšeF& keâer Deesj
hee"keâeW keâe OÙeeve KeeRÛee nw- ‘‘nce ke=#eeW keâer peeefleÙeeB-
ØepeeefleÙeeB Yeejle ceW ner veneR hetjs efkeÕe ceW mebkeâš ceW nw~’’7

GhevÙeeme kesâ DeejbYe ceW ner veeefÙekeâe keveeW keâer
keâšeF& kesâ keâejCe ceeveke peerkeve hej ienjeles mebkeâš keâer
Deesj FMeeje keâjles ngS keânleer nw :

‘‘osKees ve iele ke<e& ner Ùes heneÌ[ efkeâleves njs-Yejs
Les~ Fme ke<e& Fvekeâe DeefOekeâebMe efkeâlevee vebiee nes ieÙee
nw? efkeâleves meejs lees hesÌ[ keâeš efoS ieS~ cebmetjer lees
Skeâ lejn mes vebieer nes ner ieF&~ vewveerleeue kesâ Yeer ke=#e
peeles jns lees nce mkeÛÚ keeÙeg kesâ efueS Yeer lejme
peeSBies?'’8

keveesvcetueve kesâ keâejCe nesves keeueer mecemÙeeDeeW keâer
Deesj Yeer uesKekeâ ves Fme GhevÙeeme ceW FMeeje efkeâÙee nw-

‘‘ke=#e meblegueve yeveeS jKeles nQ-Thej Yeer veerÛes
Yeer~ veerÛes ceW efkemle=le Gvekesâ peÌ[cetue keâe cenepeeue
Oejleer keâes DekeâejCe keâefchele nesves ceW Yeejer yeeOekeâ nQ~
Gme kÙekeOeeve kesâ veneR jnves mes ke<ee& keâe DeefOekeâebMe
peue meerOes Yet-ieYe& ceW hengBÛekeâj Yeejer Demeblegueve keâe
keâejCe yeve yew"lee nw~ Ssmes Yeer, ken #es$e YetkeâbheeW kesâ
ØeYeeke-#es$e ceW Deelee nw~ keneB Øeke=âefle mes efKeuekeeÌ[
keâjvee ceewle keâes Deecebef$ele keâjvee nw~’’9

keemleke ceW keveesvcetueve kesâ keâejCe Yeejle keâer peuekeeÙeg
ceW keâeheâer vekeâejelcekeâ heefjkele&ve ngS nQ~ hesÌ[eW keâer keâceer
kesâ keâejCe ner keeÙeg iegCekeòee keâe mlej Yeer meeue oj
meeue efiejlee ner pee jne nw~ Øeot<eCe kesâ keâejCe ØelÙeskeâ
ke<e& ueeKeeW YeejleerÙe oce leesÌ[ osles nQ~ Skeâ Keyej kesâ
Devegmeej ‘‘ogefveÙee Yej keâer yeele keâjW lees 2019 ceW 90
ueeKe ueesieeW keâer ceewle ngF&~ Ùen ogefveÙee ceW nesves keeueer
nj Ú"er ceewle kesâ yejeyej nw~ ueQmesš kesâ Devegmeej, 90
ueeKe ceewleeW ceW mes 66.7 ueeKe ceewleW Iejsuet Skeb keeleekejCe
ceW ceewpeto keeÙeg Øeot<eCe kesâ keâjCe ngF&~’’10 Yeejle kesâ
keâF& Menj Deepe penjerueer nkee kesâ meeÙes ceW Iegš jns nQ~
Øeot<eCe kesâ ØelÙeskeâ mlej keâes Fme GhevÙeeme ceW efÛeef$ele
efkeâÙee ieÙee nw~ Fleveer efkekeâš heefjefmLeefleÙeeW ceW ceveg<Ùe
DeHeveer mkeeLe&ueesueghelee hej mebÙece veneR jKe hee jne nw~
Deepe kesâ meceÙe ceW Yeer nBmeoske Deewj nsojeyeeo kesâ pebieueeW
keâer keâšeF& ceveg<Ùe keâer Øeke=âefle kesâ Øeefle efvejernlee keâe ner
GoenjCe nw~ peue Øeot<eCe Yeer Deepe kesâ meceÙe kesâ YeÙeekeÙe
mebkeâš kesâ ™he ceW nceejs meeceves Dee jne nw~ peue Øeot<eCe
kesâ keâejCe ve kesâkeue ceveg<Ùe Deefheleg peueerÙe peerkeve Yeer
mebkeâš«emle neslee pee jne~ peueerÙe peerkeeW keâer ØepeeefleÙeeB
ueghle nesleer pee jner nQ~ Ùen Øeot<eCe keâe ner heefjCeece nw
efkeâ mecegõ keâer ienjer Keesn ceW jnves keeues peerke Yeer Deepe
mecegõer nueÛeue kesâ keâejCe melen hej Deekeâj ceeveke keâes
Ûeslee jns nQ~ Fme GhevÙeeme ceW peue Øeot<eCe keâer mecemÙee
keâer Deesj FMeeje keâjles ngS uesKekeâ ves peue Øeot<eCe kesâ
keâejCeeW keâer Skeb ØeYeekeeW keâer ÛeÛee& keâer nw~ PeerueeW ceW,
veefoÙeeW ceW efiejles ke=âef$ece Deewj Deke=âef$ece veeues pees Menj
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Yej keâer ieboieer kesâ meeLe ve peeves efkeâleves penjerues leLee
keâue-keâejKeeveeW kesâ DeheefMe<š heoeLe& Deheves meeLe yenekeâj
ues Deeles nQ, efpemekesâ keâejCe Fve veefoÙeeW Deewj PeerueeW keâe
peue Yeer ve heerves ÙeesiÙe nes peelee nw~ Yeejle ner veneR
efkeÕe ceW heeveer keâer keâceer veneR nw efkeâvleg heerves ÙeesiÙe Megæ
heeveer keâer keâceer nw~ mebÙegòeâ je<š^ efkeÕe peue efkekeâeme
efjheesš& 2023 kesâ Devegmeej keâne ieÙee nw efkeâ ‘‘efkeÕe
mlej hej DeYeer Yeer oes efyeefueÙeve ueesie nQ~ Ùeeveer Úyyeerme
ØeefleMele Deeyeeoer kesâ heeme megjef#ele hesÙepeue veneR nw~
efjheesš& kesâ Devegmeej 2050 lekeâ 1.7-2.4 efyeefueÙeve
(kewefÕekeâ Deeyeeoer keâe Skeâ efleneF&) ueesieeW keâes megjef#ele
™he mes heerves kesâ heeveer keâer keâceer nesieer~’’11

Øeefle kÙeefòeâ meeheâ peue DevegheueyOelee kesâ ceeceues
ceW Deepe Yeejle 37keW mLeeve hej nw Deewj efpeme lejn
Yeejle keâer Deeyeeoer yeÌ{leer pee jner nw Øeefle kÙeefòeâ Ùen
peue GheueyOelee Deewj keâce nesleer pee jner nw keâejCe nw
Megæ peue kesâ m$eesleeW ceW yeÌ{lee Øeot<eCe~ ieereflekeâe keâe
keekeäÙe- ‘‘legcneR peeDees keneB, Gme Peerue kesâ heeveer mes
cegPes Deye GyekeâeF& Deeleer nw~’’12 Fme leLÙe keâes mhe<š
keâjlee nw efkeâ efkeâme Øekeâej Øeot<eCe kesâ keâejCe veoer,
PejveeW Deewj PeerueeW keâe Øeke=âefle Øeoòe Megæ peue Yeer
Deheves heerves ÙeesiÙe veneR jn ieÙee nw~ peue keâes Megæ
keâjves kesâ efueS ØeÙeeme efkeâS peeles nQ efkeâvleg Øeot<eCe kesâ
yeÌ{ves keâer ieefle Fleveer leer›e nw efkeâ ØeÙeeme Yeer Deye
Demeheâue efmeæ nes jns nQ~ Fme Demeheâuelee kesâ heerÚs keâe
keâejCe Deece-peve keâer Deheves ner heÙee&kejCe kesâ Øeefle
Goemeervelee nw~ peue MeesOeve kesâ efueS meceÙe-meceÙe hej
PeerueeW ceW heÌ[ves keeueer ›eâesceerve okee keâer yeÌ{leer cee$ee kesâ
keâejCe Yeer Øeotef<ele nesles peue kesâ efke<eÙe ceW efkeMebYej
keânlee nw-

‘‘‘›eâesceerve' lees yeeo ces Øeotef<ele keâjleer nw, Fme
vesveer kesâ peue keâes, keemleefkekeâ Øeot<eCe lees Fmes nceejer
Goemeervelee ner Øeoeve keâjleer nw~ veeueeW mes efiejles heeveer
keâes ÚesÌ[ Yeer os lees ‘meer]peve' kesâ efoveeW ces leeue kesâ ke#e
hej eflejleer Deveskeâ veewkeâeDeeW ceW Deewmeleve Deveskeâ neLeeW mes

KeeÅe meeceef«eÙees keâes kesef<šle keâjves keeues heesueefLeve leLee
keâeiepe Deewj heòeeW kesâ oesveeW keâe ner Flevee efkemepe&ve
FmeceW veeefkekeâeW kesâ ueeKe cevee keâjves hej Yeer neslee nw efkeâ
vewveer Fme meyekeâes ieueeves-heÛeeves kesâ yeeo keâye lekeâ
Deheves Dece=le-peue keâes iejue ceW heefjkeefle&le nesves mes jeskeâ
mekeâleer nw?’’13

Fme lejn uesKekeâ nce meye kesâ mece#e yeej-yeej
Fme GhevÙeeme kesâ ceeOÙece mes Gve leLÙeeW keâes jKelee nw
efpevemes Ùen efmeæ neslee nw efkeâ heÙee&kejCe Øeot<eCe keâes
kesâkeue mebÙegòeâ ØeÙeeme kesâ ceeOÙece mes ner jeskeâ pee mekeâlee
nw~ uesKekeâ mkeÙeb Fme leLÙe mes heefjefÛele nw efkeâ ceveg<Ùe
keâes Yeefke<Ùe keâe YeÙe efoKeekeâj Ùee Øeke=âefle kesâ Øeefle
Devegjeie peieekeâj ner Øeke=âefle keâer j#ee mebYeke nw~ Skeâ
Deesj peneb ceveg<Ùe kesâ nmle#eshe mes heÙee&kejCe keâer YeÙeekeÙelee
mes uesKekeâ heefjefÛele keâjelee nw lees otmejer Deesj ceveg<Ùe
keâer hees<eCekeâ$eer Øeke=âefle kesâ Goej mke™he keâe efÛe$eCe keâj
ceveg<Ùe keâer mebkesoveeDeeW keâes hegve: meeRÛeves keâe ØeÙeeme
keâjlee nw-

‘‘keâeMe ceveg<Ùe Fme Øesce, Fme hÙeej kesâ efkelejCe ceW
Glevee ner Goej neslee efpelevee Øeke=âefle Gmes Fmes Øeoeve
keâjves ceW ngF& nw~ ken Gmeer ™he ceW heke&leeW mes hÙeej keâjlee,
hesÌ[eW mes hÙeej keâjlee, heef#eÙeeW mes hÙeej keâjlee... ØeheeleeW
mes keâjlee, kevÙe peerkeeW mes keâjlee MesjeW mes, ÛeerleeW mes,
efÛeòeueeW mes, neefLeÙeeW mes, keveefkeueeDeeW mes Deewj Meglegce&gieeX
mes~ leye veneR neslee Øeot<eCe keâe Ùen Keleje~ heneÌ[eW kesâ
vebiee nesves Deewj pebieueeW kesâ efvepeer&ke nesves keâe YeÙe~'’14

uesKekeâ ves Fme GhevÙeeme ceW meeceevÙe pevelee kesâ
meeLe-meeLe pevelee kesâ hewjeskeâejeW keâer Yeer heÙee&kejCe kesâ
Øeefle Goemeervelee keâes GodIeeefšle efkeâÙee nw~ efkekeâeme kesâ
efueS yeveeS pee jns yeebOeeW keâer Deesj efpe›eâ efkeâÙee nw~
uesKekeâ ves yeebOeeW keâes Yeer heÙee&kejCe kesâ Øeefle Skeâ mener
keâoce veneR mkeerkeâej efkeâÙee~ nce efkekeâeme keâer oewÌ[ ceW
Deeies yeÌ{ves kesâ efueS Øeke=âefle kesâ cetue ™he kesâ meeLe
ÚsÌ[-ÚeÌ[ keâj Deheves ner Yeefke<Ùe kesâ efueS Kelejs keâe
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Deekeenve keâj jns nQ- ‘‘Ùes meejs yeeBOe Ûeens kes šsnjer-
ieÌ{keeue kesâ neW DeLekee vece&oe-Ieešer kesâ, Ùes nceejs
Deefmlelke kesâ efueS ner Keleje GlheVe keâjles nQ~ nceejs
ueeKeeW yebOeg-yeeBOÙeeW keâes ce=lÙeg kesâ Ieeš Gleej heWâkeâles nQ~
efkeâleves cetÌ{ nw legcnejs kew%eeefvekeâ Deewj FbpeerefveÙej? kes Ùes
keäÙeeW veneR mecePeles efkeâ efpeme heeveer keâes Ùes mebefÛele keâjvee
Ûeenles nQ ken nceejs keâejCe ner Oejleer hej Deelee nw,
kejvee yeeoue Theje-ner-Thej GÌ[ peeSB~ peye heeveer ner
veneR jnsiee lees Fve yeeBOees kesâ F&š-keâb›eâerš keâes ueskeâj
keäÙee keâjesies? Deewj keâjesÌ[es ®heÙeeW keâes Gvekesâ veece hej
mkeene keâj keäÙee efceuesiee~’’15

Fme GhevÙeeme kesâ cegKÙe hee$e efkeMebYej pees Skeâ
Øeot<eCe Meem$eer nw kesâ ceeOÙece mes heÙee&kejCe veeÙekeâ Je
j#ekeâ kesâ DeeoMe& Ûeefj$e keâer heefjkeâuhevee keâer nw~ pees
meceepe ceW kÙeehle meYeer lejn kesâ Øeot<eCe kesâ efkejesOe ceW
KeÌ[e neslee nw~ pees efMeKej heg®<e yeveves keâe mkehve
heÙee&kejCe j#ekeâ nes keâj hetje keâjvee Ûeenlee nw~ Fme
GhevÙeeme ceW uesKekeâ ves heÙee&kejCe kesâ ceevekeerÙe he#e hej
Yeer ØekeâeMe [euee nw~ pewmes Øeefmeæ heÙee&kejCeefkeo Deveghece
efceße keânles nQ – ‘‘ peye nce heÙee&kejCe keâes osKeles nQ lees
nce Deheves Deeme-heeme keâer Ûeerpe keâes osKeles nQ, Deheves
Deeme-heeme kesâ peerkeve mes kegâÚ meerKeles nQ Deewj Deeme-
heeme kesâ peerkeve mes meerKeves keâe celeueye keneB keâe pees
meceepe nw, Gmekeâes Yeer meerKevee nw~ heÙee&kejCe keâesF& Ùener
veneR efkeâ nceves heâueeB- heâueeB hesÌ[-heewOes osKes nQ~ heÙee&kejCe
Deheves Deehe ceW Skeâ mecetÛee Meyo nw~ Gmekeâes nce
Deueie mes veneR osKe mekeâles~’’16

kewmes ner Yeiekeleer MejCe efceße Yeer peye heÙee&kejCe
keâer yeele keâjles nQ, heÙee&kejCe Øeot<eCe keâer yeele keâjles nQ
lees Gme mecetÛes heÙee&kejCe keâer yeele keâjles nQ pees Yeeweflekeâ,
pewefkekeâ Deewj meebmke=âeflekeâ lelkeeW mes efceuekeâj yevee nw~
peye ken heÙee&kejCe Megefæ keâer yeele hej yeue osles nQ lees
heÙee&kejCe kesâ Deble:-yee¢e meYeer he#eeW keâer Megefæ keâer Deesj
OÙeeve osles nQ- ‘‘peye ceQ Yeerlej-yeenj keâer Megefæ keâer yeele
keâjlee ntB lees cesje leelheÙe& kesâkeue Oejleer kesâ keeleekejCe

keâer Megefæ mes veneR neslee-Gmekesâ heÙee&kejCe mes! ceveg<Ùe kesâ
Yeerlej Yeer Skeâ heÙee&kejCe neslee nw~ ken Dekeämej Ie=Cee,
efkeÉs<e, F&<Ùee&, mkeeLe&, ceesn-celmej, ueesYe-ueeueÛe kesâ
keâejCe Øeotef<ele jnlee nw~’’17

Fme Øekeâej efceße peer meebmke=âeflekeâ, jepeveereflekeâ,
meeceeefpekeâ, veweflekeâ Skeb Oeeefce&keâ Øeot<eCe keâer yeele Yeer
keâjles nQ~ Fve meye Øeot<eCe ceW uesKekeâ meebmke=âeflekeâ
Øeot<eCe keâes efvecve mlej keâe ceeveles nQ~ heeMÛeelÙe mebmke=âefle
kesâ ØeYeeke keâes GvneWves YeejleerÙe mebmke=âefle kesâ Øeot<ekeâ kesâ
™he ceW osKee nw~ YeejleerÙe mebmke=âefle hej heeMÛeelÙe kesâ
ØeYeeke hej Øenej keâjles ngS uesKekeâ efueKeles nQ- ‘‘meyemes
efvecve mlej keâe Øeot<eCe, meebmke=âeflekeâ Øeot<eCe~ yengle
‘yeÇsve keeMe' efkeâÙee peelee jne nceeje Ssmeer mebmLeeDeeW ceW~
meeefnlÙe Yeer Ssmes ner efoS peeles jns~ hej Deye lees efmeæ
ner nes ieÙee efkeâ nceW meebmke=âeflekeâ ™he ceW Øeotef<ele keâjves
kesâ efmekee kegâÚ Deewj veneR efkeâÙee peelee jne~ pees mebmke=âefle,
pees oMe&ve, keân uees pees efmeæeble mkeÙeb jsle keâer veeRke hej
efveefce&le Lee Deewj pees nkee kesâ Skeâ nukesâ PeeWkesâ hej ner
Dehevee Deefmlelke iebkee yew"e Gmekeâes otmejs efmeæebleeW, otmejs
oMe&veeW, otmejer mebmke=âefleÙeeW hej ueeovee Skeâ megefveÙeesefpele
meebmke=âeflekeâ Øeot<eCe kesâ Deueekee Deewj keäÙee Lee?’’18

mebmke=âefle kesâ #es$e ceW yeÌ{ jns Fme Øeot<eCe keâer ÛeÛee&
nceW cewvespej heeb[s kesâ efveyebOe ‘mebmke=âefle kesâ meceepeMeem$e’
ceW Yeer efceueleer nw hej GvneWves Øeot<eCe kesâ ™he ceW
mebmke=âefle kesâ yeoueles Deewj efkeke=âle nesles mke™he keâer ÛeÛee&
veneR keâer~ kes keânles nQ :

‘‘mebmke=âefle kesâ DeLe& keâe efpelevee efkemleej ngDee nw
Glevee ner efkeveeMe Yeer ngDee nw~ Kesue keâer mebmke=âefle mes cegefòeâ
keâer mebmke=âefle lekeâ mebmke=âefle keâe Øemeej nes ieÙee nw~ Deepekeâue
meejer ogefveÙee ceW %eeve kesâ #es$e ceW Skeâ meebmke=âeflekeâ ceesÌ[
DeeÙee nw~ ken meeefnlÙe keâer DeeueesÛevee ner veneR Fefleneme
uesKeve Deewj meceepeMeem$e ceW Yeer efoKeeF& oslee nw~ meeefnlÙe
henues Yeer mebmke=âefle kesâ kesâbõ ceW jne nw uesefkeâve Deye Gmekeâer
DeeueesÛevee meebmke=âeflekeâ nes ieF& nw~ Ùener veneR, Deye lees
jepeveerefle Yeer mebmke=âefle kesâ menejs Ûeue jner nw~’’19
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jepeveerefle kesâ #es$e ceW heveheles Øeot<eCe keâer lejheâ Yeer
uesKekeâ keâe OÙeeve ieÙee nw :

‘‘Deepe keâer jepeveerefle DekeMÙe Øeotef<ele nes ieF& nw~
hewmes keâe heÙee&Ùe ner yeve DeeF& nw~ Skeâ-oes mkeÛÚ Úefke
keeues FmeceW Deye Yeer efceue peeSBies hej jepeveerefle kesâ keâerÛeÌ[
ceW Deye keâceue keâneR-keâneR ner efKeue heeles nQ~’’20

Fbš̂es[keäMeve št [scees›eâsefškeâ LÙeesjer ceW cesÙees ves jepeveerefle
kesâ efke<eÙe ceW keâne nw- ‘‘jepeveerefle mecePeewles keâjleer nw,
efkekeeo Meeble keâjleer nw Deewj keâYeer-keâYeer ÉvÉelcekeâ efnleeW
Deewj efve…eDeeW mes Thej Yeer G" peeleer nw~’’21

efkeâvleg Deepe jepeveerefle ceW mkeeLe&efve…e DeefOekeâ yeÌ{
ieF& nw~ meYeer keâe cekeâmeo kesâkeue mkeeLe&efmeefæ cee$e jn
ieÙee nw~ efkeâbieceskeâme& neW Ùee efkeâbie meYeer kesâ ceevekeerÙe
cetuÙe Øeotef<ele nesles pee jns nQ~ jepeveerefle kesâ {eBÛesiele
Øeot<eCe kesâ meeLe-meeLe jepeveerefle kesâ Øeotef<ele nesles cetuÙeeW
kesâ yeejs ceW GhevÙeemekeâej efueKeles nQ- ‘‘jepeveerefle mebmeej
keâer mekee&efOekeâ Øeotef<ele kemleg jner nw Deewj jnsieer~ ÙeneB
ceevekeerÙe cetuÙeeW-melÙe, efve…e, meskee Skeb Ûeefj$e Deeefo
keâer keâesF& DeekeMÙekeâlee veneR~ DemelÙe, IeesKee, ke=âleIvelee
Deewj ogMÛeefj$elee ner jepeveerefle kesâ heÙee&Ùe nQ~’’22

efkeIeefšle nesles ceevekeerÙe cetuÙeeW keâer ÛeÛee& keâjles
ngS GvneWves ceveg<Ùe kesâ veweflekeâ ™he mes Øeotef<ele nes peeves
keâer Yeer yeele keâner :

‘‘Deepe ceveg<Ùe veweflekeâ ™he mes Flevee Øeotef<ele nes
ieÙee nw efkeâ ken ceveg<Ùe keânueeves keâe DeefOekeâej ner Kees
yew"e nw~ ieereflekeâe meesÛeleer nw ken Ùen keäÙeeW veneR meesÛelee
nw efkeâ meeceevÙe peveeW, "skesâoejeW, DeefOekeâeefjÙeeW, yeeyegDeeW
Deewj iee[eX-ÛeewkeâeroejeW-keâe Ùen Øeot<eCe lees Skeâ YeÙeeken
Øeot<eCe keâe DebMe cee$e nw~’’23

YeiekeleerMejCe peer Deheves GhevÙeemeeW keâes YeejleerÙe
mebmke=âefle keâer he=…Yetefce ceW efueKeles ngS meowke DeeoMe&
mLeeefhele keâjves keâe ØeÙeeme keâjles nQ~ Skeâ DeeoMe& mebmke=âefle,
meceepe, jepeveerefle, Skeâ DeeoMe& ceveg<Ùe Deewj Skeâ DeeoMe&
heÙee&kejCe pees meYeer lejn kesâ Øeot<eCeeW mes jefnle nes~

GvneWves Fme GhevÙeeme ceW heÙee&kejCe mes mebyebefOele mecemÙeeDeeW
keâes efoKeeÙee nw lees Gvekeâe DeeoMe& meceeOeeve megPeeves keâer
keâesefMeMe Yeer keâer nw~ pewmes Skeâ peien Oeeefce&keâ #es$e ceW
yeÌ{ jns Øeot<eCe keâe efpe›eâ keâjles ngS GvneWves Oece& keâer
yeoueleer DekeOeejCeeDeeW, Oece& kesâ veece hej nes jns
meebØeoeefÙekeâ obieeW Deewj jòeâheele keâer mecemÙee keâes Fbefiele
efkeâÙee Deewj veeefÙekeâe kesâ ceeOÙece mes Fme mecemÙee keâe
meceeOeeve megPeeles ngS efueKee- ‘‘keäÙee efyevee Oece& kesâ
keâece veneR Ûeue mekeâlee? ken menmee yeele yeoue keâj
hetÚleer nw, ‘OeceeX-mebØeoeÙeeW kesâ veece hej jòeâheele jeskeâves
keâe Fmemes DeÛÚe GheeÙe keäÙee nes mekeâlee nw efkeâ Fve
OeceeX-mebØeoeÙeeW keâes ner vekeâej efoÙee peeS?’’’24

Ssmee ner Skeâ DeeoMe& efvecve GoenjCe ceW Yeer osKee
pee mekeâlee nw- ‘‘Deewj Øeot<eCe ceve keâe neslee nw, Mejerj
keâe veneR~ Mejerj lees ceve kesâ efveÙeb$eCeeOeerve nw-Gmekeâe
oeme~ oeme keâer Deheveer efveCe&Ùe-Meefòeâ keâye keâer nesves ueieer?
ceve Megæ nes peeS lees Mejerj meke&oe Megæ nw~’’25

keâuhevee, ÙeLeeLe& Deewj DeeoMe& keâer ef$ekesCeer kesâ
ceeOÙece mes uesKekeâ ves heÙee&kejCe Øeot<eCe kesâ Fme yeÌ{les
ngS mebkeâš keâes yeÌ[er mejuelee mes hetCe& ceeefce&keâlee kesâ meeLe
kÙeòeâ efkeâÙee nw~ ceeveke peefvele meYeer Øeot<eCeeW mes DeefOekeâ
Øeeke=âeflekeâ Øeot<eCe keâer lejheâ OÙeeve osves keâer yeele keânles
ngS GvneWves Ùen efmeæ keâjves keâe ØeÙeeme efkeâÙee nw efkeâ
Øeke=âefle ner peerkeve keâe heÙee&Ùe nw, Øeke=âefle nesieer lees ner
peerkeve nesiee~ Øeke=âefle kesâ ceeOÙece mes ner uesKekeâ keânuekeelee
nw- ‘‘"erkeâ lees keân ner jne ntB~ Yeejle ceW nceW yeÛeeves kesâ
efueS, ken yetÌ{e, keäÙee veece nw Gmekeâe, yengiegCee, neB Ùener
veece nw MeeÙeo, ‘efÛehekeâes Deeboesueve' Ûeueekeâj hetjs efkeÕe
ceW ÛeefÛe&le nes ieÙee efkeâ veneR? DeYeer Deewj nesiee efkeâ veneR?
šsnjer yeeBOe kesâ efvecee&Ce hej jeskeâ ueieeves kesâ efueS Oejves
hej yew"s Gme ke=æ keâer Keyej Yeer ueer nw? ken lees yetÌ{e
nw-heÌ{e-efueKee Yeer keâce~ legce lees Ùegkee nes, hetCe&leÙee
efMeef#ele~ legce Gmemes Yeer yengle Deeies yeÌ{ mekeâles nes~
Deewj Yetuees Deewj meejs Øeot<eCeeW keâes~ nce ke=#eeW keâer j#ee
ner DeefOekeâebMe Øeot<eCeeW keâes meceehle keâj osieer~’’26
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DeeÛeeÙe& npeejer Øemeeo efÉkesoer keânles nQ, ‘‘nceW
peerkeve kesâ nj #es$e ceW De«emej nesves kesâ efueS meeefnlÙe
ÛeeefnS meeefnlÙe pees ceveg<Ùe- cee$e keâer cebieue Yeekevee mes
efueKee ieÙee nw Deewj peerkeve kesâ Øeefle Skeâ megØeefleef…le
Âef<š hej DeeOeeefjle nw~’’27

Ssmee ner meeefnlÙe keâe GösMÙe mhe<š keâjles ngS
ØesceÛebo keânles nQ – ‘‘meeefnlÙe ceveg<Ùe kesâ Deeies Ûeueves
keeueer ceMeeue nw~’’

efkeâmeer Yeer peerke-pevleg, heoeLe&-Øeke=âefle, ceveg<Ùe meYeer
keâer Deheveer meerceeSB nesleer nQ~ Fve meerceeDeeW kesâ Deefle›eâceCe
keâe ØeYeeke meoe og<keâj jne nw~ Fme GhevÙeeme ceW
heÙee&kejCe keâer ue#ceCe jsKee keâe Deefle›eâceCe keâjves keâe
heefjCeece Øeefle™efhele ngDee nw~ Øeke=âefle kesâ meeLe ceveg<Ùe
kesâ DevÙeesveeefßele mebyebOe keâes oMee& keâj uesKekeâ ves ceveg<Ùe
kesâ Deboj Øeke=âefle kesâ Øeefle Devegjeie peieeves keâe ØeÙeeme
efkeâÙee nw :

‘‘ceveg<Ùe keve ceW ner hewoe ngDee~ ke=#eeW kesâ veerÛes
heuee-yeÌ{e~ DeejbefYekeâ DekemLee ceW kevÙe peerkeeW kesâ ceOÙe
ner men-Deefmlelke keâer Yeekevee mes jnlee-yeÌ{lee jne~ Ùen
he=Lekeâd yeele nw efkeâ FveceW mes kegâÚ KetBKeej peevekejeW mes
ken YeÙeYeerle Yeer jne Deewj kegâÚ keâcepeesj peerkeeW keâe
DeeKesš keâj Deheveer Goj-hetefle& Yeer keâjlee jne~ hej
Gmekeâe cetue ØeosMe keve ner jne~ meYÙelee kesâ ›eâefcekeâ
efkekeâeme mes ken keveeW kesâ yeenj DekeMÙe Dee ieÙee hej
keve, heewOes Deewj ke=#e Deye Yeer Gmekeâes Deheveer Deesj
ÂÌ{lee mes KeeRÛeles nQ~ keveeW mes Gmekeâe Øesce mkeeYeeefkekeâ
Deewj Deke=âef$ece nw~ Ùes lees Ûebo mkeeLeer&, DeLe&ueesueghe ueesie
nQ pees keveeW kesâ efkeveeMe hej legues nQ~ ceeveke peeefle cetuele:
keve-Øesceer nw, Øeke=âefle Øesceer~’’28

ceveg<Ùe keâes Deheves Fefleneme keâe melÙe helee nes lees
Yeefke<Ùe ceW YeÇefcele nesves keâer mebYeekevee keâce jnleer nw~
Deheves Yeefke<Ùe mes Debpeeve ceveg<Ùe keâes Øeke=âefle keâer Deesj
ueewšves keâer yeele Ùes GhevÙeeme keâjlee nw~ Fme Øekeâej

heÙee&kejCe keâer mechetCe& heefjefOe keâes mecesš keâj ceveg<Ùe keâes
Øeke=âefle kesâ meceerhe ueeves keâe ØeÙeeme nce Fme GhevÙeeme ceW
osKeles nQ~ YeejleerÙe meceepe ceW efpeme lejn ceveg<Ùe Skeâ
meeceeefpekeâ ØeeCeer nw Deewj meceepe ceW jnves kesâ efueS Gmes
Skeâ DeeoMe& {ebÛee yeleekeâj ØeefMeef#ele keâjves keâe ØeÙeeme
efkeâÙee peelee nw Ùen ØeefMe#eCe nceW efMeKej-heg®<e Deewj
efkeÕeceeveke yeveves keâe mehevee jKeves keeues efkeMebYej ceW
Øeefleefyebefyele neslee nw~ Øeot<eCe Meem$eer efkeMebYej mechetCe&
GhevÙeeme ceW meceepe ceW kÙeehle Øeeke=âeflekeâ-meebmke=âeflekeâ-
jepeveereflekeâ-Oeeefce&keâ-veweflekeâ meYeer lejn kesâ Øeot<eCeeW keâe
efkeMues<eCe keâj Skeâ ue#ceCe jsKee KeeRÛelee nw~ GhevÙeeme
ceW efkeefYeVe Øeot<eCeeW kesâ og<heefjCeeceeW keâes efÛeef$ele keâj Fme
ue#ceCe jsKee kesâ Deefle›eâceCe ve keâjves keâe ØeefMe#eCe,
GheosMe Ùee ØesjCee nceW uesKekeâ Fme GhevÙeeme kesâ ceeOÙece
mes oslee nw~
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‘efkeâVej keâLee’ GhevÙeeme ceW meesvee Ghe&â Ûevoe keâer heerÌ[e :
meeceeefpekeâ eflejmkeâej Deewj ceeveefmekeâ Mees<eCe keâe efkeMues<eCe

iueesjer pee@vemeve efmebn [e@Ê ye=peWõ kegâceej Deefivenes$eer
MeesOeeLeer& SmeesefmeSš Øeesheâsmej
uekeueer ØeesÌHeâsMeveue efkeÕeefkeÅeeueÙe, uekeueer ØeesÌHeâsMeveue efkeÕeefkeÅeeueÙe,
heâiekee[e, hebpeeye heâiekeeÌ[e, hebpeeye

MeesOe meej :

cenWõ Yeer<ce Éeje jefÛele GhevÙeeme ‘efkeâVej keâLee' ve kesâkeue efkeâVej mecegoeÙe keâer heerÌ[eDeeW keâes Gpeeiej keâjlee
nw, yeefukeâ meceepe keâer efkeâVej mecegoeÙe kesâ Øeefle efkeke=âle ceeveefmekeâlee keâes Yeer oMee&lee nQ~ Fme GhevÙeeme keâer kesâvõerÙe
hee$e meesvee Ghe&â Ûevoe Skeâ efkeâVej mebleeve nw, efpemes pevce mes ner meeceeefpekeâ eflejmkeâej, heeefjkeeefjkeâ Demkeerke=âefle Deewj
ceeveefmekeâ Mees<eCe keâe meecevee keâjvee heÌ[lee nw~ Skeâ Meener kegâue ceW pevce uesves kesâ yeekepeto, Gmekeâer henÛeeve Gmes
meceepe keâer cegKÙeOeeje mes yeenj Oekesâue osleer nw~ Fme MeesOe he$e ceW Ùen mhe<š efkeâÙee ieÙee nw efkeâ keâwmes meesvee Ghe&â
Ûevoe keâe efkeâVej nesvee kesâkeue Skeâ pewefkekeâ leLÙe veneR, yeefukeâ meeceeefpekeâ Mece& Deewj heeefjkeeefjkeâ Deheceeve leLee
keâuebkeâ keâe Øeleerkeâ yeve ieÙee nw~ jepee peielejepe efmebn pewmes hee$e Deheveer mebleeve keâes kesâkeue FmeefueS ceej osves keâe
DeeosMe os osles nQ keäÙeeWefkeâ ken meceepe kesâ heejbheefjkeâ efuebieYeso kesâ ceevekeâeW ceW efheâš veneR yew"leer Leer~ oeF& efvejbpevee,
oerkeeve hebÛece efmebn Deewj DevÙe hee$eeW kesâ ceeOÙece mes uesKekeâ ves Ùen Yeer efoKeeÙee nw efkeâ meceepe ceW menevegYetefle kesâ
veece hej Yeer efkeâVejeW keâes Skeâ ‘$egefšhetCe&' ØeeCeer kesâ ™he ceW osKee peelee nw~ Ùen MeesOehe$e Fve IešveeDeeW keâe
efkeMues<eCe keâjlee nw efkeâ keâwmes efuebie keâer heejbheefjkeâ DekeOeejCeeSb efkeâmeer kÙeefòeâ kesâ Deefmlelke keâes vekeâej mekeâleer nQ
Deewj efkeâme Øekeâej mes meesvee Ghe&â Ûevoe keâes ceeveefmekeâ ÙeeleveeSb keâe meecevee keâjvee heÌ[lee nQ~ efkeâVej keâLee kesâ
ceeOÙece mes Ùen MeesOe he$e meeceeefpekeâ meesÛe keâer KeeefceÙeeW keâes Gpeeiej keâjlee nw~

yeerpekeâ Meyo :
efkeâVej, meeceeefpekeâ keâuebkeâ, ueQefiekeâ henÛeeve, ceeveefmekeâ Mees<eCe, meeceeefpekeâ eflejmkeâej,

heeefjkeeefjkeâ Demkeerkeâej~

YeejleerÙe meceepe efkeefkeOe mebmke=âefleÙeeW, hejbhejeDeeW
Deewj OeceeX mes mece=æ nw, efkeâbleg Fmekesâ meeceeefpekeâ leeves-
yeeves ceW kegâÚ Ssmes mecegoeÙe Yeer nQ, efpevnW Deepe Yeer
meeceeefpekeâ mkeerke=âefle, DeefOekeâej Deewj mecceeve Øeehle
veneR nQ~ Ssmee ner Skeâ mecegoeÙe nw-efkeâVej mecegoeÙe,

efpemes heejbheefjkeâ ™he mes ‘efnpeÌ[e’ keâne peelee nw~ Ùen
mecegoeÙe Ssefleneefmekeâ Deewj Oeeefce&keâ «ebLeeW ceW efkeâmeer ve
efkeâmeer ™he ceW keefCe&le lees jne nw, hejvleg meeceeefpekeâ
kÙekenej ceW Gmes Ghes#ee, eflejmkeâej Deewj yeefn<keâej keâe
ner meecevee keâjvee heÌ[e nw~ cenWõ Yeer<ce keâe GhevÙeeme
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‘efkeâVej keâLee’ ve kesâkeue efkeâVej mecegoeÙe keâer meeceeefpekeâ
heerÌ[e keâe efÛe$eCe keâjlee nw, yeefukeâ Ùen meceepe kesâ Gme
mebkeâerCe& Âef<škeâesCe hej Yeer keâjeje Øenej keâjlee nw, pees
Deepe Yeer Fme mecegoeÙe keâes cee$e ceveesjbpeve, DeheMeiegve
Ùee neefMeS kesâ hee$eeW kesâ ™he ceW osKelee nw~ GhevÙeeme
keâer veeefÙekeâe meesvee Ghe&â Ûevoe kesâ ceeOÙece mes uesKekeâ ves
Ùen Gpeeiej efkeâÙee nw efkeâ keâwmes Skeâ efkeâVej kÙeefòeâ pevce
mes ueskeâj peerkeve keâer nj DekemLee ceW Deheves Deefmlelke,
henÛeeve Deewj DeefOekeâejeW kesâ efueS mebIe<e& keâjlee nw~

ueQefiekeâ efYeVelee keâes ‘DehejeOe' Ùee ‘keâuebkeâ' ceeveves
keâer Øeke=efòe :

‘‘efvejbpevee ves mkeÙeb ner oesveeW yeÛÛeeW keâes yeejer-yeejer
mes iejce heeveer mes venuee-Oegueekeâj hegjeves keâheÌ[s henvee
efoS Deewj oesveeW vekepeeleeW keâes jeveer meeefnyee kesâ Deieue-
yeieue Oeerjs mes efuešekeâj Gvekeâer lebõe štšves keâer Øeleer#ee
keâjves ueieer~ ‘Fleveer meleer-meeefke$eer...’ efvejbpevee megcejs
pee jner Leer~’’1 Ùen heefjÂMÙe pewlehegj efjÙeemele keâe nw,
peneB jeveer meeefnyee kesâ ieYe& mes pegÌ[keeb mebleeveeW keâe pevce
neslee nw~ Øemeke kesâ meceÙe GheefmLele oeF& efvejbpevee, peye
pegÌ[keeB yeÛÛeeW ceW mes Skeâ efnpeÌ[s yeÛÛes keâes osKeleer nw,
lees ef""keâ peeleer nw Deewj heerÌ[e kesâ meeLe keânleer nQ keâer
efkeOeelee ves keâwmee Kesue Kesuee nQ nceejer jeveer meeefnye kesâ
meeLe’ pevce kesâ kegâÚ Iebšs ner yeeo Gme yeÛÛes kesâ ueQefiekeâ
henÛeeve kesâ keâejCe Gmes DeheMeiegve kesâ ™he ceW osKee
peeves ueielee nw keäÙeeWefkeâ ken keâesF& meeOeejCe yeeefuekeâe
veneR Leer~ ken jepee peielejepe efmebn keâer mebleeve Leer pees
Gvekesâ efjÙeemele kesâ efueS yengle yeÌ[e oeie ceeveer peeves
keeueer Leer~ Fmeer DeeMebkeâe keâes peleeles ngS efvejbpevee oeF&
Gmekesâ hewoe nesles ner ceelece ceveeves ueieleer nw~

‘‘Ùen Skeâ keâšg melÙe nw~ Gme vekepeele keâe keäÙee
oes<e Ùeefo ken efkeâVej hewoe ngDee? Gmemes heerÚe ÚgÌ[eves
keâer meesÛeer peeleer nw~ Gmes lÙeepÙe ceeve efueÙee peelee nw~
Gmes efkeâVejeW kesâ [sjs ceW os efoÙee peelee nw~ ... Yeguee
efoÙee peelee nw, keâtÌ[s kesâ {sj ceW, veoer-veeues ceW, meÌ[keâ

Ùee š^sve keâer hešjer hej cebefoj-ceefmpeo keâer meerefÌ{ÙeeW hej
ÚesÌ[ Ùee heâWkeâ efoÙee peelee nw~’’2 GhevÙeeme ceW Deeies
Ûeuekeâj peye meesvee Ghe&â Ûevoe yeÌ[er nes peeleer nw, lees
Skeâ mebÙeesiekeMe ken Deheveer pegÌ[keeb yenve keâer Meeoer ceW
Mejerkeâ nesleer nw~ Gmekeâer yenve, pees ™he-jbie ceW "erkeâ
meesvee Ghe&â Ûevoe pewmeer ner Leer, keneR meesvee, pees Gmekesâ
meceeve efoKeves kesâ yeekepeto kesâkeue Deheveer ueQefiekeâ henÛeeve
kesâ keâejCe Deheves IejkeeueeW mes otj Ûeueer peeleer nQ, Skeâ
yeej efheâj ‘DeheMeiegve' keâer Âef<š mes osKeer peeleer nw~
‘‘™hee keâer efkeoeF& Yeer veneR nesves heeF& Deewj legceves pees
[^ecee jÛe oDees, Ssmees keâeS keâjes, nceejs Keeveoeve keâer
Let-Let keâjekees Ûeenle nes, yeejele keeheme Ûeueer peeS, nce
hej keâerÛeÌ[ GÚeues ueesie~’’3 meesvee keâer GheefmLeefle mes
ueesieeW kesâ yeerÛe hegâmehegâmeenš Meg™ nes peeleer nw~ ueesie
Gmes šsÌ{er vepejeW mes osKeves ueieles nQ~ Fme Iešvee mes
meeheâ neslee nw efkeâ Yeues ner meceÙe yeerle ieÙee nes, uesefkeâve
meceepe keâer meesÛe Deye Yeer veneR yeoueer nw~

cenWõ Yeer<ce kesâ GhevÙeeme ‘efkeâVej keâLee’ mes efueÙee
ieÙee Ùen DebMe YeejleerÙe meceepe keâer ueQefiekeâ Demeefn<Ceglee
Deewj ceeveefmekeâ mebkeâerCe&lee keâe DelÙeble ceeefce&keâ efÛe$eCe
nw~ Ùen kesâkeue Skeâ hee$e keâer heerÌ[e veneR, yeefukeâ efkeâVej
mecegoeÙe keâer meecetefnkeâ kesovee keâe ØeefleefveefOelke keâjlee
nw~ GæjCe ceW Ùen mhe<š neslee nw efkeâ efkeâVej nesvee
meceepe kesâ efueS ‘heehe’ Ùee ‘DeMegYe’ nw, peyeefkeâ Ùen
kesâkeue Skeâ pewefkekeâ meÛÛeeF& nw- efpemes ve yeouee pee
mekeâlee nw, ve šeuee pee mekeâlee nw~ vekepeele kesâ efkeâVej
nesles ner Gmemes peerkeve keâe DeefOekeâej Úerve uesves keâer
Øeke=efòe meceepe keâer ceevekeerÙe mebkesoveeDeeW kesâ efokeeefueÙeeheve
keâes Gpeeiej keâjleer nw~ peye yeÌ[er neskeâj Ûevoe Deheveer
yenve keâer Meeoer ceW hengBÛeleer nw, lees ™he-jbie ceW efyeukegâue
meceeve nesves kesâ yeekepeto kesâkeue ueQefiekeâ henÛeeve kesâ
DeeOeej hej Gmes efheâj Skeâ yeej Deheceeefvele Deewj yeefn<ke=âle
efkeâÙee peelee nw~ Ùen yeleelee nw efkeâ nceejs meceepe ceW
kÙeefòeâ keâer henÛeeve, iegCe Ùee kÙekenej mes veneR, yeefukeâ
Gmekesâ Mejerj keâer mebjÛevee mes Gmekeâe cetuÙe Deebkeâe peelee
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nw~ Ùen Øemebie Fme leLÙe keâes jsKeebefkeâle keâjlee nw efkeâ
meceepe ves efkeâVej mecegoeÙe kesâ efueS Skeâ efveÙele, meerefcele
Deewj nerve Yetefcekeâe efveOee&efjle keâj jKeer nw- efpememes yeenj
efvekeâuevee ueieYeie DemebYeke yevee efoÙee ieÙee nw~ meb#eshe
ceW, Ùen DebMe meceepe keâer oesnjs ceeheob[eW, De%eevelee
Deewj ceevekeeefOekeâejeW kesâ efvejblej GuuebIeve keâer keâšg
DeeueesÛevee nw~ Ùen nceW DeelcecebLeve kesâ efueS yeeOÙe
keâjlee nw efkeâ keäÙee nceves keemleke ceW meYeer keâes yejeyejer
keâe opee& osvee meerKee nw, Ùee Deye Yeer nce efuebie, peeefle
Deewj henÛeeve kesâ DeeOeej hej YesoYeeke keâer pebpeerjeW ceW
pekeâÌ[s ngS nQ~

mebleeve mes DeefOekeâ efØeÙe ‘FÌpÌpele’ Deewj ‘mkeeefYeceeve’ :

‘‘‘oöe, nce uegš ieS~ yejyeeo nes ieS~' keânles-
keânles peielejepe ves hebÛece efmebn kesâ keâbOes hej neLe
jKekeâj meneje uesles efmej PegkeâeS yegPes MeyoeW ceW Deeies
keâne, Yeiekeeved neB nceeS mebies Fòees yeÌ[es DevÙeeÙe veneR
keâjes ÛeeefnS lees nw! keâeceoefieefj cenejepe keâewve heehe keâer
mepee oF& legceves~'’4 Ùen ÂMÙe Ùen oMee&lee nQ efkeâ peneB
jepee peielejepe efmebn keâes henueer yeej Deheveer efkeâVej
yesšer kesâ yeejs ceW helee Ûeuelee nw~ Fme Oekeäkesâ keâes
peielejepe efmebn Pesue veneR mekesâ Deewj ceevees Gvekesâ hewjeW
kesâ veerÛes mes Ìpeceerve efKemekeâ ieF& nes, GvnW Ssmee ueiee nes
pewmes Gvekesâ heg®<eeLe& hej efkeâmeer ves meerOee mekeeue G"e
efoÙee nes~ meesvee Ghe&â Ûevoe keâer henÛeeve Gvekesâ efueS
efmehe&â Skeâ yeÛÛeer keâer henÛeeve veneR Leer; ken Gvekesâ
mecceeve, efjÙeemele keâer Úefke Deewj kebMe hejbheje hej ueiee
Skeâ keâuebkeâ yeve Ûegkeâer Leer~ efpemes ken njefieÌpe yeoe&Mle
veneR keâj mekeâles Les~ ‘‘Letkesâbies ueesie Gme hej, nBmeWies
Gmekesâ kebMe hej efkeâ Skeâ efnpeÌ[e hewoe efkeâÙee nw, "ekegâj
peielejepe efmebn yegbosuee ves, keerj yegbosuee Keeveoeve ceW
efnpeÌ[s yeÛÛes keâe pevce, ieeueer Skeâ yengle yeÌ[er ieeueer,
mejsDeece keâjeje leceeÛee, veneR, veneR, Gmeves pees efveCe&Ùe
efueÙee nw, ken mener nw~’’5 Deewj Deheveer ner mebleeve keâes
ceej [eueves keâe DeeosMe os osles nw~ meesvee Ghe&â Ûevoe
keâe efkeâVej kÙeefòeâke ner Gmekesâ peerkeve peerves kesâ DeefOekeâejeW
keâes efÚve jne Lee~ efkeâVej Ûeens meeceevÙe heefjkeej ceW

pevce ues Ùee efheâj keâesF& jepemeer heefjkeej ceW pevce ues
Gmekesâ Deefmlelke keâes ueskeâj heefjkeej Demenpe Deewj keâuebefkeâle
ner mecePelee nQ~ kegâÚ meeueeW yeeo peye peielejepe efmebn
keâer cegueekeâele meesvee Ghe&â Ûevoe mes Gvekeâer yeÌ[er yesšer
™hee kesâ yÙeen kesâ meceÙe neslee nQ, leYeer Yeer peielejepe
efmebn kesâ ùoÙe ceW Deheves efkeâVej yesšer meesvee kesâ Øeefle kener
veheâjle Deewj Ie=Cee yejkeâjej jnleer nQ~ peielejepe efmebn
Deheves ceeve-mecceeve ceW efkeâmeer Yeer Øekeâej keâe oeie ueies
GvnW Ùen iekeeje veneR Lee~ ‘‘Gmekesâ ùoÙe ceW efnpeÌ[e
meesvee kesâ Øeefle keâesF& peien veneR Leer~ mebleeve mes nesves keeues
Øeeke=âeflekeâ Øesce- mvesn keâer yeele lees otj, ken Gmemes no
ope&s lekeâ Ie=Cee keâjlee Lee~ Gmes efnpeÌ[e yeÛÛes mes pÙeeoe
Dehevee mkeeefYeceeve, Keeveoeve keâer Fppele hÙeejer Leer~’’6

Ùen YeejleerÙe meceepe ceW efhele=meòee Deewj ueQefiekeâ
YesoYeeke keâer ienjer peÌ[W Gpeeiej keâjlee nw~ jepee peielejepe
efmebn keâer Øeefleef›eâÙee ve kesâkeue Skeâ efhelee keâer kÙeefòeâiele
heerÌ[e nw, yeefukeâ Gme mebkeâerCe& meesÛe keâe Øeleerkeâ nw pees
efkeâVej kÙeefòeâlke keâes keâuebefkeâle Deewj Demkeerkeâej keâjleer
nw~ GhevÙeeme ceW Øemlegle Ùen ÂMÙe Ùen oMee&lee nw efkeâ
meceepe ceW heefjkeej keâer ‘Fppele’ Deewj ‘mecceeve’ keâes
Dekeämej ceevekelee Deewj mebleeve kesâ Øeeke=âeflekeâ DeefOekeâejeW
mes Thej jKee peelee nw~ efkeâVej nesves kesâ keâejCe meesvee
Ghe&â Ûevoe keâe peerkeve peerves keâe DeefOekeâej efÚve peevee
Fme yeele keâe ØeceeCe nw efkeâ Yeejle ceW ueQefiekeâ DeuhemebKÙekeâeW
keâes Deepe Yeer meceevelee, mkeerke=âefle Deewj hÙeej mes veneR
osKee peelee~ Ùen meeceeefpekeâ Demeefn<Ceglee Deewj YesoYeeke
keâe Åeeslekeâ nw, pees ceevekeeefOekeâejeW kesâ kÙeehekeâ GuuebIeve
keâes oMee&lee nw~ Fme Øekeâej, Ùen ve kesâkeue GhevÙeeme kesâ
hee$eeW kesâ ceveeskew%eeefvekeâ mebIe<eeX keâe efÛe$eCe keâjlee nw,
yeefukeâ meceepe ceW kÙeehle peeefleiele, efuebie DeeOeeefjle
hetkee&«eneW Deewj Deheceevepevekeâ kÙekenejeW hej keâ"esj keâše#e
Yeer nw~ Ùen nceW meesÛeves hej cepeyetj keâjlee nw efkeâ keäÙee
Deepe Yeer nce meceevelee Deewj mecceeve keâer yeele keâjles
ngS Gve cetuÙeeW keâe mecceeve keâj hee jns nQ efpevekeâe
DeeOeej Fbmeeve nesvee nw, ve efkeâ Gvekeâer ueQefiekeâ henÛeeve~
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meceepe keâer hetkee&«ener ceeveefmekeâlee Deewj eflejmkeâej :

Yeer<ce peer ves ‘efkeâVej keâLee’ GhevÙeeme ceW efkeâVej
hee$e meesvee Ghe&â Ûevoe keâe efÛe$eCe yeÌ[s keemleefkekeâ {bie
mes efkeâÙee nQ~ nce osKeles nQ efkeâ Demeue peerkeve ceW Yeer
efkeâVej mecegoeÙe keâes keâF& cetuÙe DeefOekeâejeW mes kebefÛele
jKee peelee nQ~ pewmes nceves osKee efkeâ meesvee Ghe&â Ûevoe
kesâ efhelee Gmes peerkeve peerves keâe Yeer DeefOekeâej veneR osles
nQ~ Deeies Ûeue keâj GhevÙeeme ceW osKeves efceuelee nQ efkeâ
meesvee Ghe&â Ûevoe keâes heÌ{eF& mes Yeer kebefÛele jKee peelee
nQ, keäÙeeWefkeâ ken Skeâ efkeâVej nQ~ efMe#ee pees keâesF& peeefle,
Oece&, veece, GceÇ veneR osKelee ceiej meceepe ves efMe#ee
Øeehle keâjves kesâ DeefOekeâej keâes kegâÚ mecegoeÙe lekeâ meerefcele
keâj efoÙee nQ~ ‘‘pÙeeW-pÙeeW Gmekeâer GceÇ yeÌ{leer ieF&, ken
Meceer&uee Deewj ueÌ[efkeâÙeeW pewmes neke-Yeeke keeuee yevelee
Ûeuee ieÙee Lee~ Gmekesâ Fmeer mkeYeeke kesâ keâejCe Gmekesâ
efhelee ke YeeF& ves Gmekeâe mkeâtue peevee yebo keâje efoÙee
Lee~’’7 Yeejle ceW DeefOekeâlej efkeâVej kÙeefòeâ efMe#ee mes
kebefÛele nQ keäÙeeWefkeâ mkeâtue keâe@uespe ceW Gvns keâF& Øekeâej mes
ceeveefmekeâ keâ<šeW mes iegpejvee heÌ[lee nQ Ùee Gvns mkeâtue
keâe@uespe ceW oeefKeue Yeer veneR nesves osles nQ keäÙeeWefkeâ Gvekeâer
ueQefiekeâ henÛeeve otmejs ueesieeW mes efYeVe nQ~

‘‘hej Deye hetjs Úlejhegj ceW nuuee nes jne nw, ueesieeW
Éeje cepeekeâ yeveeÙee pee jne nw efkeâ ceveer<e Deehekesâ [sjs
kesâ Skeâ efnpeÌ[e kesâ Ûekeäkeâj ceW nw~ Ùes yeele efkeâleveer meÛe
nw, efkeâleveer Pet", cegPes veneR helee, hej Deehekeâes lees pe™j
ceeuetce nesieer~ neB ceeuetce lees nes ieÙee nw~'efheâj Deehe
keäÙee Ûeenles nQ? cevee keäÙeeW veneR keâjles? Gme efnpeÌ[s
keâes pees ceveer<e keâes Deheves Øescepeeue ceW heâbmee jne nw~’’8

GhevÙeeme kesâ Deeies efnmmes ceW uesKekeâ ves meesvee, Ghe&â
Ûevoe, kesâ peerkeve ceW Øesce kesâ Yeeke keâes yengle mebkesoveMeerue
™he mes efoKeeÙee nw~ Skeâ Ùegkekeâ ceveer<e Ssmee neslee nw
pees Ûevoe keâer henÛeeve mes veneR, yeefukeâ Gmekesâ efoue keâer
megbojlee mes Øesce keâjlee nw~ ken Ûevoe kesâ Øeefle meÛÛeer
YeekeveeSB jKelee nw Deewj nj heefjefmLeefle ceW Gmekeâe meeLe
oslee nw~ ceveer<e kesâ meesÛe efkeÛeej meceepe keâer lejn veneR
Les~ ‘‘Ûevoe Gmekeâer nw, Gmekesâ efueS nw Deewj ken Ûevoe

keâe nw, Ûevoe kesâ efueS nw, efheâj Ûevoe efkeâVej nw lees nw,
Gmes kegâÚ heâke&â veneR heÌ[lee, keäÙee efkeâVejeW kesâ efoue veneR
neslee? keäÙee GvnW Øesce keâjves mes ceveener nw?’’9 uesefkeâve
Ùen Øesce meceepe keâes mkeerkeâej veneR neslee nQ~ meceepe kesâ
efueS efkeâVej kÙeefòeâ mes Øesce keâjvee Skeâ Depeerye Deewj
Demenpe yeele ceeveer peeleer nw~ ueesieeW keâer meesÛe Ùen
nesleer nw efkeâ efkeâVej efmehe&â veeÛeves, ieeves Deewj Meiegve
ceebieves kesâ efueS nesles nQ, ve efkeâ hÙeej keâjves Ùee mecceeve
mes peerkeve peerves kesâ efueS~ Fme Øesce kesâ keâejCe Ûevoe keâes
ueÌ[kesâ kesâ heefjkeej Deewj meceepe mes yengle eflejmkeâej Deewj
Deheceeve Pesuevee heÌ[lee nw~ Gmes Ssmee cenmetme keâjeÙee
peelee nw pewmes ken Øesce kesâ ÙeesiÙe ner veneR nw~ Ùen Øemebie
Ùen efoKeelee nw efkeâ meceepe efkeâVejeW keâes kesâkeue Skeâ
Yetefcekeâe ceW osKevee Ûeenlee nw, Fbmeeve kesâ ™he ceW veneR,
meeLeer Ùee Øesceer kesâ ™he ceW veneR~ Ûevoe keâe Øesce kesâkeue
Yeekevee veneR Lee, yeefukeâ Gmekeâer Fbmeeve nesves keâer henÛeeve
Deewj DeefOekeâej keâer ceeBie Leer, efpemes meceepe ves efheâj Skeâ
yeej vekeâej efoÙee~ Ùen GhevÙeeme kesâ ceeOÙece mes Skeâ
yengle ner mebkesoveMeerue Deewj cenlkehetCe& meeceeefpekeâ ÙeLeeLe&
keâes Gpeeiej keâjlee nw- efkeâ Øesce, mecceeve Deewj ceevekeeefOekeâej
kesâkeue pewefkekeâ efuebie lekeâ meerefcele veneR nesves ÛeeefnS~
ceveer<e Deewj Ûevoe keâe Øesce meeceeefpekeâ yebOeveeW Deewj hetkee&«eneW
keâer meerceeDeeW keâes Ûegveewleer oslee nw Deewj Ùen mebosMe oslee
nw efkeâ efkeâVej mecegoeÙe kesâ Yeer Øesce, mkeerke=âefle Deewj mecceeve
heeves kesâ Gleves ner DeefOekeâej nQ efpeleves efkeâmeer meeceevÙe
kÙeefòeâ kesâ~ Ùen meeceeefpekeâ ØeefleyebOeeW, hetkee&«eneW Deewj
YesoYeeke kesâ efke®æ Skeâ MeefòeâMeeueer efkejesOe mke™he nw,
pees Deepe kesâ Yeejle ceW ueQefiekeâ meceevelee Deewj meeceeefpekeâ
vÙeeÙe keâer DeekeMÙekeâlee hej peesj oslee nw~

efve<keâ<e& :

cenWõ Yeer<ce Éeje jefÛele efkeâVej keâLee GhevÙeeme kesâ
ceeOÙece mes meesvee Ghe&â Ûevoe kesâ peerkeve keâer heerÌ[e,
meeceeefpekeâ eflejmkeâej Deewj ceeveefmekeâ Mees<eCe keâes DelÙeble
mebkesoveMeeruelee mes Øemlegle efkeâÙee ieÙee nw~ Ùen GhevÙeeme
ve kesâkeue Skeâ kÙeefòeâ keâer kÙeefòeâiele keâneveer nw, yeefukeâ
YeejleerÙe meceepe ceW kÙeehle ienjs meeceeefpekeâ hetkee&«eneW,
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YesoYeeke Deewj keâuebkeâ keâes Yeer Gpeeiej keâjlee nw~ meesvee
keâer keâLee Ùen mhe<š keâjleer nw efkeâ efkeâVej kÙeefòeâ keâes
Gmekeâer pewefkekeâ ueQefiekeâ henÛeeve kesâ keâejCe pevce mes ner
Skeâ DeheMeiegve Deewj keâuebkeâ kesâ ™he ceW osKee peelee nw,
pees Gmekesâ hetjs peerkeve keâes ØeYeeefkele keâjlee nw~ GhevÙeeme
ceW efoKeeÙee ieÙee nw efkeâ keâwmes meesvee keâe pevce nesles ner
Gmes heefjkeej kesâ Yeerlej Yeer mkeerkeâeÙe&lee veneR efceueleer,
yeefukeâ Gmes lÙeepÙe Deewj Deheceevepevekeâ mecePee peelee
nw~ Gmekesâ efhelee keâe Gmes mkeerkeâej ve keâjvee Deewj Gmes
ceej [eueves keâe DeeosMe osvee Fme yeele keâe ØeceeCe nw
efkeâ meceepe kesâ GÛÛe keieeX ceW Yeer efkeâVej mecegoeÙe keâes
ueskeâj efkeâleveer keâšglee Deewj vekeâejelcekeâlee efkeÅeceeve nw~
efMe#ee, pees Skeâ cetueYetle ceeveke DeefOekeâej nw, mes kebefÛele
jKes peeves mes meesvee keâe kÙeefòeâlke, ceeveefmekeâ efkekeâeme
Deewj meeceeefpekeâ mebÛeej yeeefOele neslee nw~ Ùen meeceeefpekeâ
yeefn<keâej efkeâVej kÙeefòeâÙeeW keâer meeceeefpekeâ Skeâpegšlee
Deewj Deelcemecceeve kesâ efueS iebYeerj yeeOee nw~

Fmekesâ Deefleefjòeâ, GhevÙeeme ceW meesvee kesâ Øesce mebyebOeeW
keâes Yeer meceepe keâer vekeâejelcekeâ meesÛe kesâ keâejCe eflejmkeâej
Deewj Deheceeve keâe meecevee keâjvee heÌ[lee nw~ ceveer<e
pewmee mebkesoveMeerue Ùegkekeâ pees Gmekeâer henÛeeve mes Thej
G"keâj Øesce keâjlee nw, Gmekesâ yeekepeto meceepe Fme Øesce
keâes mkeerkeâej veneR keâjlee~ Ùen efoKeelee nw efkeâ efkeâVej
mecegoeÙe kesâ Øeefle meeceeefpekeâ Âef<škeâesCe kesâkeue ceveesjbpeve
Ùee Deveg…eefvekeâ GheefmLeefle lekeâ meerefcele nw, peyeefkeâ
Gvekesâ Fbmeeve nesves, Øesce keâjves Deewj mecceeve heeves kesâ
DeefOekeâej keâes iebYeerjlee mes veneR efueÙee peelee~ Fme meboYe&
ceW GhevÙeeme efkeâVej kÙeefòeâÙeeW kesâ peerkeve kesâ mebIe<e& keâes
ceevekeerÙe DeefOekeâejeW Deewj ieefjcee keâer ueÌ[eF& kesâ ™he ceW
Øemlegle keâjlee nw~ efkeâVej keâLee meceepe kesâ Gme oefkeâÙeevetmeer
Deewj ™efÌ{keeoer meesÛe kesâ efKeueeheâ Skeâ meMeòeâ efkejesOe
mke™he nw, pees efkeâVej mecegoeÙe keâes Deepe Yeer efÉleerÙe
ßesCeer keâe veeieefjkeâ ceeveleer nw~ Ùen GhevÙeeme hee"keâeW
keâes meesÛeves hej cepeyetj keâjlee nw efkeâ keäÙee nce keemleke

ceW Skeâ meceleecetuekeâ meceepe keâer Deesj De«emej nQ, peneB
ØelÙeskeâ kÙeefòeâ keâes efyevee efkeâmeer YesoYeeke kesâ meceeve DeefOekeâej
Deewj mecceeve efceues, Ùee nce DeYeer Yeer efYeVelee keâes keâuebkeâ
ceevekeâj Gmes efceševes keâer keâesefMeMe keâj jns nQ~ GheÙe&gòeâ
efkekesÛeve mes mhe<š neslee nw efkeâ peye lekeâ meceepe efkeâVej
kÙeefòeâ keâes Skeâ hetCe& Deewj mecceeefvele Fbmeeve keâer lejn
mkeerkeâej veneR keâjlee, leye lekeâ kes ceeveefmekeâ, meeceeefpekeâ
Deewj Yeekeveelcekeâ mlej hej heerefÌ[le Deewj neefMeS hej yeves
jnWies~ efkeâVej keâLee Skeâ meMeòeâ meeefneflÙekeâ nmle#eshe
nw, pees efkeâVej mecegoeÙe kesâ ceevekeerÙe DeefOekeâejeW, ieefjcee
Deewj mecceeve keâer ceebie keâes cepeyetleer mes Øemlegle keâjlee
nw, leLee meeceeefpekeâ peeie™keâlee Deewj mebkesoveMeeruelee
kesâ efkemleej keâe Dee«en keâjlee nw~ Ùen GhevÙeeme kesâkeue
efkeâVejeW kesâ efueS veneR, yeefukeâ hetjs meceepe kesâ efueS
meceekesefMelee Deewj meefn<Ceglee keâer efMe#ee nw~

meboYe&-metÛeer :

1. Yeer<ce, censvõ, efkeâVej keâLee, meeceefÙekeâ yegkeäme, oefjÙeeiebpe,
veF& efouueer, ØeLece mebmkeâjCe, 2011, he=Ê-16.

2. kener, he=Ê-41.

3. kener, he=Ê-154.

4. kener, he=Ê-25.

5. kener, he=Ê-33.

6. kener, he=Ê-157.

7. kener, he=Ê-45.

8. kener, he=Ê-100.

9. kener, he=Ê-72-73.

10. Keješs, [e@Ê ceOeg, efnvoer GhevÙeemeeW ceW efkeâVej efkeceMe&,
efkeÅee ØekeâeMeve, 2018~

11. efmebn, efkepeWõ Øeleehe, YeejleerÙe meeefnlÙe ke meceepe ceW
le=leerÙe efuebie efkeceMe&, Deceve ØekeâeMeve, 2016~

12. "ekeâesj, [e@Ê megneveer, 21keeR meoer kesâ efnvoer GhevÙeemeeW
ceW efkeâVej peerkeve keâe ÙeLeeLe&, efkekeâeme ØekeâeMeve, keâevehegj,
2025, he=Ê-16~
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Ùeesie Skeb mebieerle efÛeefkeâlmee keâe mebÙegòeâ ØeYeeke :
Skeâ MeesOe DeOÙeÙeve

nvegceeve Øemeeo ieghlee
meneÙekeâ DeeÛeeÙe&,

mebieerle ieeÙeve efkeYeeie,
kemeble ceefnuee ceneefkeÅeeueÙe, jepeIeeš, keejeCemeer (GÊØeÊ)
(keâeMeer efnbot efkeÕeefkeÅeeueÙe kesâ efkeMes<eeefOekeâej kesâ Debleie&le)

meejebMe :

DeeOegefvekeâ peerkeve keâer lesÌpe jÌHeäleej, ØeeflemheOee& Deewj leveekehetCe& keeleekejCe ves ceveg<Ùe kesâ Meejerefjkeâ, ceeveefmekeâ
Deewj Yeekeveelcekeâ mkeemLÙe keâes ienjeF& mes ØeYeeefkele efkeâÙee nw~ heefjCeecemke™he, efÛeblee, Dekemeeo, Deefveõe, GÛÛe
jòeâÛeehe Deewj DevÙe ceeveefmekeâ efkekeâejeW keâer IešveeSB lesÌpeer mes yeÌ{er nQ~ Fme heefjØes#Ùe ceW, Ùeesie Deewj mebieerle
efÛeefkeâlmee pewmes ØeeÛeerve YeejleerÙe GheÛeej heæefleÙeeB Deepe kesâ Ùegie ceW DelÙeble Øeemebefiekeâ nes ieF& nQ~Ùen MeesOehe$e
‘Ùeesie Skeb mebieerle efÛeefkeâlmee keâe mebÙegòeâ ØeYeeke’ efke<eÙe hej kesâbefõle nw, efpemekeâe GösMÙe Ùen peevevee nw efkeâ Fve oesveeW
heæefleÙeeW kesâ Skeâ meeLe ØeÙeesie mes ceeveefmekeâ mkeemLÙe, leveeke ØeyebOeve Deewj peerkeve keâer iegCekeòee hej keâwmee ØeYeeke
heÌ[lee nw~ DeOÙeÙeve ceW heeÙee ieÙee efkeâ Dekesâues Ùeesie Ùee Dekesâueer mebieerle efÛeefkeâlmee keâer leguevee ceW oesveeW keâe mebÙegòeâ
DeYÙeeme DeefOekeâ kÙeehekeâ Deewj mekeâejelcekeâ heefjCeece Øeoeve keâjlee nw~ Ùeesie kesâkeue Meejerefjkeâ DeemeveeW lekeâ meerefcele
ve jnkeâj, Õemeve, OÙeeve Deewj OeejCee kesâ ceeOÙece mes ceve Deewj Deelcee keâes Yeer ØeYeeefkele keâjlee nw~ Fmekesâ DeYÙeeme
mes Mejerj ceW meblegueve, ueÛeerueeheve Deewj ceeveefmekeâ mhe<šlee Deeleer nw~ otmejer Deesj, mebieerle efÛeefkeâlmee ceW efkeMes<e
jeieeW Deewj leeueeW keâe ØeÙeesie ceeveefmekeâ efkeßeebefle, Yeekeveelcekeâ meblegueve Deewj Deebleefjkeâ Meebefle ueeves kesâ efueS efkeâÙee
peelee nw~ YeejleerÙe Meem$eerÙe jeie pewmes ojyeejer, Ùeceve Deewj Yewjkeer leveeke keâes keâce keâjves Deewj YeekeveeDeeW keâes
meMeòeâ yeveeves ceW efkeMes<e ™he mes ØeYeekeer ceeves peeles nQ~ Fme MeesOe kesâ efve<keâ<e& yeleeles nQ efkeâ Ùeesie Deewj mebieerle
efÛeefkeâlmee kesâ mebÙegòeâ DeYÙeeme mes leveeke ceW Deewmeleve 40–60% lekeâ keâceer Deeleer nw~ meeLe ner veeRo keâer iegCekeòee
ceW megOeej, mekeâejelcekeâ efkeÛeejeW ceW ke=efæ, Deewj Skeâe«elee ceW mhe<š GVeefle osKeer ieF&~ vÙetjesyeeÙeesuee@efpekeâue Âef<š
mes Yeer oesveeW heæefleÙeeB ceefmle<keâ keâer Deuheâe Deewj Leerše lejbieeW keâes meef›eâÙe keâj, keâesefš&meesue pewmes leveeke necee&sve keâes
Iešeleer Deewj [esheeefceve, mesjesšesefveve pewmes jmeeÙeveeW keâes yeÌ{eleer nQ, efpememes ceeveefmekeâ Deewj Yeekeveelcekeâ mkeemLÙe keâes
yeue efceuelee nw~ DeOÙeÙeve ceW Ùen Yeer mhe<š ngDee efkeâ mebÙegòeâ heæefle kÙeefòeâ kesâ peerkeve ceW meblegueve Deewj meblees<e
keâer Yeekevee keâes yeÌ{eleer nw, efpememes ve kesâkeue jesie efvekeejCe yeefukeâ mebhetCe& peerkeveMewueer ceW megOeej mebYeke neslee nw~
neueeBefkeâ, Fmekesâ ØeYeeke keâes Deewj DeefOekeâ ØeceeefCekeâ yeveeves kesâ efueS yeÌ[s mlej hej ØeÙeesieelcekeâ MeesOe keâer
DeekeMÙekeâlee nw~ Deblele: Ùen MeesOe Fme efve<keâ<e& hej hengBÛelee nw efkeâ Ùeesie Deewj mebieerle efÛeefkeâlmee keâe mebÙegòeâ
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DeYÙeeme ceeveefmekeâ Meebefle, leveeke ØeyebOeve Deewj mekeâejelcekeâ ceveesÂef<š kesâ efueS Skeâ meMeòeâ, Øeeke=âeflekeâ Deewj
megueYe GheeÙe nw~ Fmes ve kesâkeue efÛeefkeâlmeerÙe Âef<š mes yeefukeâ efvekeejkeâ GheeÙe kesâ ™he ceW Yeer DeheveeÙee pee mekeâlee
nw~ Fmekesâ kÙeehekeâ ØeÛeej Deewj kÙekeefmLele ØeefMe#eCe Éeje Fmes peve–peve lekeâ hengBÛeevee, DeeOegefvekeâ meceepe keâer Skeâ
cenlkehetCe& DeekeMÙekeâlee yeve Ûegkeâe nw~

metÛekeâ Meyo :

Ùeesie, mebieerle efÛeefkeâlmee, ceeveefmekeâ mkeemLÙe, leveeke ØeyebOeve, OÙeeve, YeejleerÙe jeie, mebÙegòeâ efÛeefkeâlmee heæefle,
mekeâejelcekeâ ceveesÂef<š~

Yetefcekeâe  :

ceeveke peerkeve ceW Meejerefjkeâ, ceeveefmekeâ Deewj Yeekeveelcekeâ
mkeemLÙe keâer DeekeMÙekeâlee DelÙeble cenlkehetCe& nw~ DeeOegefvekeâ
peerkeveMewueer, leer›e ØeeflemheOee& Deewj leveekehetCe& keeleekejCe
ves ceeveefmekeâ jesieeW, veeRo keâer mecemÙeeDeeW, Dekemeeo Deewj
efÛeblee pewmeer Deveskeâ mecemÙeeDeeW keâes pevce efoÙee nw~ Ssmes
ceW Ùeesie Deewj mebieerle efÛeefkeâlmee oes ØeeÛeerve heæefleÙeeB nQ,
pees efyevee efkeâmeer og<ØeYeeke kesâ kÙeefòeâ kesâ mekeeËieerCe mkeemLÙe
keâes megÂÌ{ keâj mekeâleer nQ~

Ùeesie kesâkeue Meejerefjkeâ kÙeeÙeece veneR nw, yeefukeâ
Ùen peerkeve kesâ nj henuet keâes meblegefuele keâjves keâer heæefle
nw- Mejerj, ceve Deewj Deelcee keâe meecebpemÙe~ otmejer
Deesj, mebieerle efÛeefkeâlmee ceW Okeefve, mkej Deewj jeieeW keâe
GheÙeesie ceeveefmekeâ Skeb Yeekeveelcekeâ efkekeâejeW keâes otj
keâjves kesâ efueS efkeâÙee peelee nw~

Deepekeâue Deveskeâ MeesOe Ùen ØeceeefCele keâj jns nQ
efkeâ Ùeefo Ùeesie Deewj mebieerle efÛeefkeâlmee keâe mebÙegòeâ ™he
mes ØeÙeesie efkeâÙee peeS lees Fmekeâe ØeYeeke Dekesâues Ùeesie
Ùee Dekesâueer mebieerle efÛeefkeâlmee keâer leguevee ceW DeefOekeâ
kÙeehekeâ Deewj ienje nes mekeâlee nw~ Ùen MeesOehe$e Fmeer
efke<eÙe keâer ienve efkekesÛevee keâe ØeÙeeme nw~

Ùeesie keâer heefjYee<ee Deewj cenlke :

Ùeesie Meyo mebmke=âle kesâ ‘Ùegpe' Oeeleg mes GlheVe ngDee
nw, efpemekeâe DeLe& nw ‘peesÌ[vee’~ Ùeesie kesâkeue Meejerefjkeâ
kÙeeÙeece lekeâ meerefcele veneR nw; Ùen kÙeefòeâ kesâ Mejerj,
ceve Deewj Deelcee kesâ yeerÛe meecebpemÙe mLeeefhele keâjves keâer
kew%eeefvekeâ heæefle nw~ helebpeefue kesâ Devegmeej, ‘Ùeesie:

efÛeòeke=efòeefvejesOe:' DeLee&le Ùeesie keâe cegKÙe GösMÙe efÛeòe
keâer ke=efòeÙeeW keâes efveÙebef$ele keâjvee nw~

Ùeesie kesâ ØecegKe Debie :

Ùece, efveÙece, Deemeve, ØeeCeeÙeece, ØelÙeenej, OeejCee,
OÙeeve Deewj meceeefOe – peerkeve kesâ nj mlej hej mekeâejelcekeâ
ØeYeeke [eueles nQ~ Meejerefjkeâ Âef<š mes Ùeesie ueÛeerueeheve,
meblegueve, ceebmehesefMeÙeeW keâer ceÌpeyetleer Deewj jesie-ØeeflejesOekeâ
#ecelee keâes yeÌ{elee nw~ ceeveefmekeâ Âef<š mes Ùen leveeke
keâes keâce keâjlee nw, ceve keâes efmLej keâjlee nw Deewj
Skeâe«elee yeÌ{elee nw~ ØeeCeeÙeece Deewj OÙeeve ceefmle<keâ
keâer lejbieeW hej ØeYeeke [euekeâj Deebleefjkeâ Meebefle Skeb
efkeßeebefle ueeles nQ~

Ùeesie keâe cenlke yengDeeÙeeceer nw, pees kesâkeue kÙeeÙeece
lekeâ meerefcele veneR nw, yeefukeâ mechetCe& peerkeve kesâ efkekeâeme
ceW meneÙekeâ nw~

1. Meejerefjkeâ mkeemLÙe : efveÙeefcele ÙeesieeYÙeeme mes
Mejerj cepeyetle, ueÛeeruee Deewj jesiecegòeâ jnlee nw~
efkeefYeVe DeemeveeW mes ceebmehesefMeÙeeW keâes cepeyetleer,
peesÌ[es keâes ueÛeerueeheve Deewj heeÛeve leb$e keâes megÂÌ{lee
Øeehle nesleer nw~ ØeeCeeÙeece mes heâsheâÌ[eW keâer keâeÙe&#ecelee
yeÌ{leer nw leLee jòeâ mebÛeej megOejlee nw, efpememes ùoÙe
jesie, ceOegcesn, ceesšehee Deeefo jesieeW keâer mebYeekevee
keâce nesleer nw~

2. ceeveefmekeâ Meebefle : Ùeesie ceve keâes Meebefle Øeoeve
keâjlee nw~ OÙeeve Deewj ØeeCeeÙeece mes leveeke, efÛeblee
Skeb Dekemeeo ceW keâceer Deeleer nw~ Ùen kÙeefòeâ keâer
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Skeâe«elee Meefòeâ keâes yeÌ{elee nw leLee mcejCe Meefòeâ
keâes Yeer megÂÌ{ yeveelee nw~ DeeOegefvekeâ peerkeve keâer
YeeieoewÌ[ ceW ceeveefmekeâ meblegueve yeveeS jKevee DeekeMÙekeâ
nw, Deewj Ùeesie Fme efoMee ceW DelÙeble ØeYeekeer meeOeve
efmeæ ngDee nw~

3. Deeeflcekeâ efkekeâeme : Ùeesie Deelce-DevegMeemeve
Deewj Deelceefvejer#eCe keâer Øeef›eâÙee nw~ Ùen kÙeefòeâ keâes
Deheves keemleefkekeâ mke™he keâe DevegYeke keâjelee nw,
efpememes Deebleefjkeâ Meefòeâ Deewj DeelceefkeÕeeme yeÌ{lee
nw~ Ùeesie kesâ ceeOÙece mes kÙeefòeâ ceW keâ®Cee, meefn<Ceglee
Deewj Øesce pewmes ceevekeerÙe iegCeeW keâe efkekeâeme neslee
nw, efpememes meceepe ceW Yeer mecejmelee yeÌ{leer nw~

4. peerkeve Mewueer ceW megOeej : Ùeesie kesâkeue DeYÙeeme
veneR, yeefukeâ Skeâ peerkeve Mewueer nw~ Ùen meblegefuele
Deenej, mekeâejelcekeâ meesÛe, veweflekeâ cetuÙeeW kesâ
heeueve Deewj mkemLe efoveÛeÙee& keâes Øeeslmeeefnle keâjlee
nw~ Fme Øekeâej Ùeesie mechetCe& peerkeve keâes DevegMeeefmele
Deewj meblegefuele yeveelee nw~

5. kewefÕekeâ cenlke : kele&ceeve meceÙe ceW Ùeesie keâe cenlke
efkeÕe mlej hej Yeer yeÌ{e nw~ mebÙegòeâ je<š^ mebIe Éeje
21 petve keâes ‘Debleje&<š^erÙe Ùeesie efokeme’ kesâ ™he
ceW ceevÙelee osvee Fme yeele keâe ØeceeCe nw efkeâ Ùeesie
mechetCe& ceevekelee kesâ efueS ueeYekeâejer nw~

Deepe Deveskeâ kew%eeefvekeâ MeesOe ØeceeefCele keâj Ûegkesâ
nQ efkeâ efveÙeefcele ÙeesieeYÙeeme mes Dekemeeo, efÛeblee, GÛÛe
jòeâÛeehe, ùoÙe jesie pewmeer mecemÙeeDeeW ceW megOeej neslee
nw~ Fmekesâ meeLe ner peerkeve keâer iegCekeòee ceW Yeer mekeâejelcekeâ
heefjkele&ve Deelee nw~

mebieerle efÛeefkeâlmee keâer heefjYee<ee Deewj cenlke :

mebieerle efÛeefkeâlmee (Music Therapy) ken heæefle
nw efpemeceW mebieerle keâes ceeveefmekeâ, Yeekeveelcekeâ Deewj Meejerefjkeâ
mkeemLÙe megOeej kesâ efueS Skeâ efÛeefkeâlmeerÙe meeOeve kesâ
™he ceW ØeÙeesie efkeâÙee peelee nw~ Ùen heæefle kÙeefòeâ keâer
YeekeveeDeeW, mce=efleÙeeW Deewj efkeÛeejeW keâes Útkeâj Yeerlej mes

GheÛeej keâjleer nw~

YeejleerÙe Meem$eerÙe mebieerle ceW jeieeW keâe efkeMes<e
cenlke nw~ ØelÙeskeâ jeie keâe meceÙe, ceewmece Deewj ceveesoMee
mes ienje mebyebOe ceevee peelee nw~ pewmes- jeie ojyeejer keâes
ienve ceeveefmekeâ Meebefle Øeoeve keâjves keeuee, jeie Ùeceve
keâes keâ®Cee Deewj Øesce keâer Yeekevee peieeves keeuee, Deewj
jeie Yewjkeer keâes meblegueve Skeb Yeekeveelcekeâ efmLejlee osves
keeuee keâne peelee nw~

mebieerle efÛeefkeâlmee keâe cenlke Deepe kesâ Ùegie ceW
lespeer mes yeÌ{e nw, keäÙeeWefkeâ Ùen Deveskeâ Meejerefjkeâ Deewj
ceeveefmekeâ mecemÙeeDeeW kesâ meceeOeeve ceW meneÙekeâ efmeæ
nes jner nw~

1. ceeveefmekeâ mkeemLÙe ceW Ùeesieoeve : mebieerle megveves
mes ceefmle<keâ ceW [esheeefceve, mesjesšesefveve pewmes jmeeÙeveeW
keâe œeeke yeÌ{lee nw, efpememes leveeke, efÛeblee Deewj
Dekemeeo ceW keâceer Deeleer nw~ Ùen OÙeeve keâer Skeâ
efkeefOe Yeer nw, pees ceeveefmekeâ Meebefle Deewj Skeâe«elee
keâes yeÌ{eleer nw~ Dekemeeo«emle jesefieÙeeW kesâ efueS
mebieerle Skeâ mekeâejelcekeâ keeleekejCe lewÙeej keâjlee
nw, pees Gvekesâ ceveesyeue keâes yeÌ{elee nw~

2. Meejerefjkeâ mkeemLÙe hej ØeYeeke : mebieerle keâe
ØeÙeesie ùoÙe ieefle, jòeâÛeehe Deewj Õemeve oj keâes
efveÙebef$ele keâjves ceW efkeâÙee peelee nw~ efkeefYeVe DevegmebOeeveeW
ceW Ùen efmeæ ngDee nw efkeâ Meem$eerÙe jeieeW keâe efveÙeefcele
ßekeCe Deefveõe, GÛÛe jòeâÛeehe Deewj oo& ØeyebOeve
ceW ueeYekeâejer nw~ Dee@hejsMeve kesâ henues Deewj yeeo
ceW mebieerle megveeves mes jesieer keâer Ieyejenš Deewj oo&
keâer DevegYetefle keâce nesleer nw~

3. kÙeefòeâlke efkekeâeme Skeb meeceeefpekeâ ueeYe :
mebieerle efÛeefkeâlmee kÙeefòeâ keâer Deelce-DeefYekÙeefòeâ,
DeelceefkeÕeeme Deewj jÛeveelcekeâlee keâes Øeeslmeeefnle
keâjleer nw~ mecetn mebieerle efÛeefkeâlmee mes meeceeefpekeâ
keâewMeue, menÙeesie Deewj otmejeW kesâ Øeefle menevegYetefle
keâer Yeekevee Yeer efkekeâefmele nesleer nw~ Ùen efkeMes<e
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™he mes yeÛÛeeW, ke=æpeveeW Deewj efokÙeebie kÙeefòeâÙeeW
kesâ efueS ueeYekeâejer nw~

4. efkeMes<e mecetneW ceW GheÙeesefielee : Dee@efšpce mheskeäš̂ce
ef[meDee@[&j, ef[ceWefMeÙee, heeefkeâËmebme jesie Deewj mš̂eskeâ
mes heerefÌ[le jesefieÙeeW kesâ efueS mebieerle efÛeefkeâlmee
DelÙeble ØeYeekeer heeF& ieF& nw~ Ùen Gvekeâer meb%eeveelcekeâ
#eceleeDeeW, mce=efle Deewj mebÛeej keâewMeue keâes yesnlej
yeveeves ceW meneÙekeâ nw~

5. meebmke=âeflekeâ Skeb DeeOÙeeeflcekeâ cenlke : Yeejle
ceW ØeeÛeerve keâeue mes ner mebieerle keâes DeejesiÙekeâejer
Meefòeâ ceevee ieÙee nw~ jeie efÛeefkeâlmee (Raga

Therapy) kesâ Debleie&le efkeefYeVe jeieeW kesâ ceeOÙece
mes ceve Deewj Mejerj kesâ meblegueve keâes meeOee peelee
nw~ Ùen ve kesâkeue jesieeW mes cegefòeâ efoueelee nw,
yeefukeâ kÙeefòeâ keâes Deebleefjkeâ Meebefle Deewj Deeeflcekeâ
meblees<e Yeer Øeoeve keâjlee nw~

Deveskeâ DevegmebOeeveeW mes Ùen ØeceeefCele ngDee nw efkeâ
mebieerle megveves mes ceefmle<keâ ceW [esheeefceve, mesjesšesefveve
Deewj Sb[e@efhe&âve pewmes ‘heâerue ieg[’ jmeeÙeveeW keâe œeeke
neslee nw, efpememes leveeke, Dekemeeo Deewj ceeveefmekeâ Lekeâeve
keâce nesleer nw~ meeLe ner, ùoÙeieefle Deewj jòeâÛeehe keâes
Yeer efveÙebef$ele keâjves ceW ceoo efceueleer nw~

mebÙegòeâ ØeYeeke keâe kew%eeefvekeâ DeeOeej :

neue kesâ ke<eeX ceW Deveskeâ efkeMes<e%eeW Deewj MeesOekeâlee&DeeW
ves Ùen efkeÛeej efkeâÙee nw efkeâ Ùeefo Ùeesie Deewj mebieerle
efÛeefkeâlmee keâes mebÙegòeâ ™he mes ØeÙeesie efkeâÙee peeS, lees
kÙeefòeâ kesâ ceeveefmekeâ, Meejerefjkeâ Deewj Yeekeveelcekeâ mkeemLÙe
hej Fmekeâe ienje Deewj mece«e ØeYeeke heÌ[ mekeâlee nw~

Ùeesie Mejerj keâes efmLej keâjlee nw, ØeeCeeÙeece Õemeve
ØeCeeueer keâes megÂÌ{ keâjlee nw Deewj OÙeeve ceve keâes Meebefle
Øeoeve keâjlee nw~ keneR mebieerle efÛeefkeâlmee YeekeveeDeeW keâes
Útkeâj ceve keâer ienjeF& ceW efkeßeebefle ueeleer nw~ peye keâesF&
kÙeefòeâ OÙeeve keâjles meceÙe GheÙegòeâ jeie megvelee nw, lees
Gmekeâe OÙeeve DeefOekeâ ienje nes peelee nw~ Fmemes ceeveefmekeâ

leveeke keâe mlej Deewj Yeer DeefOekeâ Iešlee nw Deewj Deelce-
mebkesovee (Self-awareness) ceW ke=efæ nesleer nw~

mebÙegòeâ DeYÙeeme mes ceefmle<keâ keâer Deuheâe Deewj
Leerše lejbieW meef›eâÙe nesleer nQ, pees ienve efkeßeebefle Deewj
Deebleefjkeâ meblegueve keâer DekemLee ceW hengBÛeves ceW meneÙekeâ
nesleer nQ~ Fmekesâ Deefleefjòeâ, keâesefš&meesue pewmes leveeke necee&sve
keâe mlej Iešlee nw, efpememes vekeâejelcekeâ efkeÛeej keâce
nesles nQ Deewj mekeâejelcekeâ Tpee& keâe mebÛeej neslee nw~

GösMÙe :

1. Ùeesie Skeb mebieerle efÛeefkeâlmee kesâ mebÙegòeâ ØeYeeke keâe
DeOÙeÙeve keâjvee~

2. ceeveefmekeâ mkeemLÙe, leveeke ØeyebOeve Deewj meb%eeveelcekeâ
#eceleeDeeW hej Fmekesâ ØeYeeke keâe Deekeâueve keâjvee~

3. Ùen efkeMues<eCe keâjvee efkeâ mebÙegòeâ efÛeefkeâlmee, Dekesâues
Ùeesie Ùee Dekesâueer mebieerle efÛeefkeâlmee keâer leguevee ceW
DeefOekeâ ØeYeekeer keäÙeeW nes mekeâleer nw~

MeesOe heæefle :

Ùen MeesOe cegKÙele: mewæebeflekeâ Skeb keCe&veelcekeâ
(Descripitive) heæefle hej DeeOeeefjle nw~

œeesle : efkeefYeVe hegmlekeâeW, MeesOehe$eeW, kew%eeefvekeâ
uesKeeW Skeb kesâme mš[erÌpe keâe DeOÙeÙeve~

efkeMues<eCe : Ùeesie Deewj mebieerle efÛeefkeâlmee kesâ ØeYeekeeW
keâer legueveelcekeâ meceer#ee~

meerceeSB : Ùen heshej Yeefke<Ùe kesâ ØeÙeesieelcekeâ
MeesOe kesâ efueS DeeOeej Øemlegle keâjlee
nw~

[sše DeOÙeÙeve : Ùeesie Skeb mebieerle keâe mebÙegòeâ ØeÙeesie
keâe ØeYeeke~

DeOÙeÙeve keâer ™hejsKee :

ØeefleYeeefieÙeeW : 30 (18–45 ke<e& kesâ DeeÙeg keie&
keâer mebKÙee kesâ heg®<e Deewj ceefnueeSB)

DekeefOe : 8 mehleen
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keâeÙe&›eâce : Øeefleefove 30 efceveš Ùeesie (Deemeve,
ØeeCeeÙeece, OÙeeve)

Øeefleefove 20 efceveš YeejleerÙe Meem$eerÙe
mebieerle (jeie ojyeejer, jeie Ùeceve,
jeie Yewjkeer) keâe ßekeCe

GösMÙe : ceeveefmekeâ leveeke, veeRo keâer iegCekeòee
Deewj peerkeve meblees<e hej ØeYeeke keâe
Deekeâueve

cetuÙeebkeâve GhekeâjCe :

Perceived Stress Scale (PSS)

Pittsburgh Sleep Quality Index (PSQI)

Life Satisfaction Scale (LSS)

ØecegKe heefjCeece (Data Findings)

leveeke mlej (PSS mkeâesj) :

ÛejCe Deewmele mkeâesj megOeej (%)

nmle#eshe mes henues    26.5     –

nmle#eshe kesâ yeeo    15.2   42.6%

ØeefleYeeefieÙeeW kesâ leveeke ceW Deewmeleve 42.6% keâer keâceer
osKeer ieF&~

veeRo keâer iegCekeòee (PSQI mkeâesj) :

ÛejCe Deewmele mkeâesj megOeej (%)

nmle#eshe mes henues    11.8     –

nmle#eshe kesâ yeeo     6.4   45.8%

ØeefleYeeefieÙeeW keâer veeRo keâer iegCekeòee ceW 45.8% keâe
megOeej heeÙee ieÙee~

peerkeve meblees<e (LSS mkeâesj) :

ÛejCe Deewmele mkeâesj megOeej (%)

nmle#eshe mes henues    19.4     –

nmle#eshe kesâ yeeo    28.7   47.9%

ØeefleYeeefieÙeeW kesâ peerkeve meblees<e mlej ceW 47.9% keâer
ke=efæ ngF&~

ØeefleYeeefieÙeeW keâer Øeefleef›eâÙeeSB (meb#eshe ceW) :

‘‘Ùeesie kesâ yeeo mebieerle megveves mes OÙeeve Deewj Yeer
ienje ngDee~’’

‘‘ceve keâer yesÛewveer keâce nes ieF&, Deewj veeRo keâer
DekeefOe yeÌ{er~’‘

‘‘megyen keâer efoveÛeÙee& ceW Fme mebÙeespeve ves hetjs efove
keâer Tpee& keâes mekeâejelcekeâ jKee~’’

heefjCeece :

mewæebeflekeâ Skeb hetke& MeesOeeW kesâ DeeOeej hej efvecve
efve<keâ<e& meeceves Deeles nQ :

Ùeesie mes Meejerefjkeâ ueÛeerueeheve, Õemeve #ecelee Skeb
ceeveefmekeâ mhe<šlee yeÌ{leer nw~

mebieerle efÛeefkeâlmee mes Yeekeveelcekeâ efmLejlee Skeb
ceeveefmekeâ efkeßeebefle efceueleer nw~

mebÙegòeâ ™he mes Fve oesveeW keâe DeYÙeeme keâjves mes
leveeke ceW Deewmeleve 40–60% lekeâ keâceer osKeer ieF& nw~

veeRo keâer iegCekeòee ceW megOeej, mekeâejelcekeâ meesÛe ceW
ke=efæ, leLee Skeâe«elee ceW mhe<š Deblej osKee ieÙee~

vÙetjesyeeÙeesuee@efpekeâue DeOÙeÙeve yeleeles nQ efkeâ ceefmle<keâ
ceW mekeâejelcekeâ vÙetjesš^ebmeceeršj keâe mlej yeÌ{lee nw~

efve<keâ<e& :

Ùeesie Deewj mebieerle efÛeefkeâlmee kesâ mebÙegòeâ ØeYeekeeW keâe
ienve efkeMues<eCe yeleelee nw efkeâ oesveeW heæefleÙeeB Skeâ-
otmejs keâer hetjkeâ nQ~ Ùeesie Mejerj keâes mkemLe yeveelee nw,
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ØeeCeeÙeece Õemeve ØeCeeueer keâes megÂÌ{ keâjlee nw, Deewj
OÙeeve ceve keâes kesâbefõle keâjlee nw~ mebieerle efÛeefkeâlmee
Yeekeveelcekeâ mkeemLÙe hej meerOee ØeYeeke [eueleer nw Deewj
ceve keâes ienjeF& mes Meeble keâjleer nw~

mebÙegòeâ ™he mes, Ùes kÙeefòeâ kesâ mebhetCe& mkeemLÙe hej
mece«e ØeYeeke [eueles nQ~ Ùen efkeMes<e ™he mes Gve ueesieeW
kesâ efueS ueeYekeâejer nes mekeâlee nw, pees peerkeveMewueer
jesie, efÛeblee, Dekemeeo Ùee Deefveõe pewmeer mecemÙeeDeeW mes
petPe jns nQ~ kegâÚ ÛegveewefleÙeeB Yeer nQ, pewmes- ØeefMeef#ele
Ùeesie efMe#ekeâ Deewj mebieerle efÛeefkeâlmekeâ keâe DeYeeke,
kÙeefòeâ efkeMes<e keâer ®efÛe Deewj Devegkeâtuelee Deewj efveÙeefcelelee
yeveeS jKevee~ Ùeesie Skeb mebieerle efÛeefkeâlmee kesâ mebÙegòeâ
ØeYeeke keâe DeOÙeÙeve yeleelee nw efkeâ Ùen heæefle Meejerefjkeâ,
ceeveefmekeâ Deewj Yeekeveelcekeâ mkeemLÙe keâes megÂÌ{ keâjves
keâe meMeòeâ ceeOÙece nw~ Ùen efyevee efkeâmeer og<ØeYeeke kesâ
kÙeefòeâ keâes meblegueve, ceeveefmekeâ Meebefle Deewj peerkeve ceW
mekeâejelcekeâ Âef<škeâesCe Øeoeve keâj mekeâleer nw~ DeekeMÙekeâlee
Fme yeele keâer nw efkeâ Fme efoMee ceW Deewj Yeer ienve
ØeÙeesieelcekeâ MeesOe efkeâS peeSB, leeefkeâ kew%eeefvekeâ ØeceeCeeW
kesâ meeLe Fme heæefle keâes peve-peve lekeâ hengBÛeeÙee pee
mekesâ~ mkeemLÙe veerefle ceW Yeer Fmes Meeefceue efkeâÙee peeS
Deewj efÛeefkeâlmekeâerÙe hejeceMe& kesâ ™he ceW Fmekeâe GheÙeesie
yeÌ{eÙee peeS~

meboYe& metÛeer :

1. Meem$eer, Deej, (2017), Ùeesie : efmeæeble Deewj kÙekenej,
keejeCemeer : ÛeewKecyee mebmke=âle ØekeâeMeve~

2. heeb[sÙe, SmeÊ (2019), YeejleerÙe mebieerle efÛeefkeâlmee :
Skeâ DeOÙeÙeve, veF& efouueer : ceesleerueeue yeveejmeeroeme~

3. Mecee&, SÊ (2020), mebieerle efÛeefkeâlmee Deewj ceeveefmekeâ
mkeemLÙe hej ØeYeeke, YeejleerÙe ceveesefke%eeve heef$ekeâe, 45(2),
112–118 .ht tps: / /doi.org/10.123 4/
bpj.2020.45.2.112

4. eflekeejer, SceÊ (2018), Ùeesie Deewj mkeemLÙe : kew%eeefvekeâ
Âef<škeâesCe, Ùeesie efke%eeve MeesOe heef$ekeâe, 12 (1),
25–31~

5. ieghlee, SveÊ & kecee&, heerÊ (2021), mebÙegòeâ efÛeefkeâlmee
heæefleÙeeW keâe ceveeskew%eeefvekeâ ØeYeeke, YeejleerÙe mkeemLÙe
MeesOe heef$ekeâe, 19 (3), 210–218. https://
doi.org/10.5678/ijhr.2021.19.3.210

6. peesMeer, kesâÊ (2016), jeieeW keâe ceeveefmekeâ mkeemLÙe hej
ØeYeeke, cegbyeF& : Yeejle mebieerle ØekeâeMeve~

7. efmebn, DeejÊ (2019), Ùeesie Skeb mebieerle keâe mebÙegòeâ
DeYÙeeme : Skeâ legueveelcekeâ DeOÙeÙeve, mkeemLÙe Deewj
meceepe, 8 (4), 77–83~

8. Deshmukh, V. D. (2018). Yoga and music
therapy: An integrative approach for mental
wellness. Journal of Integrative Medicine,
16(6), 409–414. https://doi.org/10.1016/
j.joim.2018.09.003.

9. Kumar, S., & Jain, R. (2020). Effectiveness
of combined yoga and music therapy on
stress reduction. Indian Journal of Psycho-
logical Medicine, 42(4), 376–381. https://
doi.org/10.1177/0253717620929370.

10. Mishra, P. (2015), Ùeesie oMe&ve, efouueer : vesMeveue
heefyueefMebie neGme~
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ueeskeâ mebkesovee kesâ efÛelesjs : [e@Ê jeceMeyo efmebn keâer
efÛe$eelcekeâ Âef<š

Fvoue Ùeeoke
(hebpeerÊ mebÊ-374184)

MeesOe Úe$e, efÛe$ekeâuee efkeYeeie
ÂMÙe keâuee mebkeâeÙe

keâeMeer efnvot efkeÕeefkeÅeeueÙe, keejeCemeer

meejebMe :

ceeveke keâe mkeYeeke jÛeveelcekeâ jne nw, ken DeejcYe mes ueskeâj Deye lekeâ kegâÚ ve kegâÚ jÛelee DeeÙee nw~ Gòej
ØeosMe ueeskeâ efÛe$ekeâuee kesâ Skeâ ØecegKe keâueekeâej [e@Ê jeceMeyo efmebn keâer efÛe$eelcekeâ Âef<š Deewj Gvekesâ Éeje efÛeef$ele
ueeskeâ mebkesoveeDeeW kesâ efkeefkeOe ™heeW keâe ienve DeOÙeÙeve Øemlegle keâjlee nw~ Ùen Skeâ mebkesoveMeerue ueeskeâ-Ûeslevee kesâ
keenkeâ nQ, efpevekeâer keâuee ceW «eeceerCe peerkeve, meebmke=âeflekeâ hejbhejeSB, ueeskeâ efkeÕeeme, Deewj DeeOÙeeeflcekeâ Ûeslevee
peerkeble ™he ceW Øekeâš nesleer nw~ Gvekeâe efÛe$ekeâce& Meem$eerÙe ™efÌ{ÙeeW mes Deueie, peveceeveme keâer DevegYetefleÙeeW Deewj Yetefce
keâer iebOe mes Deesle-Øeesle nw~ jbieeW keâe ÛeÙeve DelÙeble DeLe&hetCe& nw~ ueeue, heeruee, nje, veeruee pewmes cetue jbie Gvekesâ
efÛe$eeW ceW Glmeke, Deewj Øesce keâe ØeefleefveefOelke keâjles nQ~ Gvekesâ efÛe$eeW ceW ueeskeâ ØeleerkeâeW keâe jÛeveelcekeâ GheÙeesie efceuelee
nw, pewmes ke=#e, he#eer, veejer Deeke=âefle, yewue, nue, veoer, metÙe&, ceÚueer Deeefo~ Ùes Øeleerkeâ efkeâmeer efveef<›eâÙe hejbheje
keâe oesnjeke veneR, yeefukeâ meebmke=âeflekeâ Deefmcelee keâer mecekeâeueerve kÙeeKÙee nQ~ kes ueeskeâ efceLekeâeW keâes veS Âef<škeâesCe
mes efÛeef$ele keâjles nQ~ Fvekeâer Âef<š ceW «eeceerCe m$eer kesâkeue Skeâ hee$e veneR, yeefukeâ me=peve Deewj mebIe<e& keâer Oegjer nw~
Gvekeâer efÛe$ekeâuee ceW meeQoÙe& Deewj DeeOÙeeeflcekeâlee keâer ØeefleefveefOe yevekeâj GYejleer nw~ kes ieeBke keâer mebkesovee Deewj
ÙeLeeLe&lee kesâ meeLe efÛeef$ele keâjles nQ~

yeerpe Meyo :

ueeskeâ keâuee, efÛe$ekeâuee, meewvoÙe&, meebmke=âeflekeâ, hejbheje~

Yetefcekeâe :

ueeskeâ Meyo kesâ oes cegKÙe DeLe& ØeÛeefuele nQ~ Skeâ
meceepe Deewj otmeje peve-meeOeejCe Ùee peve-mecegoeÙe~
FvneR mecegoeÙeeW Éeje me=efpele šsÌ{s-cesÌ{s efkeâvleg Yeekevee mes
Deesle-Øeesle jsKeeefÛe$eeW keâes ueeskeâ keâuee keâne peelee nw~
Ùen kesâkeue «eeceerCe #es$eeW lekeâ meerefcele veneR nw, yeefukeâ

veiejeW, pebieueeW, heneÌ[eW Deewj ÉerheeW hej yemes meceepeeW keâer
Yeekeveelcekeâ DeefYekÙeefòeâ Yeer ueeskeâ keâuee kesâ oeÙejs ceW
Deeleer nw~ Ùen keâuee Deheveer hejbhejeDeeW, jerefle-efjkeepeeW
Deewj Deeefoce efkeÕeemeeW kesâ Øeefle DeemLeeMeerue nesleer nw,
efpemekesâ Ûeueles Fmes DeefMeef#ele Skeb DemeYÙe ueesieeW keâer
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keâuee ceevee peelee jne nw~ ojDemeue, Ùener keie& Fme
keâuee keâe ØeefleefveefOelke keâjlee nw Deewj Fmes peerkeble yeveeS
jKelee nw~ ueeskeâ keâuee, mkeÙeb ueeskeâ mes pegÌ[er ngF& nw,
Deewj Gmes Deeies yeÌ{eves keâe keâeÙe& keâjleer nw~ efkeâbleg, Ùen
kesâkeue ueeskeâ-ceeveme keâer heejbheefjkeâ meeQoÙe&-yeesOe keeueer
DeefYekÙeefòeâÙeeW lekeâ meerefcele veneR jner~ Deye FmeceW ueeskeâ
ieerle, ueeskeâ ve=lÙe, ueeskeâ keâLeeSB, DebOe-efkeÕeeme, mLeeveerÙe
ieeLeeSB, ueeskeâesefòeâÙeeB Deewj hensefueÙeeB Yeer meefcceefuele keâj
ueer ieF& nQ~ Fme veS efkemleej keâes ueskeâj efkeâmeer Øekeâej
keâer Demenceefle veneR nw, yeefukeâ Fmes menpe mkeerke=âefle
Øeehle nes jner nw~ ueeskeâ keâuee keâes Dekeämej ueeskeâ-ceeveme
keâer menpe Deewj mkeeYeeefkekeâ DeefYekÙeefòeâ kesâ ™he ceW
osKee peelee nw, efkeâbleg Fme Âef<škeâesCe  ceW Skeâ meerefcelelee
Yeer efveefnle nw~ Ùen ceeve uesvee efkeâ ueeskeâ keâuee menpe
Deewj kesâkeue ceewefuekeâ hejbheje keâer keenkeâ nw, Gme peefšue
meeceeefpekeâ, Ssefleneefmekeâ Deewj meebmke=âeflekeâ Øeef›eâÙee keâes
DeveosKeer keâjvee nw, efpemekesâ ceeOÙece mes Ùen keâuee
efkekeâefmele nesleer nw~ Ùen meÛe nw efkeâ ueeskeâ keâuee ØeeÙe:
DeefueefKele jnleer nw, Deewj heerÌ{er oj heerÌ{er nmleebleefjle
nesleer nw~ ueeskeâ keâueekeâejeW keâe veece ØeeÙe: De%eele jnvee
Yeer Skeâ DeeueesÛevee keâe efyebog nw, pees Ùen oMee&lee nw efkeâ
efkeâme Øekeâej ueeskeâ hejbhejeDeeW ceW kÙeefòeâ keâer me=peveelcekeâlee
meecetefnkeâlee ceW ueghle nes peeleer nw, efpememes keâueekeâej keâe
efkeefMe<š Ùeesieoeve DeÂMÙe jn peelee nw~ Ùen Yeer keânvee
nw, efkeâ ueeskeâ keâuee Meem$eerÙe kÙeekeâjefCekeâ efveÙeceeW mes
cegòeâ nw~ Ùen Skeâ Øekeâej keâer efvejhes#elee Deewj mejuelee keâe
efceLe jÛelee nw~  ÙeneB meeQoÙe& kesâkeue ™he Ùee meepe-meppee
lekeâ meerefcele veneR, yeefukeâ GheÙeesefielee, Øeleerkeâelcekeâlee
Deewj meecetefnkeâ menYeeefielee pegÌ[e neslee nw~ «eecÙe heefjkesMe
ceW meeQoÙe& keâe DeLe& neslee nw~ Øeeke=âeflekeâlee, meblegueve,
jbieeW keâer mecejmelee Deewj peerkeve kesâ Øeefle menpe Âef<škeâesCe~
ueeskeâ efÛe$eeW ceW jbieeW keâe ÛeÙeve ceveeskew%eeefvekeâ Deewj
Øeleerkeâelcekeâ neslee nw~ pewmes-ueeue jbie Glmeke, Øesce ke
Meefòeâ keâe Øeleerkeâ neslee nw, nje jbie Øeke=âefle Deewj Meebefle
keâe, heeruee jbie heefke$elee Deewj %eeve keâe~ Fve jbieeW keâe

ØeÙeesie menpe neslee nw, efkeâbleg Fvekesâ heerÚs ienjs meebmke=âeflekeâ
Deewj Yeekeveelcekeâ DeLe& efÚhes nesles nQ~ Ùen jbieyeesOe Gme
meceepe keâer meecetefnkeâ DevegYetefle keâes ™he oslee nw~ ueeskeâ
keâuee keâer meyemes yeÌ[er efkeMes<elee Ùen nw, efkeâ ken Deheves
heefjkesMe Deewj ueeskeâpeerkeve mes ienjs ™he ceW pegÌ[er nesleer
nw~ ken peveceeveme keâer mce=efle, efkeÕeeme, Glmeke, keâce&keâeb[,
ke=âef<e, Deewj Øeke=âefle mes pegÌ[s Deveefievele efke<eÙeeW keâes DeefYekÙeòeâ
keâjleer nw~ Ùen ienjs Deeeflcekeâ meeQoÙe& keâe DevegYeke
keâjeleer nw, pees peerves keâer DevegYetefle yeve peeleer nw~ ken
meecetefnkeâ mce=efle Deewj DevegYeke keâe efkemleej neslee nw~
ken keâuee osKeves kesâ efueS veneR, peerkeve ceW GheÙeesie kesâ
efueS yeveleer nw, ceb[he mepeeves kesâ efueS, oerkeejeW hej
efÛeef$ele keâjves kesâ efueS neslee nw~ ueeskeâ keâuee ceW meeQoÙe&
Gme ueeskeâ mebkesovee mes GlheVe neslee nw pees Øeke=âefle,
oskelee, $e+legÛe›eâ Deewj «eece peerkeve kesâ leceece he#eeW mes
Yeekeveelcekeâ mebyebOe yeveelee nw~ Ùen keâuee ve kesâkeue
meeQoÙe& keâes Øemlegle keâjleer nw, yeefukeâ Gmes ueeskeâ efkeÕeemeeW
Deewj DeemLee mes peesÌ[leer nw~

Øeleerkeâ efÛeÖ efkeâmeer meceepe keâer meebmke=âeflekeâ henÛeeve
keâes ™he Øeoeve keâjles nQ~ GoenjCe kesâ efueS, ieeW[
efÛe$ekeâuee ceW hesÌ[ peerkeve Deewj kebMe hejbheje keâe Øeleerkeâ
nw~ ceOegyeveer ceW ceÚueer, mece=efæ Deewj MegYelee keâe mebkesâle
nw~ Ùes Øeleerkeâ Gme #es$e efkeMes<e keâer meebmke=âeflekeâ Deelcee
keâes kÙeòeâ keâjles nQ~ Øeleerkeâ efÛeÖ ueeskeâkeâLeeDeeW, oskeer-
oskeleeDeeW, Øeeke=âeflekeâ MeefòeâÙeeW Deewj DebOeefkeÕeemeeW mes
pegÌ[s nesles nQ~ pewmes-metÙe& Deewj Ûebõcee, meceÙe, efveÙeefle
Deewj Tpee& kesâ Øeleerkeâ nQ~ kes efkeâmeer efkeÛeej Ùee keâLee keâes
efyevee MeyoeW kesâ DeefYekÙeòeâ keâjves keâe meMeòeâ ceeOÙece
yeveles nQ~

[e@Ê jeceMeyo efmebn : YeejleerÙe ueeskeâ keâuee kesâ
Gve Ûegefveboe keâueekeâejeW ceW mes Skeâ nQ efpevneWves hejbheje
Deewj DeeOegefvekeâlee kesâ yeerÛe mesleg keâe keâeÙe& efkeâÙee~ Gvekeâe
pevce 1 pegueeF&, 1950 keâes Gòej ØeosMe kesâ Deefnjewueer,
ueeueiebpe, DeeÌpeceieÌ{ ceW ngDee~ «eeceerCe heefjkesMe ceW
heues-yeÌ{s nesves kesâ keâejCe Gvekesâ keâuee-mebmeej ceW ueeskeâ
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peerkeve, mebmke=âefle Deewj ØeleerkeâeW keâe efkeMes<e ØeYeeke heefjueef#ele
neslee nw~ keâuee efMe#ee keâe DeewheÛeeefjkeâ ØeejbYe keâeMeer
efnbot efkeÕeefkeÅeeueÙe, keejeCemeer mes efkeâÙee, peneB mes GvneWves
Sce.Sheâ.S. (heWefšbie) keâer GheeefOe 1977 ceW Øeehle
keâer~ Fmekesâ heMÛeeled GvneWves ‘keejeCemeer peveheo keâer
ueeskeâkeâueeDeeW keâe efkeMues<eCeelcekeâ DeOÙeÙeve’ efke<eÙe
hej MeesOe keâj heer-SÛeÊ[erÊ (1982) cesj" efkeÕeefkeÅeeueÙe,
cesj" mes Øeehle keâer~ Fme MeesOekeâeÙe& ves Gvekesâ keâuee
Âef<škeâesCe keâes ienjeF& Øeoeve keâer Deewj ueeskeâ keâuee keâes
mecePeves keâe Skeâ efkeMues<eCeelcekeâ Âef<škeâesCe efkekeâefmele
efkeâÙee~ [e@Ê jeceMeyo efmebn keâer keâuee ueeskeâ mebkesovee mes
DeesleØeesle nw~ Gvekesâ efÛe$eeW ceW «eeceerCe peerkeve keâer menpelee,
hejbhejeiele Øeleerkeâ Deewj meeceeefpekeâ-meebmke=âeflekeâ mebjÛeveeSB
Øekeâš nesleer nQ~ kes Deheveer jÛeveeDeeW kesâ ceeOÙece mes ve
kesâkeue meeQoÙe&yeesOe keâes DeefYekÙeòeâ keâjles nQ, yeefukeâ
ueeskeâ mebmke=âefle kesâ meeceeefpekeâ Deewj Oeeefce&keâ DeeÙeeceeW
keâes Yeer efÛeef$ele keâjles nQ~ [e@Ê jeceMeyo efmebn keâe mebhetCe&
peerkeve Deewj keâuee Ùee$ee ueeskeâ mebmke=âefle kesâ mebj#eCe
Deewj Gmekesâ vekeeÛeej keâe Øeleerkeâ nw~ Fvekeâer keâuee ceW
Ûeewkeâ hetjvee, keâesnyej, efkekeen-ieejer ieerle, Ûewle veewceer,
meePeer, oMenje, ieesOeve hetpee, heerefÌ[Ùee, [ern-Ûeewje,
MegYe oerheekeueer, Deeefo ueeskeâ keâueeDeeW keâes mebkesoveehetCe&
efÛe$eCe efkeâÙee nw~ GvneWves ueeskeâ keâuee keâes kesâkeue
meb«eneueÙeerÙe kemleg veneR jnves efoÙee, yeefukeâ Gmes peerkeble
DeefYekÙeefòeâ ceW heefjkeefle&le keâj mecekeâeueerve heefjØes#Ùe Øeoeve
efkeâÙee~ kes ve kesâkeue Skeâ ueeskeâ efÛe$ekeâej nQ yeefukeâ Skeâ
meebmke=âeflekeâ omleekesÌpekeâlee& Yeer nQ, efpevekeâer keâuee YeejleerÙe
ueeskeâ peerkeve keâe ÂMÙe Fefleneme Øemlegle keâjleer nw~

ueeskeâ keâuee : Yeejle ceW Ûeewkeâ hetjvee Skeâ cenlkehetCe&
ueeskeâefÛe$eCe hejbheje nw, efpemes efkeefYeVe #es$eeW ceW Deueie-
Deueie veeceeW mes peevee peelee nw~ pewmes-ceneje<š^ ceW
‘jbieesueer’, Gòej ØeosMe ceW ‘Ûeewkeâ hetjvee’, DeuceesÌ[e
Deewj ieÌ{keeue ceW ‘Deehevee’, efyenej ceW ‘Denheve’, Deewj
yebieeue ceW ‘Deuhevee’ keâne peelee nw~ Ùen ueeskeâmebmke=âefle
keâes DeefYekÙeòeâ keâjves keâe menpe, mejue Deewj ueeskeâefØeÙe

™he nw, hejbleg Gòej ØeosMe ceW Fmekeâer efkeMes<e Yetefcekeâe
osKeves keâes efceueleer nw~ Gòej ØeosMe ceW, ueieYeie ØelÙeskeâ
ceebieefuekeâ Dekemej hej Iej Deewj hetpee-mLeueeW keâes ieesyej
Ùee efceóer mes ueerhekeâj Ûeewkeâ hetjves keâer hejbheje nw~
efkekeen, nkeve, hetpeve, keâLee, ›ele, DeefleefLe melkeâej,
Deewj yeÛÛes kesâ pevce kesâ Ú"s efove Ú"er mebmkeâej kesâ
Dekemej hej Ûeewkeâ hetjvee DeekeMÙekeâ ceevee peelee nw~ Fmes
GbieefueÙeeW kesâ heesjeW kesâ efveMeeve, mehle-keâceue, De<š-
keâceue Deewj DevÙe DeuebkeâjCeeW mes mepeeÙee peelee nw~
ceefnueeSb Deewj hebef[lepeer Fmes metKes Deešs, Yeeries ngS
heermes Ûeekeue (Denheve), nuoer, jesueer Deeefo mes efveefce&le
keâjles nQ~ Ûeewkeâ yeveeves ceW efkeMes<e ™he mes Debiet"s Deewj
lepe&veer Gbieueer keâe GheÙeesie efkeâÙee peelee nw~ Ûeewkeâ hetjves
kesâ efueS meyemes henues efveOee&efjle mLeue keâes efceóer Ùee
ieesyej mes ueerhee peelee nw, efheâj DeeÌ[er-eflejÚer Deewj
meerOeer jsKeeDeeW leLee pÙeeefceleerÙe DeekeâejeW (ke=òe, keie&,
DeeÙele, <ešdkeâesCe, De<škeâesCe) keâe GheÙeesie keâj ØeleerkeâeW
keâes Gkesâje peelee nw~ FveceW mkeeefmlekeâ (meefleÙee), ÛejCe,
keâueMe, keâceue, oske-osefkeÙeeW kesâ DeeÙegOe Deeefo keâe
efkeMes<e Debkeâve efkeâÙee peelee nw~ Ûeewkeâ keâe efvecee&Ce
Deebieve, osnjer, Éej, cebefoj, Ùe%e mLeue Deewj mebmkeâej
mLeueeW hej efkeâÙee peelee nw~ efpeme hej keâueMe mLeehevee keâer
peeleer nw Deewj oske ØeefleceeDeeW keâes efkejepeceeve efkeâÙee peelee
nw~ oskeeslLeeve SkeâeoMeer hej efkeMes<e Ûeewkeâ hetjkeâj ner
Yeiekeeve efke<Ceg keâes peeie=le efkeâÙee peelee nw, efpemekesâ yeeo
ceebieefuekeâ keâeÙe& DeejbYe nesles nQ~ ueeskeâkeâuee Deheves Deehe ceW
Meebefle, ceÙee&oe Deewj cebieuekeâecevee keâe Øeleerkeâ nesleer nw~
ØelÙeskeâ kÙeefòeâ Deheves heefjkeej keâer mece=efæ, keâuÙeeCe Deewj
megKe-Meebefle kesâ efueS pevceeslmeke, cegb[ve, efkekeen, ›ele,
melÙeveejeÙeCe keâLee Deeefo Oeeefce&keâ Deveg…eve keâjlee nw~
Fve ÛeewkeâeW ceW ceebieefuekeâ Ûeewkeâ, keâuÙeeCekeâejer Ûeewkeâ,
mebmkeâej Ûeewkeâ, Deewj lÙeesnej Ûeewkeâ ØecegKe ™he mes yeveeS
peeles nQ~ FvnW ies™, metKes Deešs (iesntb Ùee Ûeekeue), nuoer,
Denheve (heermes ngS Ûeekeue keâe Ieesue), heâtueeW Deewj ieeÙe
kesâ ieesyej Deeefo mes lewÙeej efkeâÙee peelee nw~



172
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

efÛe$e (1) Meer<e&keâ : Ûeewkeâ hetjvee, keâwvekeeme yees[,
S›eâsefuekeâ jbie, 2020

1. ceebieefuekeâ Ûeewkeâ :

ceebieefuekeâ Ûeewkeâ keâe efvecee&Ce MegYe DekemejeW hej
efkeâÙee peelee nw, Deewj Ùen efleefLe, ceen, he#e
(Megkeäue, ke=â<Ce), ve#e$e Deeefo keâer ieCevee kesâ
Devegmeej efveOee&efjle neslee nw~ efkekeen, ie=n ØekesMe,
ke<e&ieeb", Ú"er Deeefo ceebieefuekeâ DekemejeW hej Fmekeâe
efkeMes<e cenlke neslee nw~

2. keâuÙeeCekeâejer Ûeewkeâ :

Ùen Ûeewkeâ Oeeefce&keâ Deewj DeeOÙeeeflcekeâ ™he mes
DelÙeble cenlkehetCe& ceevee peelee nw~ Fmekeâe GheÙeesie
oskeer-oskeleeDeeW keâes Deemeve osves kesâ efueS efkeâÙee
peelee nw~ efkeMes<e Oeeefce&keâ Deveg…eve, melÙeveejeÙeCe-
keâLee, ßeerceÆeiekele keâLee, DeKeb[ jeceeÙeCe hee",
Deewj DevÙe hetpeve DekemejeW hej oske cetefle&ÙeeW keâes
efkejepeceeve keâjves kesâ efueS Ûeewkeâ yeveeÙee peelee nw~

3. mebmkeâej Ûeewkeâ :

efnbot Oece& ceW meesuen mebmkeâejeW keâe efkeMes<e cenlke
neslee nw, Deewj FveceW mes DeefOekeâebMe ceW Ûeewkeâ hetjves
keâer hejbheje osKeves keâes efceueleer nw~ pevce mebmkeâej,

kesâ meceÙe Iej keâer oerkeejeW hej Meefòeâ kesâ oskeleeDeeW
kesâ Øeleerkeâ Debefkeâle efkeâS peeles nQ, leeefkeâ kes efMeMeg
keâer j#ee keâj mekesâb~ Ú"er mebmkeâej, pevce kesâ Ú"s
efove (Ú"er mebmkeâej) Deešs mes Ûeewkeâ yeveeÙee peelee
nw, efpeme hej oerhekeâ peueeÙee peelee nw~ ceefnueeSb
Fme Dekemej hej meesnj ieerle ieeleer nQ~ yejner
mebmkeâej, pevce kesâ yeejnkeW efove (yejner) Iej kesâ
cegKÙe Éej lekeâ Deešs keâer heeBÛe jsKeeSB KeeRÛekeâj
ceOÙe ceW ke=#e yeveeÙee peelee nw~

keâesnyej : keâesnyej efÛe$eeW keâe Fefleneme DelÙeble
ØeeÛeerve nw~ ceevÙelee nw efkeâ jepee pevekeâ ves meerlee efkekeen
kesâ meceÙe mLeeveerÙe ceefnuee keâueekeâejeW mes oerkeejeW hej
keâesnyej efÛe$e yevekeeS Les~

efÛe$e (2) Meer<e&keâ : keâesnyej, keâwvekeeme yees[&,
S›eâsefuekeâ jbie, 2022

Yeejleke<e& ceW efkekeen mebmkeâej mes pegÌ[er Deveskeâ ueeskeâ
hejbhejeSB ØeÛeefuele nQ, keâesnyej’ Meyo ‘keâes…kej’ mes
yevee nw, efpemekeâe DeLe& nw ‘otuns keâe keâceje’~ efkekeen kesâ
yeeo keOet keâes mensefueÙeeB ieerle ieeles ngS kej kesâ meeLe Fmeer
keâcejs ceW ueeleer nQ, peneB kej-keOet keâe ØeLece efceueve neslee
nw~ keâesnyej Iej keâer oerkeejeW hej ies™ mes kegâueoskeer
‘ceeÙej’ Deewj mehle ceele=keâeDeeW kesâ Øeleerkeâ mke™he meele
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ieesyej kesâ efheC[ yeveeS peeles nQ, efpevnW efmevotj mes šerkeâe
keâj Deepeerkeve megneieve jnves keâer keâecevee keâer peeleer nw~
hetkeer& Gòej ØeosMe Deewj efyenej ceW Ùen hejbheje efkeMes<e ™he
mes ØeÛeefuele nw~ efkekeen kesâ meceÙe veeGve, keeefjve,
keâneefjve DeLekee Iej keâer yengSB oerkeejeW keâes ies™ mes
mepeeleer nQ~ oerkeej keâes henues ueerhekeâj Ûeekeue kesâ Ieesue
mes heeslee peelee nw Deewj yeeBme keâer šnveer mes yeves yeÇMe mes
efÛe$e jÛes peeles nQ~ oesnjer jsKeeSB kej-keOet kesâ meeLe-meeLe
jnves keâe Øeleerkeâ ceeveer peeleer nQ~ efÛe$eCe ceW neLeer
(ieCesMe keâe Øeleerkeâ), metjpe-ÛeeBo, keâceue-nbme, meeBhe-
efyeÛÚg Deewj heg<he-heefòeÙeeB yeveeF& peeleer nQ~ Ùen efÛe$eCe
MegYe Deewj cebieuekeâecevee keâe Øeleerkeâ ceevee peelee nw leLee
efkekeen kesâ Skeâ ke<e& lekeâ Fmes veneR efcešeÙee peelee~

efve<keâ<e& :

[e@Ê jeceMeyo efmebn keâer efÛe$eelcekeâ Âef<š YeejleerÙe
ueeskeâ mebmke=âefle kesâ cetueYetle lelkeeW keâe meMeòeâ ÂMÙe-
ØemlegleerkeâjCe nw~ GvneWves Deheveer keâuee kesâ ceeOÙece mes ve
kesâkeue ueeskeâ peerkeve kesâ meeQoÙe& keâes Gkesâje nw, yeefukeâ
Gmekeâer meebmke=âeflekeâ ienjeF&, Oeeefce&keâ Øeleerkeâelcekeâlee Deewj
meeceeefpekeâ meboYeeX keâes Yeer peerkeble efkeâÙee nw~ Gvekesâ efÛe$e
«eeceerCe peerkeve keâer mejuelee, hejbhejeDeeW keâer efvejblejlee Deewj
ueeskeâ mebkesovee keâer Deelcee keâes cetle& ™he Øeoeve keâjles
nQ~ Gvekeâer ke=âefleÙeeW ceW Ùen mhe<š ™he mes osKee pee
mekeâlee nw efkeâ meceepe keâer meecetefnkeâ mce=efle Deewj meebmke=âeflekeâ
henÛeeve keâer DeefYekÙeefòeâ nw~ [e@Ê efmebn ves Deheveer efÛe$eelcekeâ
Mewueer ceW heejbheefjkeâ ØeleerkeâeW keâes DeeOegefvekeâ heefjØes#Ùe ceW

hegvehe&efjYeeef<ele keâj GvnW veF& Øeemebefiekeâlee Øeoeve keâer nw~
Dele: keâne pee mekeâlee nw efkeâ [e@Ê jeceMeyo efmebn ve
kesâkeue ueeskeâ efÛe$ekeâej nQ, yeefukeâ kes ueeskeâ mebmke=âefle kesâ
mebkeenkeâ Deewj Gmekesâ ÂMÙe Fefleneme kesâ jÛeveekeâej Yeer
nQ~ Gvekeâer keâuee YeejleerÙe ueeskeâ peerkeve keâer peÌ[eW mes
pegÌ[keâj mecekeâeueerve keâuee efkeceMe& keâes Skeâ efkeefMe<š
DeeÙeece Øeoeve keâjles nw~ Fme Øekeâej Gvekeâer efÛe$eelcekeâ
Âef<š kele&ceeve Deewj Deeves keeueer heerefÌ{ÙeeW kesâ efueS ueeskeâ
mebmke=âefle keâes mecePeves Deewj Gmekesâ mebj#eCe kesâ efueS
Øesjkeâ efmeæ nesleer nw~

meboYe& «ebLe metÛeer :

1. oskeer jeefOekeâe , 2018, DeÙeesOÙee keâer ueeskeâ keâuee Skeâ
DeOÙeÙeve, keeCeer ØekeâeMeve~

2. keâuee $ewceeefmekeâ, 2020 jepÙe ueefuele keâuee Dekeâeoceer~

3. Ûelegke&soer cecelee, 2018, meewvoÙe&Meem$e, jepemLeeve efnvoer
«ebLe Dekeâeoceer~

4. keâuee $ewceeefmekeâ, Debkeâ 33, jepÙe ueefuele keâuee Dekeâeoceer~

5. keâuee $ewceeefmekeâ, Debkeâ 7, jepÙe ueefuele keâuee Dekeâeoceer~

6. efkeÕejbie, 2021, Debkeâ 3, DeeFmeskeäš heefyuekesâMeve~

7. efceßee DekeOesMe, 2023, keâuee mebkesovee, Øeueskeâ ØekeâeMeve~

8. [e@Ê jeceMeyo efmebn, 05/08/2025 otjYee<e mebÛeej,
ueeskeâ keâuee hej keelee&ueehe~

9. https://hi.wikipedia.org/wiki/%E0%A4%
B2%E0%A5%8B%E0%A4%95%E0%A4%95
%E0%A4%B2%E0%A4%BE
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YeejleerÙe mebmke=âefle Deewj cetuÙeeW hej DeeOegefvekeâlee keâe ØeYeeke :
DeMeeskeâ kegâceej ‘Deeme’ kesâ keâekÙe-meb«eneW kesâ heefjhes#Ùe ceW

Fbog jeveer [e@Ê efkeveeso kegâceej
MeesOeeLeer& men-ØeeOÙeehekeâ
uekeueer ØeesheâsMeveue Ùetefvekeefme&šer, uekeueer ØeesheâsMeveue Ùetefvekeefme&šer,
heâiekeeÌ[e, hebpeeye heâiekeeÌ[e, hebpeeye

meejebMe :

kele&ceeve meceÙe lekeâveerkeâer Ùegie nw~ Deepe ØelÙeskeâ #es$e ceW efove-Øeefleefove lekeâveerkeâer efkekeâeme nes jne nw efpememes
Deepe «eeceerCe leLee Menjer nj #es$e kesâ ueesieeW kesâ peerkeve keâer cetueYetle DeekeMÙekeâleeDeeW ceW heefjkele&ve DeeÙee nw~ Ùen
heefjkele&ve DeeOegefvekeâlee leLee heefMÛeceer ØeYeeke kesâ keâejCe DeeÙee nw~ kele&ceeve meceÙe ceW DeeOegefvekeâlee Yeejle kesâ
meeceeefpekeâ Deewj meebmke=âeflekeâ heefjkesMe keâes ØeYeeefkele keâjves keâe Dence keâejCe nw~ Yeejle keâe ØelÙeskeâ #es$e (veiej,
keâemyee, ieeBke) hej DeeOegefvekeâlee leLee heeMÛeelÙe mebmke=âefle keâe ØeYeeke lespeer mes yeÌ{ jne nw~ DeeOegefvekeâlee kesâ ØeYeeke
mes YeejleerÙe mebmke=âefle kesâ cetue lelke pewmes: meYÙe mebkeeo, efMe<šeÛeej, meefn<Ceglee, oÙee, hejeshekeâej keâer Yeekevee Skeb
efve:mkeeLe& meskee Deeefo Yeeke Kelce nesles pee jns nQ~ efpemekesâ heefjceeCemke™he meceepe ceW heefjkeej leLee efjMles štšles pee
jne nw~ DeeOegefvekeâlee kesâ ØeYeeke mes kele&ceeve meceÙe ceW heefjkeejeW keâer mebkeâuhevee Kelce nes jner nw~ ueesie Deheveer
hejbhejeDeeW mes otj nes jns nw~ ØeeÛeerve meceÙe mes Ûeueer Dee jner mece=æ YeejleerÙe mebmke=âefle hej DeeOegefvekeâlee keâe ØeYeeke
Fme keâoj nekeer nes jne nw efkeâ ueesieeW keâer heejbheefjkeâ peerkeveMewueer, kÙekenej, efkeÛeej, Deehemeer Øesce leLee meewneo& leLee
Deveskeâ heejbheefjkeâ GmetueeW ceW Yeer yeoueeke Dee ieÙee nw~ YeejleerÙe mebmke=âefle hej DeeOegefvekeâlee keâe kÙeehekeâ ØeYeeke heÌ[e
nw, efpememes veweflekeâ cetuÙe yen ieS nw~ efjMleeW ceW efce"eme keâe mLeeve keâšglee ves ues efueÙee nw~

yeerpe Meyo :

DeeOegefvekeâlee, heejbheefjkeâ, kew%eeefvekeâleekeeo, DeewÅeesefiekeâ, DeewheÛeeefjkeâ~
Yetefcekeâe :

Øeke=âefle ceW heefjkele&ve efvejblej Ûeueves keeueer Øeef›eâÙee
nw~ ØeeÛeervekeâeue mes ueskeâj Deepe lekeâ ceeveke peerkeve ceW
Deveskeâ heefjkele&ve DeeS nw~ efpememes ceeveke kesâ peerkeve kesâ
efkeefYeVe he#e - meeceeefpekeâ, DeeefLe&keâ, jepeveereflekeâ leLee
meebmke=âeflekeâ Deeefo ØeYeeefkele ngS nw~ kele&ceeve meceÙe ceW
Fve heefjkele&veeW keâe ØelÙe#e mebyebOe DeeOegefvekeâlee mes nw~

[e@Ê MecYet veeLe efueKeles nQ- ‘‘DeeOegefvekeâlee Deheves Deehe
ceW keâesF& cetuÙe veneR nw, peerkeve keâes peeveves, mecePeves
Deewj jÛeves keâer efkekeâeme Meerue Âef<š nw~’’1 DeeOegefvekeâlee
keâes kÙeeKÙeeefÙele keâjles ngS efMeume ves DeeOegefvekeâ kÙeefòeâ
keâe meebmeeefjkeâ ™he Fme Øekeâej efÛeef$ele efkeâÙee nw- ‘‘DeeOegefvekeâ
nesves keâe DeLe& nw ‘S[keebme’ nesvee, DeLee&le Oeveer nesvee,
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heeefjkeeefjkeâ ke Oeeefce&keâ meòee kesâ PecesueeW mes cegòeâ nesvee~
Fmekeâe DeLe& nw- leeefke&âkeâ ke yegefækeeoer nesvee~ Ùeefo keâesF&
Ssmee yegefækeeoer nes peelee nw lees Gmekesâ efueS meebmeeefjkeâlee,
kew%eeefvekeâleekeeo Skeb megKekeeo keâes ÚesÌ[keâj Deewj keâesF&
hejbheje veneR jn peeleer~’’2 DeeOegefvekeâlee leke&â Deewj yegefæ
hej yeue osleer nw efpememes ceeveke Deheveer hejchejeiele ceevÙeleeDeeW
leLee cetuÙeeW mes otj nes jne nw leLee ceveg<Ùe Skeâue
heefjkeej keâes cenlke os jns nw~ efpememes nceejs meebmke=âeflekeâ
heefjkesMe ceW yeoueeke DeeÙee nw~ Deepe kesâ oewj ceW cetuÙeeW
keâer Øeefle…e cetuÙenervelee ceW heefjkeefle&le nesves ueieer~ ceeveke
keâer Fme cetuÙenervelee ves heefjkeej Deewj meceepe keâes efyeKejeke
kesâ Éej hej ueekeâj KeÌ[e keâj efoÙee nw~ DeeOegefvekeâlee kesâ
Fme oewj ceW nceejer meesÛe Fleveer mebkegâefÛele nes ieF& nw efkeâ
Deepe meeceeefpekeâ Deewj heeefjkeeefjkeâ meecetefnkeâlee efkeueghle
nes ieF& nw~ ceveg<Ùe DeeOegefvekeâlee kesâ Fme oewj ceW leke&âmebielelee
Deewj ØeceeefCekeâlee kesâ Ûekeäkeâj ceW Deheveer hejcheje leLee
cetuÙeeW mes nškeâj Deheveer veF& henÛeeve yeveeves ceW ueiee
nw~ efpememes YeejleerÙe mebmke=âefle ceW efveefnle cetuÙeeW leLee
Gmekesâ meebmke=âeflekeâ heefjkesMe keâes neBefve hengbÛeer nw~ ceveg<Ùe
DeeOegefvekeâ keânueeves kesâ efueS Deheveer meebmke=âeflekeâ peÌ[eW
mes otj nes ieÙee nw~ efpemekesâ heefjCeecemke™he Deheveer mebmke=âefle
keâer ienjeF& Deewj efkeefkeOelee kesâ Øeefle mecePe Deewj ØeMebmee
keâer keâceer ngF& nw~ DeeOegefvekeâlee keâe ØeYeeke owefvekeâ peerkeve
kesâ keâF& henuegDeeW ceW osKee pee mekeâlee nw, efpemeceW Keeve-
heeve, henveekee, kÙekenej, efMe<šeÛeej, peeleerÙe hejbhejeSB
Deeefo Meeefceue nQ~ DeMeeskeâ kegâceej ‘Deeme’ kesâ keâekÙe
meb«en kesâ ceeOÙece mes nce YeejleerÙe mebmke=âefle hej DeeOegefvekeâlee
kesâ ØeYeeke keâes osKeves keâe ØeÙeeme keâjWies~

DeeOegefvekeâlee kesâ ØeYeeke ves meeceeefpekeâ Ì{ebÛes keâes
hetjer lejn yeoue efoÙee nw~ ke=âef<ekeâ meceepe keâe mLeeve
veiejerÙe DeewÅeesefiekeâ meceepe ves ues efueÙee nw~ Fme DeewÅeesefiekeâ
›eâebefle ves meceepe kesâ mecegÛes Ì{ebÛes ceW heefjkele&ve uee efoÙee
nw~ peerefkekeâe keâer leeueeMe ceW ueesie MenjeW keâer Deesj peeves
ueies nw~ efpememes ieeBke štšves ueies Deewj Menj Deefmlelke
ceW Deeves ueies nw~ MenjeW keâer lejheâ ueesieeW kesâ heueeÙeve

kesâ heefjCeecemke™he mebÙegòeâ heefjkeej Yeer štšves ueies nw~
ceeveke kÙekenej DeewÅeesefiekeâ DevegMeemeve mes efveÙebef$ele nesves
ueiee nw efpememes peerkeve ceW Ùeebef$ekeâ efveÙeefcelelee Deeves ueieer
nw~ DeeOegefvekeâlee kesâ ØeYeeke mes ceveg<Ùe keâe meeceeefpekeâ
kÙekenej Yeer DeewheÛeeefjkeâ nes ieÙee nw~

keâefke ‘Deeme’ Deheves keâekÙe-meb«en ceW yeoueles meceÙe
ceW efjMleeW ceW Kelce nesleer mebkesovee keâes ceeB kesâ ceeOÙece mes
efoKeeves keâe ØeÙeeme keâjles nQ~ Deepe kesâ meceÙe ceW yeÛÛeeW
Éeje ceeB-yeehe hej Deveskeâ DelÙeeÛeej efkeâS pee jns nw~
GvnW Iej mes yeenj efvekeâeue efoÙee peelee nw efpememes
cepeyetjve GvnW ke=æeßece ceW MejCe uesveer he[leer nw~ ceeB-
yeehe Deheves yeÛÛeeW kesâ efueS Deveskeâ keâ<š menve keâjles
nw~ uesefkeâve Deepe ceeb-yeehe yeÛÛeeW kesâ keâejCe oj-oj
Yeškeâves keâes cepeyetj nw~ Deepe DeeOegefvekeâlee kesâ ØeYeeke
mes nceves Deheves mebmkeâejeW mes, Deheves keâle&kÙeeW mes, Deheveer
efpeccesoeefjÙeeW mes leLee Deheveer mebmke=âefle mes cegBn ceesÌ[keâj
DeheveeW keâes meÌ[keâ hej uee efoÙee nw~

‘‘Deepe/nce keânles nw/keâueÙegie nw/MeeÙeo/Deheveer
veeoeefveÙeeW hej/heoe& [euevee Ûeenles nQ/keäÙeeWefkeâ/nce yeoue
ieS/nceejer ceeveefmekeâleeSb/nceejer mebkesoveeSb/nceeje efjMleeW
kesâ Øeefle Âef<škeâesCe/Ùeneb lekeâ keâer nce mkeÙeb/Deheves Øeefle
efkeâleves keâ"esj nes ieS/nceW mkeÙeb keâes veneR ceeuetce~’’3

YeejleerÙe meveeleve mebmke=âefle leLee YeejleerÙe heefjkeej
hejcheje keâer efkeefMe<šleeDeeW hej Yeer DeeOegefvekeâlee ves keâ"gjeIeele
efkeâÙee nw~ Deepe Yeeweflekeâlee keâer DevOeer oewÌ[ ceW Meeefceue
kÙeefòeâ Deheves keâle&kÙeeW keâes leekeâ hej jKe keâj Deheves peerkeve
cetuÙeeW mes cegBn ceesÌ[ yew"e nw~ efpememes efjMleeW ceW mkeeLe&hejlee
leLee meeceeefpekeâ peÌ[lee keâe pevce nes ieÙee nw Deewj efjMles
štšves keâer keâieej hej nw~ keâefke ‘Deeme’ efjMleeW ceW Kelce
nes jner mebkesovee kesâ efke<eÙe ceW efueKeles nw :

‘‘Deepe kesâ Fbmeeve ves Yeer/efjMleeW keâer peÌ[eW keâes/
ÚesÌ[ efoÙee nw {eruee/Deewj efjMles Yeer heÌ[ ieS nQ heerues
/cej ieF& nw Gvekeâer/mebkesoveeDeeW keâer peÌ[W/leYeer lees ueielee
nw/Deepe keâe Fbmeeve/yeieerÛes ceW KeÌ[s/"tB" yeves/Gme hesÌ[
pewmee~’’4
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DeeOegefvekeâ Ùegie ceMeerveer Ùegie nw~ efpeme Øekeâej ceMeerve
Ûeueleer nw Deepe Gmeer lepe& hej ceveg<Ùe Ûeue jne nw~
mebkesoveeDeeW keâes ceeveke ves ojefkeâveej keâj hewmeeW keâes
Gmekeâe mLeeve os efoÙee nw~ hewmes nw lees efjMleeW kesâ ceeFves
nw veneR lees efjMles ieS YeeÌ[ ceW~ Deepe kesâ Ùegie ceW efjMleeW
keâe štšvee ceveg<Ùe kesâ efueS keâesF& DenefceÙele veneR jKelee
keäÙeeWefkeâ Deepe ceveg<Ùe kesâ Yeerlej mebkesovee Kelce nes ieF&
nw Deepe ceeveke kesâkeue ceMeerve yeve keâj jn ieÙee nw~
keâefke ‘Deeme’ Yeer Deheves keâekÙe-meb«en ceW efjMleeW kesâ
štšves kesâ oo& keâes Fme Øekeâej kÙeeve keâjles nw~

‘‘efjMleeW ceW peye mebkesovee/cej peeleer nw vee/Gme
meceÙe Ketve kesâ efjMles Yeer/heeveer yeve peeles nw/heeheer yeve
peeles nw efpeve efjMleeW ceW mebkesovee jnleer nw/ken efjMles
Ûeens/Ketve kesâ ve Yeer neW ieefjcee GvneR efjMleeW keâer nesleer
nw vee~’’5

heefjkeej meceepe keâer meyemes Úesšer leLee cenlkehetCe&
FkeâeF& nw~ heefjkeej mes ner meceepe leLee je<š^ keâe efvecee&Ce
neslee nw~ Yeejleke<e& ner Skeâ Ssmee osMe nw peneB Deepe Yeer
heefjkeejeW keâer heefjkeâuhevee nw~ hejvleg Deepe DeeOegefvekeâlee
keâer oewÌ[ ves Yeejle ceW Yeer heefjkeejeW keâes štšves keâer jen hej
uee efoÙee nw~ nceejer mebmke=âefle ceW Ssmes heefjkeej Yeer ngS
nw efpemeves Deheveer ceeve-ceÙee&oe kesâ efueS meye kegâÚ ÚesÌ[
efoÙee Lee~ Deepe kesâ Ùegie ceW ceveg<Ùe kegâÚ Yeer osvee veneR
Ûeenlee~ Fmeer meesÛe ves nceejs yeerÛe Ssmeer oerkeej KeÌ[er
keâj oer nw efpemes DeeOegefvekeâ Ùegie keâe ØeeCeer Ûeen keâj Yeer
veneR ueebIe mekeâlee~ keâefke ‘Deeme’ Yeer Deheves keâekÙe
meb«en kesâ ceeOÙece mes heefjkeej ceW mebkesovee Kelce nesves mes
efjMleeW keâer pees efmLeefle nesleer nw Gmekeâe efÛe$eCe yesyeekeâer
mes keâjles ngS efueKeles nw~

‘‘Deheves heefjkeej keâer keâLee ceW Yeer efpeö kesâ keâejCe
nceeje nbmelee Kesuelee heefjkeej efyeKej ieÙee~’’6

Yeejle keâer mebmke=âefle efkeÕe keâer efieveer-Ûegveer mebmke=âefleÙeeW
ceW mes Skeâ nw pees kele&ceeve ceW Yeer Deheves Deefmlelke keâes

yeÛeeS ngS nw Deewj otmejer mebmke=âefleÙeeW keâes Yeer yeÛeeves kesâ
cev$e osleer jnleer nw~ YeejleerÙe mebmke=âefle ceW lees mecemle
mebmeej Skeâ heefjkeej nw hejvlet DeeOegefvekeâlee kesâ ØeYeeke ves
ceveg<Ùe keâes Flevee mkeeLeer& yevee efoÙee nw efkeâ ken Deheves
ner heefjkeej keâes OeesKee osves ceW Yeer veneR nerÛekeâlee~ ceeB
keâe heefke$e efjMlee Yeer Deepe keâuebefkeâle nw~ ‘Deeme’ Deheves
keâekÙe-meb«en kesâ ceeOÙece mes ceneYeejle kesâ hee$eeW keâe
DeeOegefvekeâ Ùegie kesâ meboYeeX ceW keCe&ve keâjles ngS keânles nw~

‘‘pees ceeB yeeuekeâ keâes ieeso ceW efKeueeleer nw pees ceecee
yeÛÛeeW keâes KegefMeÙeeB oslee nw meceÙe-DemeceÙe Fve efjMleeW
ves ceevekeerÙelee keâes keäÙee keâuebefkeâle veneR efkeâÙee~’’7

YeejleerÙe mebmke=âefle ves ncesMee keâce& kesâ cenlke hej
yeue osles ngS efyevee heâue keâer efÛeblee efkeâS keâce& kesâ ceeie&
hej Ûeueves keâer ØesjCee oer nw~ keâce& keâjvee ceveg<Ùe keâe
keâle&kÙe nw heâue Gmekesâ neLe ceW veneR nw~ YeejleerÙe
mebmke=âefle kesâ Devegmeej pees ceveg<Ùe keâce& keâjlee nw Gmekeâe
heâue Gmes DekeMÙe efceuelee nw~ hejvleg Deepe DeeOegefvekeâlee
kesâ ØeYeeke mes ceveg<Ùe ceW keâce& kesâ Øeefle vekeâejelcekeâ
Âef<škeâesCe Dee ieÙee nw Deepe keâe ceveg<Ùe efyevee keâce&
efkeâS meye kegâÚ heevee Ûeenlee nw~ DeMeeskeâ kegâceej ‘Deeme’
Yeer Deheves keâekÙe-meb«en kesâ ceeOÙece mes keâce& keâes efkeMes<e
cenlJe osles ngS efueKeles nw :

‘‘legce/keâce& keâjles ÛeueeW/heâue keâer efÛeblee keâjvee/
legcneje keâece veneR nw legcneje keâece/cee$e/Deewj/cee$e/
keâce& keâjles Ûeuevee nw keâce& keâjles Ûeuevee nw~’’8

YeejleerÙe mebmke=âefle ceW Øeke=âefle leLee hesÌ[-heewOeeW keâer
hetpee keâer peeleer nw~ YeejleerÙe mebmke=âefle kesâ Devegmeej GveceW
oskeer-oskelee efvekeeme keâjles nw~ efkeâvleg Deepe kele&ceeve
meceÙe ceW ceveg<Ùe Deheves ueeYe kesâ efueS Øeke=âefle keâes vegkeâmeeve
hengBÛee jne nw~ pebieueeW keâes keâeš keâj meÌ[kesâ, hegue leLee
yeÌ[er yeÌ[er FceejleeW keâe efvecee&Ce efkeâÙee pee jne nw,
efpememes Øeke=âefle keâe meblegueve efyeieÌ[ jne nw~ keâefke ‘Deeme’
Yeer Deheves keâekÙe meb«en kesâ Éeje Øeke=âefle kesâ Øeefle Deheveer
mebkesovee Øekeâš keâjles nw~
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‘‘Gme/"tB" ngS hesÌ[ keâe/efkeâmeves efkeâÙee Ssmee neue?
/keäÙeeWefkeâ nceves / Gmekeâer peÌ[eW ceW/ÚesÌ[ efoÙee heeveer
[euevee/Deewj yevee efoÙee nceves/njs- Yejs Skeâ hesÌ[ keâes
"tB"~’’9

efve<keâ<e& :

Deble ceW keâne pee mekeâlee nw efkeâ YeejleerÙe mebmke=âefle
efkeÕe keâer ceneve mebmke=âefleÙeeW ceW Skeâ nw~ YeejleerÙe mebmke=âefle
ves hetjs efkeÕe keâes Deheveer lejheâ Deekeâef<e&le efkeâÙee nw efkeâvleg
DeeOegefvekeâlee kesâ ØeYeeke ceW nce Deheveer mebmke=âefle mes otj
nes jns nw~ nceW DeeOegefvekeâlee keâes Deheveevee ÛeeefnS uesefkeâve
Deheveer mebmke=âefle, peerkeve cetuÙeeW, ceevekeerÙe cetuÙeeW kesâ
meeLe~ DeeOegefvekeâlee keâe meekeâejlcekeâ ØeYeeke nceejs efkeÛeejeW,
nceejs DeeÛejCe ceW efoKevee ÛeeefnS ve efkeâ Deheves cetue mes
Deueie neskeâj peerkeve peerves ceW~ keâefke ‘Deeme’ Deheves
keâekÙe-meb«en keâer Yetefcekeâe ceW mebmke=âefle kesâ efke<eÙe ceW
efueKeles nw ‘‘nceejer mebmke=âefle lees peesÌ[ves keeueer nw? Ùen
štšves Deesj efyeKejves keâe Yeeke GmeceW keâneB mes Dee
ieÙee?’’10 ceeveke keâes Deheveer mebmke=âefle leLee DeeOegefvekeâlee
kesâ yeerÛe meblegueve yeveeS jKevee nesiee leYeer meceepe
efkekeâeme keâer lejheâ yeÌ{ mekesâiee leLee nceejer mebmke=âefle keâe
mebj#eCe mebYeke nw~
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Abstract :

Anita Nair’s Mistress discusses the concepts like identity, resilience, and liberation
in an elaborate manner with use of a dance genre called Kathakali. This paper is divided
into two parts. The first part explores how Kathakali functions not merely as a
performance art but as a powerful tool for personal and artistic emancipation for an
individual who remains estranged throughout his/her life. Second part of this paper
deals with two main characters, Koman and Radha and how they undergo nine navarasas
(the nine emotions) and how they bring out kathakali’s deep-rooted connection to
navarasas. Intricately, art is a medium of liberation from mental constraints when
performed with an interest and satisfaction. Kathakali dance is a form of narration. In
addition to storytelling, Kathakali is also a highly stylized form of dance from southern
India. It is where bodily performance meets poetry and ritual. The stage is set bright
with faces painted in thick, symbolic strokes. The dancer’s each gesture with heavy
costumes is a precise word in a silent mode. Kathakali performances generally take
place in temple, courtyard and stage set market place. This paper argues that Kathakali,
as portrayed in the novel, transcends its performative boundaries to emerge as a dynamic
art by fostering liberation for the characters delineated in Mistress.

Keywords :

Kathakali, Art, Sufferings, Resilience, Liberation.

Introduction :

Anita Nair is a renowned writer who
emphasizes the importance of social life,
struggles, art, culture, and emancipation.
In Mistress, Nair segregates the novel into
nine parts., i.e navarasas- about the nine

phases of human emotions. It has long
been a literary tradition that an epic should
portray navarasas in appropriate propor-
tion. But Nair eloquently makes use of the
genre to reveal navarasas in correct propor-
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tion. The nine navarasas are Shingaraam
(love), Haasaym (laughter), Karunam
(sorrowful-compassion), Raudram(fury),
Veeram(vagour), Bhayanakaam, (fear-
some), Bheebhatsam (disgust), Adbbhutam
(wonder), and Shantam (calm, serene)
(Amrutam, 2022). The two main charac-
ters, Koman and Radha, undergo these
nine emotions and they use Kathakali as
a medium of liberation in their particular
lives.

Origin of Kathakali :

 As this paper concentres on the two
categories, that is Kathakali and it’s influ-
ence on liberation, it is necessary to trace
out the origin of Kathakali in the first part.
Kathak means story, kali means dance. As
the name suggests, Kathakali is a beautiful
combination of dance and drama :

Here, Kathakali is an amalgamation of
five forms of arts- primarily Sahityam
meaning literature; Sangeetham mean-
ing music; Chitram meaning painting;
Natyam meaning acting; and Nrityam
meaning dance. This art form is a form
of regaining humanity. Kathakali uses
myths from Ramayana and Mahabha-
rata for narration (Pandya, 2017, p.
181).

Symbolic Roles in Kathakali :

Kathak emphasises intricate and for-
ceful dancing as well as the production of
beats (taals) that are timed to the rhythm
of a tabla bol or pakhawaj. This dance is
said to have originated with King Jamerin,
who is said to have received instructions
from Lord Krishna in a dream to prepare
a dance theatre. This led to the perfor-
mance of Lord Krishna’s dance (known
as “Krishna Aattam”) or his actions. When
this dance became popular, another neigh-
boring king, Kottakara, also started to

have a dance about Lord Rama (Raman
Aattam) in an artistic way. Hence, a tradi-
tion was formed to start the leelas outside
the temple. This dance is now an integral
part of Indian culture and society. Instead
of gestures and symbols, this dance uses
a descriptive style. Traditionally, this dance
can be performed in any open space on a
moonlit night. Before the performance, the
dance is announced in villages with drums,
which is called announcement drumming
(“Kelikottu”). Kelikottu means introductory
performance that is played before a Katha-
kali performance. To create curiosity for
the main dance, before the performance,
two boys enter the stage with a curtain in
hand, which is called Preliminary dance
(‘thodayam’ dance). It is predominantly
created by (nritta), meaning pure dance,
movements without any narrative or emo-
tion (bhava). This sequence is meant to
create anticipation and set a ritualistic tone
before the main story begins. This is follo-
wed by (‘purappadu’), formal entry of the
main character, wherein with conch (shan-
kha) and (mridangam) a type of classical
drum is used. The hero enters with his co-
actors. With this, the story narration for the
dance begins. Thironnattam, is a visually
captivating segment of Kathakali that
showcases the tā .n .dava (vigorous or mas-
culine dance) of excited or heroic characters.
Similarly, one part is devoted to women,
which is called (kummi) folk-based, circu-
lar type of dance, where female characters
in group dance in the circular motion.

Performance Place (Arangam) :

 The “King’s own company of actors”
presented the plays not only in temples and
palaces but also in villages and courtyards.
The new art form, known as “Lord Rama
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Dance,” (ramanattam) quickly gained
popularity throughout the Malayalam-
speaking region, as it was then known, and
people started competing with one another
to create the best Kathakali troupes. This
competition helped the art form develop
quickly. Nair purposely builds her novel
on the structure of a Kathakali performance
in order to make readers understand the
necessity of different emotions to deal
with life. Dharan (2021) discusses, Kathak
as a narrative form that fuses movement.
Even the word ‘Kathak’ is derived from
the Vedic Sanskrit word ‘Katha’, which
means ‘story’. The word ‘Kathakar’ means
story teller or narrator. It is like an oral
tradition, where people pass on ancient
heroic mythology to younger generations
orally. Kathak is based primarily on acting.
This dance gives a lot of weightages to
costume, make-up and musical instrume-
nts. It attempts to perform different leelas
in the form of dance. It only gave birth to
Kathakali dance.

 Nair has fused the form called Katha-
kali with the predominant themes like,
human sufferings, resilience and liberation
in order to reveal the aspects of life. Mainly,
the two characters, Koman and Radha, are
in the drama of life, where art is passio-
nately involved in personal as well as in
social life (Pandya, P. 2017, June. p. 186).
The novel moves from Shringaram to
Shantam - love desire to peace, and each
time one can get an understanding of what
is going to happen in the novel. Nair gives
a deeper meaning to art and life through
her words.

Koman and Radha’s Liberation thro-

ugh Kathakali :

 Art serves as a medium of emancipa-

tion for Koman and Radha. Koman is a
world famous Kathakali artist and he is
the recipient of the prestigious Sahitya
Akademi award for his excellent perfor-
mance of kathakali art form. He has dedi-
cated his entire life to this art and remains
unmarried. To Koman, Kathakali has a
meaning and purpose for his existence. He
admits:

“I am an ordinary man made extraordi-
nary by my art. In this story of my life,
perhaps you will discover, as I will in
the telling, how my art ruled my thou-
ghts and life, how it helped me escape
the confines of my secret fears. In the
end, that is what counts. That art imbues
meaning to one’s existence” (Nair, 2005,
p. 262).

 Koman’s father forces him to get
married and even advises him to be like a
man, not dance like a woman. His brothers
motivate him to enjoy life. His past sweet-
heart, Angela, asks him to stay with her in
London. But he never accepts anything.
He wants to dance only because he is a
devoted Kathakali Artist (Veshakaaran).
More than that he is attached to Kathakali.
He feels Kathakali as his roots for his
happiness and Liberation. Though he is
not involved in any romantic relationships,
he considers his art as his medium of
romantic life and as his mistress, He
admits:

“The man and the artist. I have never
thought of myself as split into dual
parts. Is it possible? … you can tell me
if the man and the artist are one or dual
creatures. You can tell me who rules,
the man or the mistress” (Nair, 2005,
p. 35)

Mistress here symbolizes Kathakali
and it shows Koman’s attachment towards
kathakali which is his passion and profe-
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ssion. More than his external masks during
performances, he is truly liberating him-
self through this dance form called
kathakali.

 Radha is another impeccable charac-
ter in the novel. She is a niece of Koman.
Her sufferings and struggles under a patri-
archal husband form an important part of
the novel, Though her husband Shyam
knows that he is derogating Radha from
the first day his marriage, he doesn’t
understand that his behaviour has made
her go behind Chris, a foreigner and a
writer about Kathakali. When Radha and
Chris become very close, Shyam becomes
furious. He thinks :

“I smell his fragrance on her. I want to
coil her hair around my fist and hold
her down. I want to trap her neck
between my fingers and squeeze the air
out of her treacherous body. I want to
see her flail her arms and struggle for
breath. I want her to see how deeply
she has hurt me and I want her to suffer
for my suffering” (Nair, 2005, p. 350)

Here, it is clear that Shyam is affected
by the affair between Radha and Chris
because of Radha’s liking for Chris. But
the real reason behind her abandonment
of her husband, Shyam, is his toxic beha-
viour. Debotri Dhar observes: “And then
there is Chris, who to Radha seems at first
to be all that her husband is not: modern,
liberated, intellectual, sensitive and accep-
ting of a woman’s equality and opinion”
(6). Radha feels that “their worlds nestled
into each other. We belonged, he and I”
(215). Here, Radha understands that Chris
is a right partner for her. But as their rela-
tionship progresses, she realizes that Chris
is dogmatic in his own way, and that his
“Modernity” is completely circumscribed

by his own location and identity (Raghu-
vamsi & Narayana 2015). Chris is not
ready to leave his foreign roots. So, their
relationship doesn’t continue. Finally, she
becomes so frustrated and leaves both
Shyam and Chris. But, in very difficult
times, Radha comes to Kathakali school
and begins to teach kathakali dance to
students. She helps Koman Aashan, the
Kathakali artist, to teach kathakali dance
to his students for a performance. Here, it
is evident Radha’s only liberation is dance
and art. They give pattern and meaning to
her life. So, she uses Kathakali to relieve
herself of from her painful memories of
her past life. So Kathakali becomes a libe-
ration for Radha. It gives her emotional
and cultural transformation as dance,
especially Indian classical dance, has a
quiet yet powerful way of liberating
women (Killare 2025).

Conclusion :

 In Mistress, Nair blends the classical
dance form called Kathakali with the
characters’ inner conflict and turmoil to
act as a medium of liberation. Kathakali
is used as a medium of liberation to relieve
from the suppressed feelings. As the dance
performance is described to be a feast to
the eyes, it is also used as a vehicle of
change for the psychological liberation of
the characters. In this manner, it can be
concluded that the classical dance form is
used a means of liberation from human
sufferings. This is how Nair sublimates
performance into art and as a movement
of liberation.
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ceuue-Ùegæ : Kesue, mebmke=âefle Deewj efÛe$ekeâuee
ceW Øeefleefyebye

peÙeoerhe ngñe [e@Ê Debpeueer otnve
MeesOeeLeer& men-ØeeOÙeehekeâ
ÂMÙe keâuee efkeYeeie, ÂMÙe keâuee efkeYeeie,
cenef<e& oÙeevebo efkeÕeefkeÅeeueÙe, jesnlekeâ cenef<e& oÙeevebo efkeÕeefkeÅeeueÙe, jesnlekeâ

meejebMe :

ceeveke meYÙelee kesâ meeLe efkekeâefmele nesves keeuee meyemes ØeeÛeerve Kesue nw, efpemekeâe DeeOegefvekeâ ™he kegâMleer nw~
Fmekesâ cetue keâer henÛeeve DeeÙe&kele& (ØeeÛeerve Yeejle) ceW nesleer nw~ ØeeÛeerve keâeue ceW Fmes oes YeeieeW ceuue-›eâerÌ[e
(kÙeeÙeeceelcekeâ) Deewj ceuue-Ùegæ (Ùegæelcekeâ) ceW yeeBše ieÙee Lee~ ceuue-Ùegæ kesâ ØeceeCe jeceeÙeCe, ceneYeejle Deewj
heewjeefCekeâ keâLeeDeeW ceW efceueles nQ, peneB jekeCe-yeeueer leLee ke=â<Ce-keâbme pewmes ÙegæeW keâe keCe&ve nw~ Fmekeâe cegKÙe
GösMÙe ceveesjbpeve Deewj Meefòeâ ØeoMe&ve Lee~ cesueeW Deewj obieueeW ceW Fmekeâer ØeefleÙeesefieleeSB nesleer LeeR leLee ßes… ceuueeW
keâes jepee Meener mebj#eCe Øeoeve keâjles Les~ keâuee Deewj meeefnlÙe ceW Yeer Fmekeâe kÙeehekeâ GuuesKe nw~ efkeMes<ekeâj cegieue,
heneÌ[er Deewj jepemLeeveer efÛe$ekeâuee ceW ceuueeW kesâ efÛe$e efceueles nQ, efpeveceW efm$eÙeeW keâes Yeer heg®<eeW keâer YeeBefle ceuue-
Ùegæ keâjles oMee&Ùee ieÙee nw~ Fme Øekeâej ceuue-Ùegæ kesâkeue Skeâ Kesue veneR, yeefukeâ Yeejle keâer meebmke=âeflekeâ Oejesnj
keâe cenlkehetCe& Debie nw~

yeerpe Meyo :

ceuue-Ùegæ, ceuue, kegâMleer, henueJeeve, efÛe$ekeâuee~

ØecegKe «ebLe Deewj Gvekeâe cenlke :

1. ceevemeesuueeme :

� 12keeR Meleeyoer ceW ÛeeuegkeäÙe jepee meescesÕej
le=leerÙe Éeje jefÛele~

� Fmekesâ ceuue efkeveeso veecekeâ DeOÙeeÙe ceW
henuekeeveeW keâes Deekeâej Deewj Meefòeâ kesâ DeeOeej
hej keieer&ke=âle efkeâÙee ieÙee nw~

� FmeceW yeleeÙee ieÙee nw efkeâ henuekeeveeW keâes
efkeâme Øekeâej kÙeeÙeece keâjvee ÛeeefnS Deewj
efkeâme lejn keâe Yeespeve uesvee ÛeeefnS~

� ke<e& kesâ efkeefYeVe efoveeW ceW efYeVe-efYeVe Deenej
kÙekemLee keâe Yeer GuuesKe efceuelee nw~

2. ceuuehegjeCe :

� mebYekele: 13keeR Meleeyoer keâe «ebLe, pees pÙesef…
ceuue veecekeâ yeÇeÿeCe peeefle mes mebyebefOele
kegâue hegjeCe nw~

� FmeceW ceuueeW keâe keieer &keâjCe Meejerefjkeâ
efkeMes<eleeDeeW kesâ DeeOeej hej efkeâÙee ieÙee nw~

� kegâMleer kesâ efueS 16 Øekeâej kesâ DeYÙeemeeW keâe
efkemleej mes keCe&ve efceuelee nw~
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YeejleerÙe ceuue-Ùegæ Meyo keâe meerOee Devegkeeo
efnboer keekeäÙeebMe ceW YeejleerÙe kegâMleer efkeâÙee pee mekeâlee
nw~ Deiej kele&ceeve meceÙe keâer yeele keâer peeS lees mecemle
Yeejle ceW ner ceuue-Ùegæ Meyo keâe ØeÙeesie yengle keâce
efkeâÙee peelee nw Deewj DeefOekeâebMe henuekeeve ke Gvekesâ
ØeefMe#ekeâ Fmes Skeâ ØeeÛeerve heoveece ceeveles nQ~ Gvekeâe
ceevevee nw efkeâ ceuue-Ùegæ Meyo ØeeÛeerve meceÙe ceW ØeÙeesie
efkeâÙee peelee Lee~ Fmekeâer Meem$eerÙe kÙeglheefòe kesâ keâejCe
Fme Meyo keâe cegKÙe ™he mes ØeÙeesie mebmke=âle efMeef#ele
ueesieeW Éeje ner efkeâÙee peelee nw~ ceuue-Ùegæ keâe cetue
Meyo ceuue efpemekeâe DeLe& nw henuekeeve~ Fmeer Øekeâej
kegâÚ DevÙe Meyo pees nceejs meeceves Deeles jnWies~

1. ceuue keâuee efpemekeâe Devegkeeo nw kegâMleer keâer keâuee

2. ceuue efkeÅee efpemekeâe Devegkeeo nw kegâMleer keâe %eeve

ceuue-Ùegæ : Skeâ mebmke=âle Meyo nw, efpemekeâe
meyemes henuee efueefKele ØeceeCe jeceeÙeCe ceW efceuelee nw~
FmeceW jekeCe Deewj yeeueer kesâ yeerÛe ceuue-Ùegæ keâer
ØeefleÙeesefielee keâe GuuesKe efkeâÙee ieÙee nw~ keâne pee
mekeâlee nw efkeâ ceuue-Ùegæ keâe Fefleneme Glevee ner hegjevee
nw efpelevee efkeâ ceeveke meYÙelee keâe Fefleneme~ DeeOegefvekeâ
keâeue ceW Ùener Kesue ‘kegâMleer’ kesâ veece mes peevee peelee
nw, pees Deye ieös hej Kesueer peeleer nw~ ceuue-Ùegæ keâes
KesueeW keâe pevekeâ keâne peelee nw, keäÙeeWefkeâ Ùen meyemes
ØeeÛeerve Kesue nw Deewj Fmekesâ keâF& ØeceeCe GheueyOe nQ~
kegâMleer ke henuekeeveer oesveeW ner MeyoeW keâe ØeÙeesie ceuue-
Ùegæ keâer leguevee ceW DeefOekeâ efkeâÙee peelee nw~

kele&ceeve meceÙe ceW ‘ceuue-Ùegæ’ Meyo keâe ØeÙeesie
yengle keâce nes ieÙee nw~ DeefOekeâlej henuekeeve Deewj
Gvekesâ ieg® Fmes Skeâ ØeeÛeerve heoveece ceeveles nQ~ Ùen
Meyo mebmke=âle mes efueÙee ieÙee nw, FmeefueS Fmekeâe
GheÙeesie cegKÙe ™he mes kes ueesie keâjles nQ pees mebmke=âle ceW
efMeef#ele nQ~

Deveskeâ ÙetjesheerÙe efkeÉeveeW keâe cele nw efkeâ ceuue-
Ùegæ keâer Glheefòe DeeÙe&kele& (Yeejle keâe ØeeÛeerve veece) ceW

ngF& Leer~ keneR, kegâÚ efkeosMeer FeflenemekeâejeW kesâ Devegmeej
ueieYeie 3400 F&mee hetke& efceœe keâer meYÙelee ceW Yeer
kegâMleer kesâ ØeceeCe efceueles nQ~ Fmekeâe helee yesveer nmeve
keâer iegheâeDeeW keâer oerkeejeW hej yeves efÛe$eeW Deewj helLej keâer
cetefle&ÙeeW mes Ûeuelee nw~

ceuue-Ùegæ Deewj ceuue-›eâerÌ[e :

ØeeÛeerve keâeue ceW Fmes oes YeeieeW ceW efkeYeeefpele
efkeâÙee ieÙee Lee :

1. ceuue-›eâerÌ[e : Ùen Kesue keâe ken mke™he Lee
efpemeceW ØeefleÉbÉer keâes Ûeesefšue veneR efkeâÙee peelee
Lee~ Ùen kÙeeÙeece Deewj ceebmehesefMeÙeeW keâer Meefòeâ
yeÌ{eves keâe ceeOÙece Lee~

2. ceuue-Ùegæ : Ùen Ùegæelcekeâ mke™he Lee efpemeceW
Ûeesš hengBÛeevee Deewj hejeefpele keâjvee Meeefceue Lee~
Fmes Yeer oes YeeieeW ceW yeeBše ieÙee Lee :

� Oejveerheó : Ùen DeeOegefvekeâ kegâMleer pewmee ner
Lee, efpemeceW nej-peerle keâe efveCe&Ùe ØeefleÉbÉer
keâes heer" kesâ yeue efueševes mes neslee Lee~

� Demegje : FmeceW ØeefleÉbÉer keâes nñer leesÌ[keâj
Ùee Ûeesš hengBÛeekeâj njeÙee peelee Lee, efkeâbleg
Gmekeâer nlÙee veneR keâer peeleer Leer~

ØeeÛeerve keâeue ceW ceuue-Ùegæ keâe cegKÙe GösMÙe
ceveesjbpeve Lee~ cesueeW Deewj lÙeesnejeW ceW Fmekeâe DeeÙeespeve
efkeâÙee peelee Lee, peneB efkepeslee keâes hegjmkeâej efceuelee
Lee~ ceevemeesuueeme «ebLe mes Ùen peevekeâejer efceueleer nw
efkeâ DeÛÚs ceuueeW keâes jepee kesleve osles Les Deewj GvnW
Meener efveiejeveer ceW jKee peelee Lee~ lÙeesnejeW ceW kes otmejs
jepÙeeW kesâ henuekeeveeW mes ØeefleÙeesefielee Yeer keâjles Les~

ceuue-Ùegæ kesâ Ûeej ØecegKe Øekeâej :

yeeo ceW ceuue-Ùegæ keâes Ûeej ØekeâejeW ceW yeeBše
ieÙee, efpevekesâ veece heewjeefCekeâ ÙeesæeDeeW Deewj efnbot oskeleeDeeW
hej jKes ieS Les :
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1. nvegcebleer : nvegceeve keâer lejn yeue Deewj lekeâveerkeâ
hej DeeOeeefjle~ FmeceW efkejesOeer keâes hewj hekeâÌ[keâj
efiejevee Deewj heâWkeâvee Meeefceue Lee~

2. peecyegkebleer : FmeceW efkejesOeer keâes hekeâÌ[keâj Deelce-
mecehe&Ce keâjves hej cepeyetj efkeâÙee peelee Lee~ peesÌ[eW
hej oyeeke [eueves keâer lekeâveerkesâb FmeceW ØecegKe LeeR~

3. pejemebOeer : FmeceW ØeefleÉbÉer kesâ DebieeW Deewj peesÌ[eW
keâes leesÌ[ves keâer hekeâÌ[W Meeefceue LeeR~

4. Yeercemesveer : Ùen hetjer lejn yeue Deewj Meejerefjkeâ
Meefòeâ hej DeeOeeefjle Lee~

keâuee ceW ceuue Deewj ceuue-Ùegæ :

YeejleerÙe keâuee ceW ceuue Deewj ceuue-Ùegæ keâe
mLeeve DelÙeble cenlkehetCe& jne nw~ ueieYeie nj keâeue
Deewj Mewueer ceW ceuueeW keâer cetefle&ÙeeB ke efÛe$e yeveeS ieS
nQ~ meyemes ØeeÛeerve %eele cetefle& cenelcee yegæ keâer nw,
efpemeceW GvnW ceuue-Ùegæ keâjles ngS oMee&Ùee ieÙee nw~
Fme ieebOeej Mewueer keâer cetefle& (2jer–3jer Meleeyoer F&mkeer)
ceW oesveeW ceuue Skeâ-otmejs kesâ hewjeW ceW hewj GuePeekeâj
efiejeves keâe ØeÙeeme keâj jns nQDeewj Gvekesâ ÛeejeW Deesj
oMe&keâeW keâer YeerÌ[ efoKeeF& ieF& nw~

Ú"er Meleeyoer F&mee hetke& ceW Yeer ceuue›eâerÌ[e keâe
cenlke Lee~ DebiegòejefvekeâeÙe «ebLe ceW GuuesKe efceuelee nw
efkeâ Gme meceÙe Yeejle 16 cenepeveheoeW ceW efkeYeeefpele Lee,
efpeveceW mes Skeâ ‘ceuue’ keânueelee Lee~ nefjkebMe hegjeCe
ceW Yeer ceuue-Ùegæ kesâ Kesue keâe GuuesKe efceuelee nw~

ceOÙekeâeueerve YeejleerÙe efÛe$ekeâuee ceW ceuue-Ùegæ
keâe yeej-yeej efÛe$eCe ngDee nw~ cegieue Mewueer kesâ Skeâ
Øeefmeæ efÛe$e ceW yeeoMeen yeeyej keâes ceuue-Ùegæ osKeles
ngS efoKeeÙee ieÙee nw~ Ùen efÛe$e yeeyej veecee mes Øeehle
neslee nw Deewj kele&ceeve ceW je<š^erÙe meb«eneueÙe, veF&
efouueer ceW mebjef#ele nw~ FmeceW oes ceuue uebieesš henvekeâj
DeKeeÌ[s ceW mebIe<e& keâjles efoKeeF& ieS nQ, ÛeejeW Deesj
oMe&keâeW keâer YeerÌ[ nw Deewj yeeyej Deheves efmebnemeve hej
yew"keâj Ùen ÂMÙe osKe jns nQ~

meyemes DeefOekeâ ceuue-Ùegæ mebyebOeer efÛe$e jepemLeeveer
Mewueer ceW efceueles nQ~ efkeMes<ekeâj osMekeâ jeefieveer keâer
heeb[gefueefheÙeeW ceW ceuueeW keâes kÙeeÙeece Deewj ceuue-Ùegæ
keâjles ngS oMee&Ùee ieÙee nw~ Fve efÛe$eeW keâer efkeMes<elee Ùen
nw efkeâ FveceW efm$eÙeeW keâes Yeer heg®<eeW keâer YeeBefle kem$e
henvekeâj ceuue-Ùegæ keâjles ngS efoKeeÙee ieÙee nw~

heewjeefCekeâ keâLeeDeeW ceW ceuue-Ùegæ :

ceuue-Ùegæ keâer peÌ[W Yeejle ceW DelÙeble ØeeÛeerve nQ~
Fmekeâe GuuesKe jeceeÙeCe Deewj ceneYeejle pewmes cenekeâekÙeeW
ceW mhe<š ™he mes efceuelee nw~ ‘ceuue-Ùegæ’ Meyo keâe
meeefneflÙekeâ meboYe& meke&ØeLece jeceeÙeCe ceW efoKeeF& oslee
nw, peneB efkeâef<keâbOee kesâ jepee keeueer Deewj uebkeâe kesâ jepee
jekeCe kesâ yeerÛe ngS ceuue-Ùegæ keâe keCe&ve efceuelee nw~
Fmeer «ebLe ceW nvegceeve keâes meke&ßes… ceuue kesâ ™he ceW
Øemlegle efkeâÙee ieÙee nw~ kes jeceYeefòeâ ceW ueerve, yeÇÿeÛeÙe&
keâe heeueve keâjves keeues leLee yeue-heje›eâce ceW DeefÉleerÙe
ceeves ieS nQ~ Deepe Yeer nvegceeve keâes ceuue-Ùegæ keâe
oskelee ceevee peelee nw~ jeceeÙeCe ceW nvegceeve kesâ meeLe-
meeLe Debieo, yeeueer, meg«eerke, peecekevle Deewj efkeYeer<eCe
pewmes ÙeesæeDeeW keâes ceneve henuekeeve kesâ ™he ceW efÛeef$ele
efkeâÙee ieÙee nw~

YeejleerÙe heewjeefCekeâ keâLeeDeeW ceW ke=â<Ce Deewj yeuejece
keâes Yeer Glke=â<š ceuue Ùeesæe yeleeÙee ieÙee nw~ oesveeW ves
ceLegje kesâ jepee keâbme Deewj Gmekesâ ceuueeW keâes hejemle
efkeâÙee~ Deblele: ke=â<Ce Deewj keâbme kesâ yeerÛe ngS ceuue-
Ùegæ ceW ke=â<Ce ves efkepeÙe Øeehle keâj keâbme keâe keOe efkeâÙee~

ceneYeejle ceW Yeer ceuue-Ùegæ kesâ Deveskeâ Øemebie
efceueles nw~ FveceW ØecegKe Ùegæ Yeerce Deewj pejemebOe kesâ
yeerÛe ngDee, efpemeceW Yeerce ves Gmes hejemle keâj oes šgkeâÌ[eW
ceW efkeYeeefpele keâj efoÙee~ kevekeeme kesâ oewjeve Yeerce Deewj
efnef[bye je#eme keâe Ùegæ Yeer Øeefmeæ nw~ efkeješ heke& kesâ
lesjnkeW DeOÙeeÙe ceW GuuesKe nw efkeâ efkeješ veiej ceW
DeeÙeesefpele Skeâ kegâMleer ØeefleÙeesefielee ceW yeueMeeueer henuekeeve
peercetle mes cegkeâeyeues kesâ efueS keâesF& lewÙeej veneR ngDee~
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leye celmÙe vejsMe ves Yeercemesve keâes DeKeeÌ[s ceW Gleeje
Deewj Yeerce ves peercetle keâes hejeefpele keâj Deheveer meeceLÙe&
keâe heefjÛeÙe efoÙee~

ceneYeejle kesâ ØecegKe ceuue Yeerce, ogÙee&sOeve, keâCe&,
pejemebOe Deewj yeuejece ceeves peeles Les~ ceneYeejle kesâ
Ùegæ ceW oesveeW mesveeDeeW ceW DemebKÙe ceuueÙeesæe Meeefceue
Les, efpememes Gme meceÙe meceepe ceW ceuue-Ùegæ keâer
cenòee keâe DeeYeeme neslee nw~

keâuee Deewj efÛe$ekeâuee ceW Yeer Fve heewjeefCekeâ IešveeDeeW
keâes peerkeble ™he ceW Øemlegle efkeâÙee ieÙee nw~ efÛe$ekeâejeW ves
ceuueeW keâes yeefue…, efkeMeeuekeâeÙe Mejerj, ÛeewÌ[s keâbOes
Deewj uebieesš OeejCe efkeâS ngS oMee&Ùee nw~ efkeMes<ekeâj
jepemLeeveer Deewj heneÌ[er Mewueer keâer heeb[gefueefheÙeeW ceW
jeceeÙeCe Deewj ceneYeejle kesâ ceuue-ÙeesæeDeeW kesâ efÛe$e
yengleeÙele ceW efceueles nQ~ meceÙe kesâ meeLe jbie Deewj
jsKeeDeeW keâer Mewueer yeoueer, efkeâbleg ceuue-Ùegæ keâe efÛe$eCe
efvejblej keâuee keâe efØeÙe efke<eÙe yevee jne~

ceuue-Ùegæ Skeâ ceveesjbpekeâ ieefleefkeefOe :

Yeejleke<e& kesâ efkeefYeVe jepekebMeeW kesâ Meemeve keâeue ceW
ceuue-Ùegæ keâe ienje cenlke jne nw~ jepee ve kesâkeue
ceuue-Ùegæ keâes ceveesjbpeve kesâ efueS osKeles Les, yeefukeâ
Deheveer Meejerefjkeâ #ecelee yeÌ{eves nsleg mkeÙeb Yeer FmeceW
Yeeie uesles Les~ ceOÙekeâeue ceW jepee meescesÕej kesâ meceÙe lees
efmLeefle Ùen Leer efkeâ ceuueeW keâes kesâkeue jepee ner DeeosMe
os mekeâlee Lee~

Yeejleke<e& hej ngS efkeosMeer Dee›eâceCeeW ves osMe kesâ
ØelÙeskeâ #es$e keâes ienjer #eefle hengBÛeeF&, efpemekeâe meerOee
Demej kegâMleer (ceuue-Ùegæ)hej Yeer heÌ[e~ keâF& jepekebMeeW
ves ceuue-efkeÅee keâer Ghes#ee keâer, efpemekesâ keâejCe Ùen
keâuee Oeerjs-Oeerjs keâcepeesj nesleer Ûeueer ieF&~ mesvee ceW Yeues
ner kegâMleer kesâ efveÙece ueeiet jns, uesefkeâve Gvekeâe heeueve
efMeefLeue heÌ[ ieÙee~ jepÙe keâer meerceeDeeW hej efmLele
Deveskeâ DeKeeÌ[s yebo nes ieS, efpememes Ùen keâuee Deheves
hegjeves kewYeke mes kebefÛele nes ieF&~ efkeosMeer Dee›eâceCeeW kesâ

oewjeve peye cebefoj Okemle efkeâS ieS, lees Gvekeâer Ûeej
efokeejer ceW efmLele DeKeeÌ[s Yeer GpeÌ[ ieS~ Fme Øekeâej
ceuue-efkeÅee kesâ keâF& kesâbõ ve<š nes ieS~

13keeR mes 15keeR Meleeyoer kesâ yeerÛe efkepeÙeveiej
meeceÇepÙe ceW KesueeW keâe efkeMes<e cenlke Lee~ Gme meceÙe
yeÌ[er mebKÙee ceW Ùegkee kegâMleer, Melejbpe Deewj heemee Kesueves
ceW mebueive jnles Les~ efkepeÙeveiej keâeueerve efÛe$ekeâuee ceW
heg®<e henuekeeveeW kesâ meeLe-meeLe ceefnuee henuekeeveeW keâes
Yeer oMee&Ùee ieÙee nw~ efkeMes<e GuuesKeveerÙe leLÙe Ùen nw
efkeâ jepee ke=â<CeoskejeÙe kesâ keâeue ceW ueieYeie 12,000
ceefnueeSB ceuue-Ùegæ keâe DeYÙeeme keâjleer LeeR Deewj GvnW
jeveer keâer megj#ee kesâ efueS efveÙegòeâ efkeâÙee ieÙee Lee~

jeCee GoÙe efmebn (1560 F&Ê kesâ Deeme-heeme)
kegâMleer Øesceer Les Deewj GvneWves Deheves jepÙe kesâ henuekeeveeW
keâes mebj#eCe efoÙee~ Gvekesâ GòejeefOekeâejer cenejeCee Øeleehe
Deewj Decej efmebn kesâ Meemevekeâeue ceW Yeer Ùener hejbheje
yeveer jner~

Fefleneme kesâ DeefYeuesKe yeleeles nQ efkeâ 1598 F&Ê
ceW yeeyej mkeÙeb Skeâ kegâMleer cegkeâeyeuee osKe jne Lee,
efpemekeâe efÛe$e yeeyejveecee ceW efceuelee nw~ Fmekesâ Deefleefjòeâ,
efheâjoewmeer Éeje efueefKele cenekeâekÙe Meenveecee ceW Yeer
kegâMleer keâe GuuesKe efceuelee nw, efpememes mhe<š neslee nw
efkeâ Gme meceÙe Ùen Kesue ve kesâkeue Yeejle ceW yeefukeâ
F&jeve Deewj ceOÙe SefMeÙee ceW Yeer DelÙeble ueeskeâefØeÙe Lee~

Yeejleke<e& kesâ efkeefYeVe jepekebMeeW kesâ Meemevekeâeue ceW
ceuue-Ùegæ keâe ienje cenlke jne nw~ jepee ve kesâkeue
ceuue-Ùegæ keâes ceveesjbpeve kesâ efueS osKeles Les, yeefukeâ
Deheveer Meejerefjkeâ #ecelee yeÌ{eves nsleg mkeÙeb Yeer FmeceW
Yeeie uesles Les~ ceOÙekeâeue ceW jepee meescesÕej kesâ meceÙe lees
efmLeefle Ùen Leer efkeâ ceuueeW keâes kesâkeue jepee ner DeeosMe
os mekeâlee Lee~

jepemLeeve ceW Yeer jepeeDeeW keâes obieue DeeÙeesefpele
keâjves keâe Meewkeâ Lee~ ÙeneB kesâ Meemekeâ leuekeejyeepeer,
leerjboepeer, Yeeuee heâWkeâves Deewj ceueKebYe pewmes kÙeeÙeeceeW
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ceW Yeer efvehegCe nesles Les~ jepemLeeveer Mewueer keâer efÛe$ekeâuee
ceW cesueeW ceW DeeÙeesefpele obieueeW Deewj ceuue-Ùegæ kesâ
Deveskeâ ÂMÙe efceueles nQ, pees Gme meceÙe Fme Kesue keâer
ueeskeâefØeÙelee Deewj ceveesjbpeveelcekeâ mke™he keâes ØeceeefCele
keâjles nQ~

ØeeÛeerve ceuue-Ùegæ keâuee Oeerjs-Oeerjs Gòej Yeejle
kesâ #es$eeW ceW ueghle nes ieF& Deewj Gmekeâer peien heâejmeer
hejbhejeDeeW mes ØeYeeefkele ‘cegieue kegâMleer’ ves ues ueer~ yeeyej
Deheves meceÙe keâe Øeefmeæ ceuuee ceevee peelee nw~ yeeyejveecee
kesâ Skeâ efÛe$e ceW yeeyej keâes ceuue-Ùegæ keâe Deevebo uesles
ngS oMee&Ùee ieÙee nw, peneB oes ceuuee DeKeeÌ[s ceW mebIe<e&
keâj jns nQ Deewj ÛeejeW Deesj oMe&keâeW keâer YeerÌ[ nw~ Øeefmeæ
keâefke efheâjoewmeer kesâ cenekeâekÙe Meenveecee ceW Yeer kegâMleer
keâe GuuesKe efceuelee nw~kener Øeefleef…le cegieue ueIeg-
keâuee efpemeceW meceÇeš MeenpeneB Skeâ cenue keâer efKeÌ[keâer
mes Skeâ kegâMleer (ceuue-Ùegæ) cegkeâeyeues keâes osKeles ngS
efÛeef$ele nQ~ Fme keâueeke=âefle keâes ceerj keâueeb KeÌeve Éeje
ueieYeie 1750 F&Ê ceW yeveeÙee ieÙee ceevee peelee nw,
Deewj Fmekesâ mebYeeefkele œeesle efouueer Ùee ueKeveT kesâ
cegieue ojyeej mes pegÌ[s nQ~

Yeejle kesâ Fefleneme ceW henuekeeve kesâkeue DeKeeÌ[eW
lekeâ meerefcele veneR jns, yeefukeâ kes ÙegæYetefce Deewj
peveDeeboesueveeW ceW Yeer De«eCeer Yetefcekeâe efveYeeles jns~
meke&Keehe hebÛeeÙeleeW kesâ Peb[s leues ueÌ[ves keeues henuekeeveeW
ves lewcetj uebie keâe cegkeâeyeuee efkeâÙee Lee~

1669 F&Ê ceW keerj ieeskegâuee kesâ vesle=lke ceW DeewjbieÌpesye
keâer efkeâmeeve efkejesOeer veerefleÙeeW kesâ efKeueeheâ ngS efkeõesn ceW
efkeâmeeveeW Deewj henuekeeveeW ves efceuekeâj yeÌ{-ÛeÌ{keâj Yeeie
efueÙee~ Ùen ØeceeCe nw efkeâ henuekeeve kesâkeue Meejerefjkeâ
Meefòeâ kesâ Øeleerkeâ veneR Les, yeefukeâ kes meeceeefpekeâ Deewj
jepeveereflekeâ DeeboesueveeW keâe Yeer DeeOeej jns~ Yejlehegj
efjÙeemele keâer mesveeSB Ùegæ ceW peeles meceÙe meyemes Deeies
yepejbieyeueer nvegceeve keâe efÛe$e Debefkeâle Peb[e ueskeâj
Ûeueleer LeeR, pees Meefòeâ Deewj kegâMleer kesâ oskelee ceeves peeles

nQ~ 17keeR Meleeyoer ceW Yejlehegj kesâ cenejepee metjpeceue
Deewj Gvekesâ heg$e pekeenj efmebn mkeÙeb henuekeeveer keâjles
Les~ GvneWves henuekeeveeW keâes mebj#eCe efoÙee Deewj jepemeer
DeKeeÌ[eW ceW ceuueeW kesâ meeLe mkeÙeb peesj-DeepeceeFMe Yeer
keâer~ Yejlehegj keâe Øeefmeæ ueesneieÌ{ kesâmejer obieue cenejepee
metjpeceue kesâ meceÙe (ueieYeie 1755 F&Ê) mes ueieeleej
DeeÙeesefpele neslee Dee jne nw~

meke&Keehe hebÛeeÙeleeW kesâ Fefleneme mes Ùen Yeer mhe<š
neslee nw efkeâ keerj ieeskegâueoske kesâkeue Skeâ peebyeeÌpe Ùeesæe
ner veneR, yeefukeâ Skeâ leieÌ[s henuekeeve Yeer Les~ Gvekesâ
meeLe jnves keeues Deveskeâ henuekeeve mewefvekeâeW keâes Ùegækeâuee
kesâ meeLe-meeLe ceuueefkeÅee keâe Yeer ØeefMe#eCe osles Les~
YeejleerÙe ceuueeW ves mkeleb$elee meb«eece Deewj efkeâmeeve DeeboesueveeW
ceW Yeer meef›eâÙe Ùeesieoeve efoÙee~ 1857 kesâ efkeõesn kesâ
yeeo ngS efkeâmeeve DeeboesueveeW ceW henuekeeveeW keâer Yetefcekeâe
cenlkehetCe& jner, efpemes YegueeÙee veneR pee mekeâlee~

ueeskeâ mebmke=âefle ceW Yeer henuekeeveeW keâer keâLeeSB peerefkele
jneR~ ieeBkeeW kesâ yegÌpegieeX Éeje megveeF& ieF& keâneefveÙeeW Deewj
peesefieÙeeW, mebvÙeeefmeÙeeW Deewj keâueekeâejeW Éeje ieeS ieS
ieerleeW Deewj ueeskeâOegveeW ceW henuekeeveeW keâer keerjlee keâe
keCe&ve efceuelee nw~

kegâMleer keâe heefjOeeve Yeer Yeejle keâer Devet"er hejbheje
keâe efnmmee jne nw~ ÙeneB henuekeeve uebieesš Deewj peebefIeÙee
henvekeâj ner kegâMleer ueÌ[les Les~ Ùen ØeLee ve kesâkeue
meeceeefpekeâ Âef<š mes GheÙegòeâ Leer, yeefukeâ kew%eeefvekeâ
Âef<škeâesCe mes Yeer megjef#ele ceeveer ieF&~ Fmekesâ efkehejerle,
kegâÚ osMeeW ceW veive kegâMleer kesâ ØeceeCe efceueles nQ, pees
oesveeW Âef<škeâesCeeW mes DevegefÛele mecePes peeles nQ~

Fefleneme mee#eer nw efkeâ Ùegækeâeue nes Ùee meecetefnkeâ
Kesleer keâe Ùegie-nj meceÙe henuekeeveeW keâer meceepe Deewj
je<š^ ceW efkeMes<e Yetefcekeâe jner nw~
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Abstract :

Trauma according to Cathy Caruth “is understood as a wound inflicted not upon
the body but upon the mind” (Unclaimed Experience: Trauma, Narrative and History,
1996). Trauma causes a significant wound in the mind and forces individuals to adopt
different defense mechanisms to deal with their anxiety. The novel It Ends With Us is
written by Colleen Hoover, a popular contemporary author. It tells the story of two
women who experience physical abuse and how each woman responds to her trauma.
Compared to men, women often remain in abusive relationships due to children, societal
pressure, and, most importantly, Stockholm syndrome. The women become so
accustomed to the chaotic and abusive environment that they resist leaving the familiar
chaos. This paper examines the trauma that women endure in abusive households.

Keywords :

Trauma, anxiety, gender, violence, domestic abuse and women.

Trauma is a disturbing experience that
affects the mind. It brings feelings of
uncertainty and anxiety to those who expe-
rience it. According to Michelle Balev in
his work Trauma Studies, “Trauma studies
explore the impact of trauma in literature
and society by analyzing its psychological,
rhetorical, and cultural significance” (Balev,
52). Trauma studies provide critical insight
into the ways in which adverse experiences
shape the behavioural and psychological

characteristics of victims.

Literature, often regarded as a mirror
of life, reflects both its beauty and its harsh
realities. It examines the darker aspects
of existence through its depictions of trauma,
revealing that life is not always joyous or
idyllic; it can also be devastating. Fiction,
in particular, offers a space to explore such
devastation with emotional and psycho-
logical depth. Colleen Hoover’s It Ends
With Us, a best-selling contemporary
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novel, is notable for its unflinching and
realistic portrayal of domestic abuse.
Trauma may arise from multiple circums-
tances, including bereavement, domestic
violence, or injury caused by violent acci-
dents. Such experiences can have profo-
und effects, often compelling victims to
adopt defence mechanisms as a means of
coping. In doing so, trauma alters behavi-
our, fosters psychological uncertainty, and
contributes to maladaptive patterns of
thought and action.

The novel centres on Lily Bloom,
whose life illustrates the cyclical nature
of abuse. In her childhood, Lily witnessed
the repeated abuse of her mother at the
hands of her father. Determined never to
enter such a relationship herself, she
nevertheless found herself in an abusive
marriage. Her husband, Ryle, subjected
her to multiple instances of physical
violence, each followed by apologies and
requests for forgiveness. Believing in his
contrition, Lily forgave him on several
occasions, only to be hurt again. The pattern
mirrored that of her mother’s life. Lily’s
mother endured years of domestic abuse
without finding the courage to leave,
restrained by fears of social judgement,
uncertainty about her future, and concern
for her child’s welfare.

Lily’s father inflicted severe harm
while deliberately avoiding visible injuries
to her face, ensuring the abuse remained
hidden. In a disturbing repetition of this
behaviour, Ryle struck Lily only in places
where the evidence could not easily be
seen. Through its candid depiction of these
experiences, It Ends With Us offers a compe-
lling exploration of how trauma operates
within domestic spaces, perpetuating

cycles of abuse and shaping the emotional,
behavioural, and psychological realities of
its victims.

“My father was abusive. […]
Sometimes he would buy me stuff
because he knew I hated it when they
fought. When I was a kid, I found
myself looking forward to the nights
they would fight. Because I knew if he
hit her, the two weeks that followed
would be great. […] When I got older
I realized that not doing something
about it made me just as guilty. I spent
most of my life hating him for being
such a bad person, but I’m not so sure
I’m much better. Maybe we’re both bad
people. (Hoover, 5)”.

After episodes of violence, Ryle often
showered Lily with affection, creating a
disorienting emotional dynamic that obs-
cured the reality of his abusive behaviour.
This intermittent reinforcement made it
difficult for her to reconcile the loving ges-
tures with the acts of physical harm. Lily
clung to the belief that some goodness
remained in Ryle, despite the fact that he
had repeatedly chosen to harm her. The
oscillation between tenderness and abuse
blurred the boundaries between love and
violence, complicating her ability to recog-
nise and accept the relationship as abusive.

Statistics indicate that in European
countries, 31% of women experience phy-
sical abuse on a daily basis, with many
subjected to such violence from the age of
fifteen. This figure underscores the dispro-
portionate vulnerability of women compared
to men. Within It Ends With Us, Lily’s
mother endures not only physical but also
sexual assault at the hands of her husband.
Nevertheless, she remains in the relation-
ship, motivated by a desire to protect and
provide stability for her daughter, despite
the personal cost.
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The trauma of sustained abuse profo-
undly shapes the lives of both mother and
daughter. Witnessing the violence inflicted
on her mother, Lily, in a moment of extreme
distress, contemplated retaliatory violence
by reaching for a knife to harm her father.
Though ultimately an intrusive thought
rather than an enacted behaviour, it reveals
how trauma can provoke impulses towards
aggression, which, if acted upon, could
have led to serious consequences.

“I walked straight to the kitchen and I
opened a drawer. I grabbed the biggest
knife I could find and . . . I don’t know
how to explain it. It was like I wasn’t
even in my own body. I could see
myself walking across the kitchen with
the knife in my hand, and I knew I
wasn’t going to use it” (Hoover, 121).

Lily’s father exploits the physical and
emotional vulnerability of her mother to
assert dominance, using violence as a means
of maintaining authoritative control. Gender-
based violence creates a profound barrier
to equitable relationships, as one gender-
typically perceived as weaker-is subjected
to harmful and oppressive treatment by the
other in order to reinforce power hierar-
chies.

Women are disproportionately affec-
ted by gender-based violence, particularly
within domestic contexts. Throughout her
marriage, Lily’s mother endured persistent
abuse-verbal, physical, and sexual-at the
hands of her husband. Despite the turbu-
lence, she chose to remain with her abuser
in the belief that doing so would protect
her daughter. However, this decision ina-
dvertently exposed Lily to further trauma.
Her mother’s behaviour exemplifies what
the American Psychological Association
defines as Stockholm Syndrome: “a mental

and emotional response in which a captive
(e.g., a hostage) displays seeming loyalty
to-even affection for-the captor. The captive
may come to see law enforcement or rescu-
ers as the enemy because they endanger the
captor” (APA Dictionary of Psychology,
434)

The prolonged exposure to an abusive
environment led both Lily and her mother
to adopt various defence mechanisms to
safeguard their psyches from becoming
overwhelmed by emotional distress. Such
mechanisms can serve to reduce acute
anxiety and provide temporary psycholo-
gical relief, though they may also perpe-
tuate patterns of silence and concealment.

Gender-based trauma is a defining
element of Lily’s life. Both she and her
mother experienced sustained domestic
abuse, enduring severe circumstances
without external support. In an effort to
protect the reputations of their husbands,
they concealed the abuse from others, there-
by enabling further victimisation. Lily’s
perception of her father remained irrever-
sibly negative; despite his occasional ges-
tures that might be interpreted as redeem-
ing, his repeated abuse of her mother in
her presence fostered deep-seated resent-
ment and enduring hatred.

“[...] But the abuse was inevitable with
their marriage, and it became our norm.
When I got older, I realized that not
doing something about it made me just
as guilty. I spent most of my life hating
him for being such a bad person, but
I’m not so sure I’m much better. Maybe
we’re both bad people” (Hoover,
16-17)

Despite the trauma and abuse Ryle
inflicted upon her, Lily continued to per-
ceive goodness in her husband. She con-
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vinced herself that the violence was an
isolated incident and would not be repea-
ted; however, it occurred again and again.
Her deep emotional attachment to Ryle led
her to overlook the warning signs that clearly
indicated she was in an abusive relation-
ship. Trapped in a cyclical love-abuse dyna-
mic, Lily found herself unable to disengage.

The emotional pain she endured was
frequently minimised by Ryle through
love bombing, a manipulative tactic invol-
ving excessive affection and attention to
obscure abusive behaviour. Lily rationali-
sed his violence by attributing it to his
unresolved past trauma, reinforcing her
belief that he was inherently a good man.
This relationship left her vulnerable and
emotionally diminished, unable either to
extricate herself or to reconcile with staying.
Torn between remaining with him and
seeking a divorce, she allowed a period
of ten months for both herself and Ryle to
reflect upon and reassess the state of their
relationship.

“In a matter of one second, Ryle’s arm
came out of nowhere and slammed
against me, knocking me backwards.
There was enough force behind it to
knock me off balance. When I lost my
footing, I hit my face on one of the
cabinet door handles as I came down.
Pain shoots through the corner of my
eye, right near my temple” (Hoover,
185)

Gender-based violence manifested in
Lily’s life as child abuse when she was only
sixteen years old. On one occasion, her
father physically assaulted her, throwing
her to the ground and causing severe bleed-
ing. This act of violence left a profound
psychological impact, instilling in her a
deep-seated sense of trauma. She was
unable to overlook or reconcile with her

father’s behaviour, perceiving him as a
monstrous figure. Lily avoided sharing the
same household with him whenever
possible, and this aversion became one of
the reasons she chose to leave her city
upon reaching adulthood. Her father’s
abuse was not limited to her mother; he
also subjected Lily herself to physical
assault, thereby perpetuating a cycle of
violence within the family.

“I don’t really know what happened,
but I’m guessing he threw me off of
him. I just remembered one second I
was on his back and the next second I
was on the ground and my forehead
hurt like you wouldn’t believe [...]. My
mom gave me a rag and told me to hold
it to my head because it was bleeding
and then she helped me to her car and
drove me to the hospital. (Hoover, 110)
I had to get nine stitches in my fore-
head” (Hoover,111).

The impact of trauma on the human
psyche extends beyond psychological reper-
cussions, often manifesting in physical
harm as well. Many trauma survivors
develop Post-Traumatic Stress Disorder
(PTSD) as a consequence of their expe-
riences. In It Ends With Us, both Lily and
her mother are victims of gender-based
trauma, depicted as vulnerable and emo-
tionally burdened by their circumstances.
While Lily’s mother lacked the agency to
leave her abusive relationship, Lily even-
tually trusted her instincts and chose to
break free for good. Nevertheless, Ryle’s
abuse instilled in her a pervasive sense of
fear and uncertainty, impairing her ability
to think clearly. This constant state of
hypervigilance kept her in survival mode.
In moments of violence, Lily compared
Ryle to her father, at times convincing
herself that Ryle was less cruel; however,
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the reality was that his abusive behaviour
mirrored her father’s, perpetuating the
same cycle of harm.

“He’s nothing like that uncaring
bastard. I’m hurting so much on the
inside, yet my body craves his apology
in the form of his mouth and hands on
me. I want to lash out at him and react
like I wish my mother would have
reacted when my father hurt her, but
deep down I want to believe that it
really was an accident”.(Hoover, 175).

Trauma survivors frequently develop
Post-Traumatic Stress Disorder (PTSD),
a condition that renders them emotionally
vulnerable and psychologically fragile.
Gender-based violence fosters an enduring
sense of uncertainty and fear in its victims,
perpetuating cycles of oppression and harm.
Inflicting abuse on the basis of perceived
gender weakness is both ethically and
socially unacceptable. Every individual,
regardless of gender, deserves to be treated
with respect and dignity, free from the
threat of domestic violence. Physical and
sexual abuse must be unequivocally conde-
mned and eradicated. The elimination of
gender-based violence is essential for the
creation of a just society founded upon
unity, equity and equality.
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keâceuesÕej keâer keâneefveÙeeW ceW meebmke=âeflekeâ ÙeLeeLe&

pÙeesefle ØeesÊ ceervee efmebn ieewj
MeesOeeefLe&veer, efkeYeeie-efnboer MeesOe efveo&sMekeâ, efkeYeeie-efnboer
pegnjer oskeer ieume& heerpeer keâe@uespe, keâevehegj pegnjer oskeer ieume& heerpeer keâe@uespe, keâevehegj

mebcyeæ-Ú$eheefle Meentpeer cenejepe efkeÕeefkeÅeeueÙe, keâevehegj mebcyeæ-Ú$eheefle Meentpeer cenejepe efkeÕeefkeÅeeueÙe, keâevehegj

 meeefnlÙe keâer kÙeehekeâ heefjefOe kesâ Yeerlej DeieefCele
efke<eÙe meceeefnle jnles nQ~ ken mLetue Âef<š mes Yeues ner
efkeâmeer efke<eÙe efkeMes<e hej kesâbefõle ngDee efoKe heÌ[s, efkeâbleg
ken Deheveer kÙeehekeâlee mes otj veneR pee mekeâlee Deewj pees
meeefnlÙe kÙeehekeâlee mes otj Ûeuee ieÙee, ken efheâj meeefnlÙe
veneR jnlee, keäÙeeWefkeâ meÛÛee meeefnlÙe jÛeveekeâej kesâ Gme
DeieeOe ceeveme keâer Øemetefle neslee nw, efpemekeâer iebYeerjlee
Deewj efkemleej keâoeefÛele F&Õej kesâ DeLekee efveÙeefle kesâ Deefleefjòeâ
keâesF& Deewj veneR peeve mekeâlee Deewj MeeÙeo FmeerefueS F&Õej
keâes DevleÙee&ceer keâne ieÙee nesiee, keäÙeeWefkeâ ken DeieeOe
ceeveme kesâ jnmÙeeW keâes Yeer ÙeLeekele peeve mekeâlee nw~
keâneveerkeâej keâceuesÕej ÙeÅeefhe pevekeeoer meeefnlÙekeâej nQ~
Dele: meeceeefpekeâ ÙeLeeLe& ner Gvekesâ meeefnlÙe ceW DeefOekeâeefOekeâ
Yeeef<ele neslee nw, hejbleg met#ce Âef<š mes osKeves hej Gvekeâer
jÛeveeDeeW ceW DevÙeefkeOe ÙeLeeLe& yeesOe Yeer Âef<šiele nesles
nQ, efpeveceW meebmke=âeflekeâ ÙeLeeLe& yeesOe Yeer meceeefke<š nQ~
ÙeneB Gvekesâ meebmke=âeflekeâ ÙeLeeLe& yeesOe keâe efkeceMe& efkeâÙee
pee jne nw~ meeefnlÙe keâer jÛevee ceW Skeâ meceekemeMÙekeâ
Gheeoeve meebmke=âeflekeâ lelke neslee nw~ Ùeefo ken ve jns, lees
ØeCeÙeve DeOetje Deewj GLeuee nes peelee nw~ meeefnlÙe keâe
pees DebMe Ùee DekeÙeke mebmke=âefle cetuekeâ leLÙeeW mes meceefvkele
neslee nw, Gmes meebmke=âeflekeâ keânles nQ~

 meebmke=âeflekeâ keâe DeLe& nw mebmke=âefle mes mecyeæ Ùee
mebmke=âefle mes ØeYeeefkele~ mebmke=âefle Meyo cetuele: mebmke=âle

Yee<ee keâe Meyo nw~ meced Ghemeie& hetke&keâ ‘[g ke=â_ed keâjCes'
Oeeleg mes Yeeke DeLe& ceW efòeâved ØelÙeÙe keâjves hej mebmke=âefle
Meyo efve<heVe neslee nw~ Fme Meyo kesâ efvecee&Ce ceW Skeâ
Deewj Yeer keâeÙe& neslee nw-Oeeleg Deewj ØelÙeÙe kesâ ceOÙe ‘med'
keâe mebÙeesie~ Fmes kÙeekeâjCe ceW megšd-Deeiece keânles nQ,
pees keâer meeefYeØeeÙe nw~ mebmke=âle efnboer keâes<e kesâ Devegmeej
heefj<keâej, lewÙeejer, hetCe&lee leLee ceveesefkekeâeme Fve Ûeej
DeLeeX ceW Ùen Meyo ØeÙeesie efkeâÙee peelee nw~1 [e@Ê OeerjWõ
kecee& keânles nQ efkeâ ‘‘osMe keâer mebmke=âefle mes nce ceeveke
peerkeve leLee kÙeefòeâlke kesâ Gve ™heeW keâes mecePe mekeâles
nQ, efpevnW osMe efkeMes<e kesâ efueS cenlkehetCe& DeLee&le cetuÙe
keâe DeefOe…eve mecePee peelee nw~'’2

 keâceuesÕej ves Deheveer keâneefveÙeeW ceW meebmke=âeflekeâ
lelkeeW Deewj Gvekesâ meeceefÙekeâ ÙeLeeLe& keâes YeueerYeeBefle ÙeLee
Øemebie efÛeef$ele efkeâÙee nw~ keâceuesÕej keâer Skeâ keâneveer nw
‘keâmyes keâe Deeoceer'~ Fme keâneveer ceW yeÌ[er kegâMeuelee mes
keâneveerkeâej ves meebmke=âeflekeâ leòkeeW kesâ mke™he keâes Deewj
meeceefÙekeâ ÙeLeeLe& keâes hee"keâeW kesâ mece#e jKee nw~ YeejleerÙe
meceepe ceW Skeâ efkekeeo efÛejkeâeue mes Ûeuee DeeÙee nw efkeâ
keCe&kÙekemLee pevce mes ceeveer peeÙe, Ùee keâce& mes~ ÙeneB
nce osKeles nQ efkeâ keâneveerkeâej ves keâce&Cee keCe&kÙekemLee
keâes cenlke efoÙee nw~ keâneveer kesâ veeÙekeâ Úesšs cenejepe
keâer ceve: efmLeefle keâe efÛe$eCe keâjles ngS kes keânles nQ-
‘‘pevce mes kewMÙe nesles ngS Yeer Øeke=âefle mes hejeshekeâejer nesves
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kesâ keâejCe GvnW yeÇeÿeCelke Yeer Øeehle keâjvee ner Lee~'’3

ÙeneB keCe&iele GÛÛelee keâe kÙeeceesn ÙeLeeLe& kesâ ™he ceW
GYejkeâj meeceves Dee ieÙee nw~ Fmekesâ Deefleefjòeâ Úesšs
cenejepe Deewj Gvekeâer ÛeeÛeer keâer leerLe& meskeve keâer Øeke=efòe
kesâ ceeOÙece mes keâceuesÕej ves YeejleerÙe meceepe keâer leerLeer&Ùe
Ûeslevee keâes Yeer GYeeje nw~ kewefokeâ, efmeKe, pewve leLee yeewæ
Fve meYeer celekeeoeW ceW leerLeer&Ùe Ûeslevee efkeefMe<š mLeeve
jKeleer nw~ leerLeeX keâes kÙeefòeâ kesâ keâuÙeeCe keâe DeeOÙeeeflcekeâ
meeOeve efÛejkeâeue mes ceevee peelee jne nw, Dele: YeejleerÙe
mebmke=âefle kesâ efkeâmeer Yeer celekeeo ceW leerLeer&Ùe Ûeslevee keâes
eflejmke=âle veneR efkeâÙee ieÙee~ ve kesâkeue YeejleerÙe ner Deefheleg
Fmueece Deewj F&meeFÙeeW kesâ cepenye Yeer Fme Ûeslevee kesâ
Øeefle DelÙeefOekeâ efve…e jKeles nQ Deewj Deheves-Deheves celeeW
mes meceefLe&le leerLe&mLeeveeW keâe efveÙeceeveg™he meskeve keâjles
nQ~ Fme keâneveer keâe veeÙekeâ Meem$eesòeâ efkeÕeeme Yeer jKelee
nw~ ieesmkeeceer leguemeeroeme ves jeceÛeefjleceeveme ceW Ùen yeleeÙee
nw efkeâ cejles meceÙe Deiej jeceveece keâeveeW ceW heÌ[ peeÙe,
lees cees#e efceue peelee nw~4 keâneveer keâe veeÙekeâ Úesšs
cenejepe Fme GheeÙe keâe hetje ØeyevOe efkeâÙes jnlee nw efkeâ
peye ce=lÙeg nes lees jece keâe veece megveves keâes efceue peeÙe~Fmekesâ
efueÙes Gmeves Skeâ leeslee ueekeâj Gmes jece veece efmeKeeÙee
Deewj cejles meceÙe Deheves meceerhe jKee~ keâceuesÕej ÙeÅeefhe
Fme efkeÕeeme mes Deheves keâes Deueie jKeles nQ efkeâ jece
veece megveves mes cees#e efceuelee nw Ùee veneR, efkeâvleg kes Fme
meebmke=âeflekeâ leLÙe keâes hee"keâeW kesâ meeceves jKekeâj Gvekesâ
efkekeskeâ hej ÚesÌ[ osles nQ~ kes keânles nQ ‘‘jeceueeruee Deeefo
ceW megveves kesâ keâejCe Gvekeâe hekeäkeâe efkeÕeeme Lee efkeâ
Deefvlece keâeue ceW Ùeefo jece keâe veece keâeveeW ceW heÌ[
peeÙe, lees cegefòeâ efceue peeleer nw~'’5 Fmeer keâneveer ceW
leeslee heeueve keâjves keâer Yeer ÛeÛee& DeeÙeer nw, pees ØeeÛeerve
keâeue mes DeÅeekeefOe megmebmke=âle Oece&efve… kegâueerve heefjkeejeW
ceW mkeerke=âle leeslee-cewvee Deeefo heef#eÙeeW kesâ heeueve keâe
mcejCe keâjleer nw~ hegjeCeeW ceW leeslee heeueve keâjves keeueer
efkeâmeer keejebievee kesâ DeeOÙeeeflcekeâ DeYÙegoÙe keâer keâLee
Yeer Deeleer nw~ Ùen Skeâ meebmke=âeflekeâ ØeLee Leer, pees
jepeeDeeW Deewj ßesef…ÙeeW kesâ ÙeneB efkeMes<e ™he mes mkeerke=âle

Leer, leLeeefhe peve-meeceevÙe Yeer Megkeâ efMe#eCe keâes ®efÛekeâj
ceevelee Lee~

‘Skeâ DeMueerue keâneveer' veece keâer keâneveer ceW
keâceuesÕej YeejleerÙe mebmke=âefle kesâ Gme Goeòe he#e keâes
hee"keâeW kesâ meeceves jKeles nQ, peneB hejeÙeer m$eer keâes
kesâkeue ceelee ner ceevee peelee nw~ ÙeneB ÛevõveeLe veece kesâ
Ùegkekeâ keâe meebmke=âeflekeâ GlLeeve Deewj ceevekelee keâer hejekeâe…e
keâes uesKekeâ ves yeÌ[er DeelceerÙelee mes ØeoefMe&le efkeâÙee nw~
ken Ùegkekeâ heefle kesâ Éeje ØeleeefÌ[le Deewj efveke&m$e keâjkesâ
YeieeÙeer pee jneR veejer keâer ueepe yeÛeeves kesâ efueÙes Deheves
kem$e Gme hej [eue oslee nw Deewj keânlee nw ‘‘ceeB! legPes
Deheves yesšs keâer keâmece ! {keâ ues ceeB!..... Deewj keâesF&
efjMlee Gmekeâer mecePe ceW veneR DeeÙee Lee~ Ùener kees
DeeefKejer efjMlee jn peelee nw, efpememes iewj Yeer Dehevee nes
peelee nw~'’6 YeejleerÙe mebmke=âefle ves ncesMee mes hejm$eer kesâ
Øeefle ceele=-Yeeke jKee nw Deewj Gme m$eer kesâ heefle pewmes
ueesie efkeâleves ner cetuÙenerve keäÙeeW ve hewoe nes peeSB efkeâvleg
meebmke=âeflekeâ cetuÙe keâYeer ve<š veneR nes mekeâles~ uesKekeâ
ves Ùen ojmeeves keâe Yejhetj ØeÙelve efkeâÙee nw~ YeejleerÙe
mebmke=âefle ceW keâce& keâes DelÙeefOekeâ cenòke efoÙee ieÙee nw~
keâce& heâueeheâue kesâ DeeOeej hej leerve keieeX ceW efkeYeòeâ nes
mekeâlee nw-keâce& meeceevÙe, heehekeâce& leLee hegCÙekeâce&~ meeceevÙe
keâce& heâueeheâue jefnle nesles nQ~ heehekeâce& kes keâce& nQ, pees
efkeOeeve mes, meceepe mes keefpe&le ceeves ieÙes nw Deewj hegCÙekeâce&
kes nQ, pees efkeOeeve mes leLee meceepe mes Devegceesefole nw~
keâceuesÕej ves Deheveer keâneveer ‘legcneje Mejerj cegPes heehe
keâjves kesâ efueÙes hegkeâejlee nw' ceW heehe keâer ceveeskew%eeefvekeâ
kÙeeKÙee keâer nw Deewj Gmes Skeâ hjkeâej keâe DehejeOe yeesOe
yeleueeÙee nw~7 hegCÙe Deewj heehe keâe efkeÛeej ÙeÅeefhe
Oeeefce&keâ #es$e ceW efkeâÙee peelee nw, hejvleg YeejleerÙe mebmke=âefle
keâe DeefYeVe Debie keâce&keeo kesâ nesves mes hegCÙe Deewj heehe
keâe meebmke=âeflekeâ nesvee efveÙele nw~ Fme keâneveer ceW DehejeOe
yeesOe keâes ÙeeflkeâbefÛeled ner GYeeje ieÙee nw~

 keâceuesÕej keâer ‘veerueer Peerue' veece keâer keâneveer ceW
Deveskeâ meebmke=âeflekeâ ÙeLeeLe& GYej DeeÙes nQ~ Deheves DeeÛejCe



196
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

Skeb %eeve mes Øeefleef…le nesves keeueer yeÇeÿeCe peeefle kesâ
kele&ceeve kesâ Pet"s Deewj KeesKeues yeÇeÿeCelke hej ÙeneB
meMeòeâ keâše#e efkeâÙee ieÙee nw, peneB peeefle keâe DeefYeceeve
lees nw, hejvleg peeeflemegueYe Ûeefj$e keâe uesMe Yeer veneR
efoKelee~ YeejleerÙe mebmke=âefle ceW heke&-GlmekeeW kesâ Dekemej
hej veeefjÙeeW keâe mkeeYeeefkekeâ ke=âlÙe nw Deheves keâes mepeevee
Deewj meBkeejvee~ Skeâ Øekeâej mes Gmes Yeer hetpee-hee" keâe
Debie Skeb MegYe keâce& ceevee peelee nw~ oskeerhetpee kesâ efueÙes
GÅele heeke&leer kesâ Fme ceebieefuekeâ ße=bieej keâe Skeâ mejme
efÛe$e keâLeekeâej ves efÛeef$ele efkeâÙee nw~8 keâceuesÕej ves
‘Deelcee Decej nw' keâneveer ceW Yeer KeesKeues yeÇeÿeCelke kesâ
DeefYeceeve keâes kegâÚ GYeeje nw~ YeejleerÙe mebmke=âefle keâe
Decejleòke nw ßeæe-efkeÕeeme Deepe lekeâ Fme leòke keâe
efpelevee og®heÙeesie Fme osMe ceW ngDee nw, Glevee keâoeefÛeled
efkeâmeer otmejs leòke keâe keâYeer veneR ngDee~ Ùen og®heÙeesie
npeejeW meeue henues mes Ûeuee Dee jne nw~ peeves keâye keâer
Ùen yeele nw (hegjeCeeW Skeb DevÙe Oece&«evLeeW kesâ Devegmeej
$esleeÙegie keâer), hej nw yengle hegjeveer, peye jekeCe ves meeOeg
keâe kes<e OeejCe keâj kevekeeefmeveer meerlee keâes Úuee- DehenjCe
efkeâÙee Lee~ Fmeer ßeæe-efkeÕeeme keâer DeeÌ[ ceW jepelev$e
DeefOekeâebMe ceW omÙeglev$e yevee, leheesceÙe yeÇenceCe peerkeve
Yeesie meb«enceÙe mkeeLe& efve… efkeueemeer peerkeve yevee~
keâceuesÕej ves Fme meebmke=âeflekeâ cetuÙe keâer nlÙee keâe
ueescen<e&keâ Skeb ùoÙeõekekeâ keCe&ve ‘ceevemejeskej kesâ nbme'
veece keâer keâneveer ceW efkeâÙee nw~ Skeâ jeveer keâer, nbme keâe
ceebme Keeves keâer FÛÚe keâes hetCe& keâjves kesâ efueÙes ceevemejeskej
ieÙes mewefvekeâ peye nbmeeW keâer meleke&âlee keâe meceeOeeve Ùee
Øeeflekeâej ve keâj mekesâ, leye GvneWves meeOeg keâe heefke$e kesMe
OeejCe keâj GvnW Úue mes hekeâÌ[e Deewj ceej [euee~ ÙeneB
ÙeLeeLe& keâes efÛeef$ele keâjles meceÙe jÛeveekeâej Dee›eâesefMele
nes peelee nw~ Gmekeâe mee#Ùe Ùen keekeäÙe osles nQ- ‘legceves
meeOegDeeW keâe Yes<e OeejCe keâjkesâ nbmees keâes Úuee Lee...
Deccee ves yengle ner pÙeeoe legMeer& mes keâne Lee' Deewj efheâj
jÛeveekeâej keânlee nw ‘‘Deewj nj oewj ceW ceevemejeskej ceW
nbme Úues peeles jns nQ~'’9 YeejleerÙe mebmke=âefle ceeveleer nw

efkeâ efnle Deewj Deefnle henÛeeveves keâer #ecelee lees heMeg-
heef#eÙeeW lekeâ ceW nesleer nw- efnle Deveefnle hemeg heefÛÚG
peevee~ Ssmes ceW ceveg<Ùe keâer efpeccesoejer keâneR DeefOekeâ nw~
ken Ùeefo menpe efkeÕeeme keâe og®heÙeesie keâjs, lees ken
Gmeer #eCe ceveg<Ùelee mes YeÇ<š nes peelee nw~ Ùen keâneveer
keâceuesÕej kesâ Éeje osKes ieÙes meebmke=âeflekeâ ÙeLeeLe& keâes lees
ojmeeleer ner nw, YeejleerÙe mebmke=âefle kesâ Gve cenòece cetuÙeeW
keâer ienjeF& keâes Yeer ØekeâeefMele keâjleer nw, efpevneWves ‘mechetCe&
efkeÕe je<š^ mecegoeÙe ceW Yeejle keâes Skeâ DeeojCeerÙe
henÛeeve oer Leer~ ceeveke keâe DehejeOe yeesOe Gmes ve peerves
oslee nw, ve cejves oslee nw~ nbmeeW keâes Úue mes hekeâÌ[ves keâe
pees DehejeOe yeesOe Gme kÙeefòeâ kesâ ceve ceW Lee, Gmeves ner
Gmes heMÛeeòeehe hetke&keâ yeewæ ce" ceW MejCeeheVe nesves kesâ
efueÙes efkekeMe efkeâÙee Lee~ ÙeneB yeewæ cele kesâ Gme Goej
Yeeke keâe Yeer meheâue efÛe$eCe nes mekeâe nw, pees Deheveer
cenekeâ®Cee keâer Dece=leOeeje ceW MejCeeheVe keâes venueekeâj
Gmekeâe meeje heehe-leehe Oees [eueves ceW me#ece nw~

 keCe&kÙekemLee kesâ veece hej nes jner ›eâtjlee Deewj
DeceevekeerÙelee efkeMegæ meebmke=âeflekeâ cetuÙeeW kesâ efkehejerle
nw~ peneB Skeâ Deesj efkeÕe keâes kegâšgcye ceeveves keâer DemeeOeejCe
Yeekevee keâe meceeoj nw, keneR peeleerÙe Denbkeâej kesâ keâejCe
Deheves ner osMekeemeer Deewj Deheves ner Oecee&vegÙeeieer kesâ Øeefle
Yeer~ mekeCe& meceepe ceevekeesefÛele kÙekenej keâjves ceW DemeceLe&
jne nw~ ‘Fleves DeÛÚs efove' veecekeâ keâneveer ceW keâceuesÕej
ves hejce Goej YeejleerÙe meceepe keâer lelkeâeueerve mebkeâerCe&lee,
mkeeLe&hejlee Deewj peeleerÙe heeKeC[ kesâ ÙeLeeLe& keâes Gpeeiej
efkeâÙee nw~ keâneveer keâer Skeâ hee$e keâceueer otmejs hee$e mes
keânleer nw- ‘‘leye Skeâ-Skeâ ueesšs heeveer kesâ efueÙes yeÇeÿeCe-
"ekegâj ÚesÌ[ oWies keäÙee, Dekeâeue lees nce ueesieeW kesâ efueÙes
heÌ[lee nw, yeekeâer meyekesâ efueÙes lees yejmeeW kesâ efueÙes oevee
nw, heeveer nw~'’10 Fme meebmke=âeflekeâ ÙeLeeLe& mes cegBn veneR
ceesÌ[e pee mekeâlee, hej Ùen DekeMÙe ØeMve G"lee nw efkeâ
ce=le hetke&peeW Deewj hesÌ[-heewOes keâerš-helebie, heMeg-he#eer,
Øesle-efheMeeÛe Deewj Deeefo kesâ efueÙes yeefuekewÕeoske keâjves
keeuee, meye ceW yeÇÿe Ûeslevee keâes mkeerkeâej keâjves keeuee
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Deewj DeeefleLÙe kesâ efueÙes mkeÙeb YetKes mees peeves keeuee
meceepe Flevee keâwmes efiej ieÙee~ keâneB Demle nes ieÙeer,
Gmekeâer ken DemeeOeejCe yevOeglee Deewj mekee&lcekeeoer Yeekevee,
efpeme hej ken meefoÙeeW mes Dekeuebefyele Lee~ keâceuesÕej keâneR-
keâneR Fme meebmke=âeflekeâ YeÇbMe mes Deenle nesles efoKeles nQ
Deewj Gvekeâer kewÛeeefjkeâ ›eâeefvle kesâ mkej leye Deewj cegKej
nes G"les nQ~ keâceuesÕej keâer keâneveer ‘DeveeLeefheC[keâ megoòe'
ceW yeewæ mebmke=âefle keâe ÙeLes<š efÛe$eCe meb#eshe ceW efceuelee
nw~ ceeie&oMeer& ieg® kesâ Øeefle mekee&lce mecehe&Ce keâj osvee
Yeejle kesâ ØelÙeskeâ Oece& mecØeoeÙe keâe, meYeer YeejleerÙe
mebmke=âefleÙeeW keâe mkeYeeke jne nw~ ueeskeâesòej cenòee mes
heefjhetCe& Yeiekeeve yegæ keâer Gme cenekeâ®Cee ves peeves
efkeâleves ueesieeW ceW ßeæe keâe yeerpe yeesÙee Deewj GvnW MeeÕele
efvekee&Ce Meeefvle keâe hee$e yeveeÙee~ megoòe keâe DevegkeâjCeerÙe
lÙeeie mebmke=âefle kesâ cenòece mke™he keâes ØekeâeefMele keâjves
ceW me#ece nw~

 keâceuesÕej kesâ uesKeve mes mhe<š %eele neslee nw efkeâ
YeejleerÙe mebmke=âefle kesâ ØeeCeYetle «evLe ieerlee, Gheefve<eod,
Oecceheo, cenekeerj keeCeer Deeefo keâe GvneWves mecegefÛele
DevegMeerueve efkeâÙee Lee Deewj Gvekesâ meecØeoeefÙekeâ mevosMeeW
mes hejs pees cetue leLÙe Les, Gvekeâe YeueerYeeBefle efÛevleve Yeer
efkeâÙee Lee~ Ùener keâejCe nw, keâceuesÕej keâer keâneefveÙeeW ceW
meebmke=âeflekeâ ÙeLeeLe& kesâ meeLe jÛeveekeâej keâer meebmke=âeflekeâ
Skeb hejes#ele: cetuÙekeeoer DevleMÛeslevee Yeer GYej G"leer
nw~ cewefkeämece ieeskeâer& keâe hetkeesæ=le cele meeefneflÙekeâ ÙeLeeLe&
keâes keCÙe& efke<eÙe kesâ efÛe$eCe cee$e mes Thej G"ves keâes
keânlee nw, keäÙeeWefkeâ efkeâmeer Iešvee keâes kesâkeue ÙeLeekeled
Øemlegle keâj osvee keâLeceefhe meeefnlÙe veneR nes mekeâlee~
meeefnlÙe keemleke ceW ueeskeâcebieue keâer meeOevee keâe megvoj
Deveg…eve nw, peneB ÙeLeeLe& Yeer DeOe:heeflele ceevekelee keâes

Thej G"eves kesâ efueÙes Øemlegle efkeâÙee peelee nw~ efkeâmeer ves
efkeâmeer keâes Úuee, efkeâmeer keâer nlÙee keâj oer, efkeâmeer kesâ
Iej ceW kÙeefYeÛeej efkeâÙee FlÙeeefo yelee osvee meeefnlÙe keâe
ue#Ùe veneR nw~ Ùen meeOeejCe he$ekeâeefjlee cee$e nes mekeâleer
nw, pees efkeâ kesâkeue lelkeâeueerve Iešvee keâer metÛevee os
heeleer nw~ keâceuesÕej keâer jÛeveeOeefce&lee peneB efve<he#e ™he
mes ÙeLeeLe& keâes Øemlegle keâjleer nw, keneR Gmekesâ DeewefÛelÙe
keâes Yeer hee"keâeW kesâ meb%eeve ceW ues Deeves keâes GÅele jnleer
nw~ jceCeerkeâ jÛevee keâe ØeeCe lelke DeewefÛelÙe ner nw,
keâceuesÕej keâer jÛevee DeewefÛelÙe kesâ DevegheeueveeLe& Øeefleyeæ
nw~ Gvekeâer keâneefveÙeeW keâer kemleg DeefOekeâebMe ceW meeceeefpekeâ
nw, Dele: meebmke=âeflekeâ ÙeLeeLe& keâes keneB DeefOekeâ mLeeve lees
veneR efceuee, hejvleg efpelevee Yeer nw, ken hetCe& nw, heÙee&hle
nw Deewj megheg<š nw~
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Abstract :

New chapters keep getting added to the ancient tradition of Indian classical music
every day. This is why Indian music never becomes old, it always remains new. A
similar new chapter in the tradition of Indian instrumental music started when Indian
musicians included the western instrument violin in Indian music. Indian musicians
not only included the violin in Indian music but also made it completely Indian. For
this, Indian scholars had to do many experiments and efforts. They changed the basic
structure of the violin, the method of playing the violin, the tuning of the violin and
even the name of the violin, thus making violin playing completely Indian. It is difficult
to give credit for this to any one scholar because many musicians and scholars have
contributed to this and it involves many years of hard work of all the scholars, only
then it has been possible. Today the violin has completely made its place in Indian
music. Violin playing is an integral part of Indian classical music. Be it South Indian
classical music or North Indian music, violin has a prominent place in both the musical
systems.

Key Words :

Violin, Indian, Music, Instrument, Western.

Methodology :

The present paper is based on data
gathered from secondary sources

Introduction :

Indian classical music is a confluence
of three genres. The three dimensions of
Indian classical music, singing, playing

and dancing, are full of innovation even
after travelling through ages and have been
at the highest level of prosperity for years.
Singing, playing and dancing have their
own famous traditions. Singing is conside-
red to be the most important in Indian clas-
sical music, but like singing, the Indian
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instrumental tradition is also very rich.
Despite having such a rich tradition of
instrumental music, Indian musicians
invent new instruments from time to time
and the process of modifying old instruments
continues as per the need. In the last few
centuries, some instruments have also been
adopted in the Indian instrumental music
tradition which are completely foreign
instruments. Among all these instruments,
the violin has succeeded in making its
place in Indian classical music and has
made Indian music more effective and rich
with its presence. It is very difficult to make
a place for any foreign instrument in Indian
music. It is very difficult to present all the
features of Indian music on any foreign
instrument. To play Indian music on a
foreign instrument, musicians have to
work very hard and make many changes
in the original playing style and structure
of the foreign instrument. After such
changes, the instrument remains foreign
in essence but becomes emotionally Indian.
Indian musicians have made many changes
in the violin instrument and have connec-
ted it with the soul of Indian music.

The Indianization of the Violin :

According to most scholars, the violin
is basically a foreign musical instrument,
but at present the violin is completely Indian.
Indian musicians and scholars have made
several changes to the violin and made it
one of the main instruments of Indian
music. Violin came to India around the
18th century. Some scholars give the credit
for introduction of violin in India to the
great South Indian musician and scholar
Balu swami Dikshitar. But some scholars
believe that violin was present in India
before the birth of Balu swami Dikshitar.

‘‘oef#eCe Yeejle kesâ cewmetj ceW ßeer jbieheóvece efmLele
oefjÙee oewuele (šerhet meguleeve keâe cenue) ceW Skeâ efÛe$e
meve 1784  keâe yevee ngDee Øeehle neslee nw~ Fme efÛe$e
ceW Skeâ ceefn}e ve=lÙe keâj jner nw leLee DevÙe ceefn}eÙes
keeÅe yepee jner nw, efpemeces keeÙeefueve, leevehegje Skeb {esuekeâ
Deeefo mhe<š Debefkeâle nw~ GheÙe&gòeâ efÛe$e meve 1784
keâe nw pees yeeuet mkeeceer efoef#elej kesâ pevce 21 petve
1786 mes henues keâe nw~’’1

Scilicet That is, a painting made in the
year 1784 is found in Dariya Daulat (Tipu
Sultan’s palace) located in Srirangapatnam
in Mysore, South India. In this painting, a
woman is dancing and other women are
playing musical instruments, in which
violin, tanpura and dholak etc. are clearly
marked. The above painting is of the year
1784 which is before the birth of Balu
Swami Dikshitar on 21 June 1786. Accor-
ding to this statement, it is clear that violin
was present in India before Balu swami
Dikshitar. But the entire credit for the initial
promotion of violin goes to Balu swami
Dikshitar. Thereafter, violin came to North
India in the late 20th century, credit for
which goes to Shri Gagan Babu, Shri P.
Sundaram iyer and Ustad Baba Alauddin
Khan. After that many scholars made many
changes in the violin instrument according
to Indian music. Mainly two types of chan-
ges can be made to make any foreign musi-
cal instrument suitable for Indian music.
First, change in the basic structure of the
instrument and second, change in the basic
playing style of the instrument. Both types
of changes have been made to make the
violin instrument suitable for Indian music,
which are as follows.

Structural Innovations :

Indian musicians and scholars have
definitely made some changes in the basic
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structure of the violin instrument, but
mainly Indian musicians have accepted the
violin in its original form. Violin instrument
has mainly 4 strings, in India, the first
change in the number of strings in the
violin was done by Shri Ratnakar Bhatti
Gulwadi of South India. He got a violin
made with five strings and considered it
suitable for Indian music.

Thereafter, in North Indian classical
music also some scholars started using the
violin with five strings like Prof. V.C.
Ranade and Prof. Shishir Kandhar Chau-
dhary etc. Prof. Shishir Kandhar Chaudhary
is the first woman violinist who used a
violin with five strings. In India some artists
also experimented with six strings and
seven strings.

India’s famous violinist Pandit V.G.
Jog used the strings of tarav in the violin.
He named it microtone. The strings of
tarav are the identity of Indian instruments.
The strings of tarav are placed below the
main strings which are called sympathetic
strings. This string is tunned to the basic
notes used in the ragas of Indian music.
When the artist plays the notes on the main
strings, the tarav strings automatically
resonate and this creates a resonant sound
in the instrument.

Another Indian scholar, Shri Kunwar
Rajendra Singh changed the basic shape
of the violin and enlarged the size of the
basic structure of the violin and put tarav
strings in it and named this new type of
violin “Swarleen”. According to Kunwar
Rajender Singh, Swarleen is a confluence
of Violin, Sarangi and Dilruba instruments.
His experiment was quite successful and
the use of Swarleen can be heard at many
places in Indian film music, but this

instrument was not used in classical music.

Pandit Babulal Gandharva also did a
similar experiment. He added a fifth string
to the main strings of the violin and remo-
ved the upper part of the violin and used
goat skin. He also added tarav strings. This
experiment completely changed the form
of the violin. In this, the violin has been
merged with the sarangi. This new type
of Indian violin was named Vela Bahar.
Some young violin players are also using
this instrument in classical music.

Varanasi’s famous violinist and violin
maker Prof. V. Balaji has done a great job
in making the violin completely Indian by
changing its basic structure. He made an
11-string violin by installing 7 sympathetic
strings in the violin. This new instrument
was named Bala Vela by India’s famous
Tabla player Pandit Kishan Maharaj.

Along with this, he installed 21 sym-
pathetic strings in the violin which were
divided into 3 parts of 7 each which sym-
bolize the three main rivers of India, Ganga,
Yamuna and Saraswati. This is why this
new instrument was named Triveni Bela.

Dedicating it to his mother, he made
a new kind of violin which had a total of
34 strings. This violin has two necks, 5
bridges and a total of 30 sympathetic strings
along with 4 main strings. He named this
new instrument Shringara Vela after his
mother.

Experiments with violin did not end
here. He dedicated it to his guru Vidushi
Dr. N. Rajam ji. He made a new instru-
ment by increasing the size of the original
violin and adding 11 sympathetic strings
and named it Rajam Vela.

Prof. V. Balaji keeps experimenting
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with violin every day. Apart from this, he
has made many other violins too. His
experiments with violin are still amazing.

Stylistic Integration :

Violin first arrived in India around
250 years ago in South India. “In south
india some of the enthusiastic musician
took interest for this versatile instrument
and started learning it from the European
violinist”2 There is no special style for
playing musical instruments in South India.
In South India, mainly the singing style
was presented on the Veena instrument.
“So it might be possible that the musicians
who were trying to adopt violin into their
mainstream music must have taken the
help of the techniques that were follow in
veena playing and vocal music”3 Violinists
of South India certainly learnt violin from
European musicians but changed the entire
style of violin playing and made it Indian.

In North Indian classical music, two
types of styles are played on the violin.
The first violinists of North India learnt
violin from the musicians of South India.
Ustad Baba Allauddin Khan learnt to play
western music on the violin and then intro-
duced the full style of Sarod playing in
violin. Later, violinists like Pandit V.G.
Jog, Vidushi Shishir Kandhar Chaudhary

etc. played the complete tantrkari style of
violin which includes Maseetkhani and
Razkhani gat. Apart from this, the other
style of violin playing which developed
in North India is called Gayaki Ang. The
entire credit for developing Gayaki Ang
goes to India’s famous violinist Dr. N.
Rajam ji. As a result of her 15 years of hard
work, she invented such a playing style
which brought the singing style of Indian
classical music to the violin. She made all
the features produced by the throat playa-
ble on the violin. Thereafter, the Gayaki
Ang of the violin became so famous that
most violinists in North India adopted this
style and are playing it even today. Today
in Indian music, whether it is South India
or North India, whatever style of playing
is being played on the violin is completely
Indian and no western style of playing is
visible in it. On the basis of playing style,
the violin is completely Indian and not
western.

Unique Violin Tuning Techniques in

Indian Classical Music :

The way of tuning the violin in India
is also completely Indian. There are many
ways to tune the violin in India, but all
are very different from Western music. The
methods of tuning the violin are as follows:

Western tuning :

Indian tuning :

Strings No. 4th String 3rd String 2nd String 1st String

Western Note       G    D     A     E

String No. 5th String 4th String 3rd String 2nd String 1st String
Tuning

Style

Indian Note  Sa Pa Sa Pa 1st style
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In the above description, the notes of
most of the Indian lower octave are tunned
on the fifth and fourth strings, and the first
and second strings are tunned with the
middle octave and the higher octave.

Thus, the Indian tuning system is
completely different from the Western
toning system.

From Violin to Bela :

Indian scholars changed the basic
structure, playing style and tuning method
of the violin and also changed the name

of the violin instrument. “JeeÙeefueve (violin)

mhesefveMe Yee<ee keâe Meyo nw~”4  According to this
quote, violin is a Spanish word, so Indian
scholars called it Bela. Some scholars also
call it Behala. Bela means the name of a
fragrant flower and on that basis the violin
was named Bela.

Conclusion :

In the musical tradition of Indian
music, the violin is a new instrument and
also a foreign one, but the hard work of
Indian musicians and scholars has given
the violin a completely Indian form. In this

research paper, an attempt has been made
to shed light on the efforts made by Indian
scholars to make the violin an Indian inst-
rument. Whether it is an experiment to
change the basic structure of the violin or
an experiment to change the playing style
of the violin, Indian scholars have been
completely successful in this. Therefore,
it is not only the violin that has come from
the western countries that should be called
a foreign instrument. The violin played in
India at present is completely imbued with
Indian values.
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efceóer mes cetefle& lekeâ : yegbosueKeb[ kesâ heejbheefjkeâ šsjekeâesše
efMeuhe keâe efkeMues<eCe (oskeeroerve Øepeeheefle kesâ

efkeMes<e meboYe& ceW)
KÙeeefle De«ekeeue  ke®Ce jekele
efke<eÙe efkeMes<e%e efJe<eÙe efJeMes<e%e
cenejepee Ú$emeeue yegbosueKeb[ efkeÕeefkeÅeeueÙe cenejepee Ú$emeeue yegbosueKeb[ efkeÕeefkeÅeeueÙe
Úlejhegj (ceOÙe ØeosMe) Úlejhegj (ceOÙe ØeosMe)

meejebMe :

šsjekeâesše efMeuhe Yeejle keâer meebmke=âeflekeâ Skeb efMeuhe hejbheje keâe Skeâ ØeeÛeerve Deewj cenlkehetCe& Debie jne nw,
efpemekeâer peÌ[W Øeeiewefleneefmekeâ keâeue mes pegÌ[er ngF& nQ~ Øemlegle MeesOehe$e ceOÙeØeosMe kesâ yegbosueKeb[ DebÛeue, efkeMes<ele:
Úlejhegj efpeues ceW ØeÛeefuele šsjekeâesše efMeuhe keâer Ssefleneefmekeâ, meeQoÙee&lcekeâ Skeb meeceeefpekeâ efkeMes<eleeDeeW keâe
efkeMues<eCe keâjlee nw~

Ùen DeOÙeÙeve Øeefmeæ ueeskeâ efMeuhekeâej ßeer oskeeroerve Øepeeheefle kesâ peerkeve Deewj keâueelcekeâ Ùeesieoeve keâes kesâbõ
ceW jKekeâj Ùen oMee&lee nw efkeâ meerefcele DeewheÛeeefjkeâ efMe#ee kesâ yeekepeto GvneWves efkeâme Øekeâej Fme heejbheefjkeâ efMeuhe
keâes je<š^erÙe Skeb Devleje&<š^erÙe mlej hej Øeefleef…le efkeâÙee~

MeesOe ceW šsjekeâesše efMeuhe efvecee&Ce keâer heejbheefjkeâ efkeefOeÙeeB- efceóer keâer lewÙeejer, cetefle& efvecee&Ce, jbieeF& Deewj Yeóer ceW
hekeâeves keâer lekeâveerkeâ-keâe efkeMues<eCe efkeâÙee ieÙee nw, meeLe ner Ùen Yeer oMee&Ùee ieÙee nw efkeâ Ùes efkeefOeÙeeB Deepe Yeer efkeâme
Øekeâej DeeOegefvekeâ meboYe& ceW Øeemebefiekeâ yeveer ngF& nQ~ meeLe ner Ùen MeesOe meeceeefpekeâ-DeeefLe&keâ Âef<š mes Fme efMeuhe kesâ
cenlke, mejkeâejer meneÙelee ÙeespeveeDeeW, efkeheCeve keâer ÛegveewefleÙeeW leLee ef[ÌpeeFve vekeeÛeej keâer mebYeekeveeDeeW keâe Yeer hejer#eCe
keâjlee nw~ efve<keâ<e&le: Ùen mhe<š neslee nw efkeâ šsjekeâesše efMeuhe kesâkeue Skeâ heejbheefjkeâ keâuee veneR, yeefukeâ Skeâ heÙee&kejCe-
mebkesoer, efškeâeT Deewj mecekeâeueerve jÛeveelcekeâ GÅeesieeW kesâ efueS mebYeekeveeMeerue ceeOÙece Yeer nw~

cegKÙe Meyo :

šsjekeâesše efMeuhe, yegbosueKeb[, oskeeroerve Øepeeheefle, heejbheefjkeâ keâuee, efMeuhe~

Øemleekevee :

YeejleerÙe keâuee hejbheje ceW šsjekeâesše efMeuhe keâe
Skeâ efkeefMe<š Deewj ØeeÛeerve mLeeve jne nw~ Ùen efMeuhekeâuee
ve kesâkeue YeejleerÙe mebmke=âefle keâer peÌ[eW mes pegÌ[er ngF& nw,

yeefukeâ efkeÕe keâer Deveskeâ ØeeÛeerve meYÙeleeDeeW ceW Yeer
Fmekeâer GheefmLeefle kesâ ØeceeCe efceueles nQ~ Øeeiewefleneefmekeâ
keâeue mes ner ceveg<Ùe ves efceóer keâes Skeâ jÛeveelcekeâ ceeOÙece
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kesâ ™he ceW DeheveeÙee nw, efpememes ken Oeeefce&keâ, meeceeefpekeâ
Skeb meebmke=âeflekeâ peerkeve kesâ efkeefkeOe he#eeW keâes DeefYekÙeòeâ
keâjlee DeeÙee nw~

šsjekeâesše efMeuhe cegKÙele: he=Lkeer, peue, Deefive,
keeÙeg Deewj DeekeâeMe- Fve hebÛelelkeeW kesâ meblegefuele mebÙeespeve
mes efveefce&le nesleer nw~ Ùener keâejCe nw efkeâ Ùen keâuee Deepe
Yeer «eeceerCe peerkeveMewueer keâe Skeâ DeefYeVe efnmmee yeveer
ngF& nw, pees ve kesâkeue Oeeefce&keâ efkeÕeemeeW, yeefukeâ ueeskeâ
peerkeve keâer efkeefkeOe hejbhejeDeeW keâes Yeer mkej osleer nw~

ceOÙeØeosMe keâe yegbosueKeb[ #es$e, efkeMes<ele: Úlejhegj
efpeuee, šsjekeâesše keâer Fme mece=æ hejbheje keâes peerkeble yeveeS
jKeves ceW De«eCeer Yetefcekeâe efveYeelee nw~ Úlejhegj kesâ
Ûeboveiej «eece efvekeemeer efMeuhekeâej ßeer oskeerefove Øepeeheefle
Fme hejbheje kesâ kele&ceeve mebkeenkeâ kesâ ™he ceW keâeÙe& keâj
jns nQ~ Gvekeâer jÛeveeSB ve kesâkeue mLeeveerÙe mlej hej
ØeMebefmele nQ, yeefukeâ GvneWves Fme heejbheefjkeâ keâuee keâes
je<š^erÙe Skeb Devleje&<š^erÙe cebÛeeW lekeâ Øeefle…e efoueeF& nw~

Ùen MeesOehe$e oskeerefove Øepeeheefle kesâ jÛeveelcekeâ
Ùeesieoeve keâes kesâbõ ceW jKeles ngS šsjekeâesše efMeuhe keâer
Ssefleneefmekeâ, meebmke=âeflekeâ Skeb meeceeefpekeâ Øeemebefiekeâlee
keâe efkeMues<eCe keâjlee nw~ meeLe ner Ùen Yeer oMee&lee nw
efkeâ efkeâme Øekeâej Ùen hejbheje Deepe Yeer peerkeble nw Deewj
DeeOegefvekeâ heefjkesMe ceW Deheves Deefmlelke keâes yeveeS jKeles
ngS vetleve mebYeekeveeDeeW keâer Deesj De«emej nw~

šsjekeâesše keâe Ssefleneefmekeâ heefjØes#Ùe :

šsjekeâesše efMeuhe keâuee, pees efceóer keâes hekeâekeâj
cetefle&ÙeeB, yele&ve, efKeueewves Deeefo efvecee&Ce keâjves keâer Skeâ
ØeeÛeerve lekeâveerkeâ nw, kewefÕekeâ meebmke=âeflekeâ efkejemele keâe
DeefYeVe Debie jner nw~ ‘šsjekeâesše' Meyo keâer Glheefòe
uewefšve Yee<ee mes ngF& nw, efpemekeâe Meeefyokeâ DeLe& nw
‘hekeâer ngF& efceóer’~ Ùen keâuee efkeÕe keâer efkeefYeVe meYÙeleeDeeW
ceW Øeeiewefleneefmekeâ keâeue mes ner ØeÛeefuele jner nw~

YeejleerÙe heefjØes#Ùe ceW, šsjekeâesše keâuee keâer peÌ[W
vekehee<eeCe keâeue lekeâ peeleer nQ~ efkeefYeVe hegjeleeeflkekeâ

GlKeveveeW mes Øeehle ØeceeCe Fme yeele keâer hegef<š keâjles nQ
efkeâ Ùen efMeuhekeâuee ceeveke peerkeve kesâ Oeeefce&keâ, meeceeefpekeâ
Skeb DeeefLe&keâ he#eeW keâer DeefYekÙeefòeâ keâe Skeâ meMeòeâ
ceeOÙece jner nw~ Øeefmeæ keâuee Feflenemekeâej [e@Ê oskeebievee
osmeeF& kesâ Devegmeej, šsjekeâesše efMeuhe keâer Glheefòe keâe
mebyebOe ØeejbefYekeâ MenjerkeâjCe Deewj kÙeeheeefjkeâ ieefleefkeefOeÙeeW
mes pegÌ[e ngDee nw~

Yeejle ceW šsjekeâesše efMeuhe kesâ meyemes ØeeÛeerve Deewj
ØecegKe ØeceeCe efmebOeg Ieešer meYÙelee (2600–1900
F&ÊhetÊ) mes Øeehle nesles nQ~ ceesnvepeesoÌ[es, nÌ[hhee, ÛevngoÌ[es
pewmes mLeueeW mes KegoeF& ceW Øeehle šsjekeâesše cetefle&ÙeeB pewmes-
yewue, ceele=oskeer keâer ØeefleceeSb, ceeveke Deeke=âefleÙeeB, meerue
Deeefo-Fme efMeuhe keâer keâueelcekeâ iegCekeòee Deewj Oeeefce&keâ-
meebmke=âeflekeâ GheÙeesefielee keâes oMee&leer nQ~

ceele=oskeer keâer Øeeflecee
œeesle: https://images.app.goo.gl/

MRfvg1UqMe72FV1U7

efmebOeg meYÙelee kesâ heMÛeele ceewÙe& keâeue (322-
185 F&ÊhetÊ) Deewj ieghle keâeue (4"er–6"er Meleeyoer)



205
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

ceW Yeer šsjekeâesše efMeuhe keâer efvejblejlee osKeer peeleer nw~
ceewÙe& keâeue keâer efkeefMe<š OeelkeeYeeefmelee keeueer šsjekeâesše
cetefle&ÙeeB leLee ieghle keâeue keâe YeerlejieeBke cebefoj Fme
efMeuhe keâer Glkeâ<e& DekemLee kesâ GoenjCe ceeves peeles nQ~
yebieeue keâe ÛebõkesâlegieÌ{ Yeer šsjekeâesše keâueeke=âefleÙeeW keâer
yenguelee kesâ efueS Øeefmeæ mLeue nw~ yebieeue #es$e ceW
šsjekeâesše mes efveefce&le cebefojeW keâer hejbheje, efkeMes<ele:
17keeR–18keeR Meleeyoer ceW, Fme keâuee keâer mLeehelÙe
cenlke keâes oMee&leer nw~

Fefleneme keâer efvejblejlee ceW Ùen keâuee Deepe Yeer
Yeejle kesâ efkeefYeVe efnmmeeW-efkeMes<ele: heefMÛece yebieeue,
Gòej ØeosMe, Deesef[Mee, ceOÙe ØeosMe Deewj jepemLeeve-ceW
meef›eâÙe nw~ heejbheefjkeâ lekeâveerkeâeW kesâ meeLe-meeLe DeeOegefvekeâ
DeefYekÙeefòeâÙeeW ceW Yeer šsjekeâesše keâe ØeÙeesie nes jne nw,
pees Fmekeâer Øeemebefiekeâlee Deewj peerkeblelee keâes ØeceeefCele
keâjlee nw~

oskeeroerve Øepeeheefle keâer keâueelcekeâ Ùee$ee Skeb
efkeefMe<šleeSb :

 šsjekeâesše efMeuhe hejbheje keâes meceefhe&le ceOÙeØeosMe
kesâ yegbosueKeb[ DebÛeue ceW ßeer oskeeroerve Øepeeheefle Skeâ
Ssmee veece nQ efpevneWves Deheveer ceewefuekeâ jÛeveelcekeâlee
Skeb hejbheje-Øesce kesâ yeue hej Fme ueeskeâkeâuee keâes veF&
henÛeeve oer nw~ Gvekeâe pevce 15 Deiemle 1977 keâes
Úlejhegj efpeues kesâ Ûebõveiej ieebke ceW Skeâ heejbheefjkeâ
kegâcnej heefjkeej ceW ngDee~ Gvekesâ efhelee ßeer yeeueÛebo
Øepeeheefle mkeÙeb Skeâ efMeuhekeâej Les, efpevemes GvnW ØeejbefYekeâ
keâuee-efMe#ee Øeehle ngF&~ ÙeÅeefhe oskeeroerve peer keâer DeewheÛeeefjkeâ
efMe#ee kesâkeue keâ#ee Ûeej lekeâ meerefcele jner, hejbleg GvneWves
yeÛeheve mes ner efceóer keâes Deekeâej osvee meerKe efueÙee Lee
Deewj meceÙe kesâ meeLe Fmes meeOevee keâe ™he os efoÙee~

oskeeroerve Øepeeheefle keâer keâuee ceW heejbheefjkeâ Oeeefce&keâ
efke<eÙekemleg kesâ meeLe-meeLe ueeskeâ peerkeve keâer ienjeFÙeeW
keâe Yeer megboj meceekesMe osKeves keâes efceuelee nw~ kes ve
kesâkeue oskeer-oskeleeDeeW keâer heejbheefjkeâ ØeefleceeSb ieÌ{les nQ,

yeefukeâ «eeceerCe peerkeve, heMegOeve, ueeskeâkeâLeeSb Deewj
Kepegjenes kesâ cebefojeW keâer DehmejeSb pewmes efke<eÙeeW keâes Yeer
cetle& ™he Øeoeve keâjles nQ~ Gvekeâer ke=âefleÙeeW ceW meeoieer,
meeQoÙe&yeesOe Deewj meebmke=âeflekeâ Ûeslevee mhe<š ™he mes
heefjueef#ele nesleer nw~

ØecegKe keâueelcekeâ efkeMes<eleeSb :

� ueeskeâpeerkeve keâer ÙeLeeLe&hejkeâ PeebefkeâÙeeb~

� Kepegjenes Mewueer keâer efMeuheyeesOekeâ veejer cetefle&ÙeeB~

� efceóer ceW hejbheje Deewj DeeOegefvekeâ Âef<škeâesCe keâe
mecevkeÙe~

� heMeg-heef#eÙeeW Skeb «eeceerCe ieefleefkeefOeÙeeW keâe peerkevle
efÛe$eCe~

ØecegKe GheueefyOeÙeeb Skeb ceevÙeleeSb :

oskeeroerve Øepeeheefle keâer keâueeke=âefleÙeeb osMe kesâ efkeefYeVe
keâesveeW ceW mejener ieF& nQ~ GvneWves ieeskee, cegbyeF&, ÛesVeF&,
hegCes, Ûeb[erieÌ{, efouueer, Yeesheeue, veeiehegj, jeÙehegj, Kepegjenes
Deeefo ØecegKe veiejeW ceW DeeÙeesefpele ØeoMe&efveÙeeW ceW Yeeie
efueÙee nw~ Gvekeâer Skeâ GuuesKeveerÙe jÛevee Deeefokeemeer
ueeskeâ keâuee meb«eneueÙe, Kepegjenes ceW efveefce&le efkeMeeuekeâeÙe
šsjekeâesše IeesÌ[e nw, pees Gvekeâer efMeuhe-kegâMeuelee keâe
Glke=â<š GoenjCe nw~ Fmekesâ Deefleefjòeâ, Gvekeâer ke=âefleÙeeB
efvecve mebmLeeveeW ke mLeueeW ceW meb«eefnle nQ:

� Fbefoje ieebOeer ceeveke meb«eneueÙe, Yeesheeue

� Deeefokeemeer ueeskeâ keâuee meb«eneueÙe, Kepegjenes

� efMeuhe«eece, veeiehegj

� efouueer nmlekeâuee ØeoMe&veer

� Meejpeen Skeb ogyeF& keâer Deblejje<š^erÙe ØeoMe&efveÙeeB

GvnW efvecve mebmLeeDeeW Éeje mecceeefvele efkeâÙee ieÙee nw :

� ceOÙeØeosMe nmleefMeuhe Skeb nLekeâjIee efkekeâeme efveiece,
Yeesheeue

� oef#eCe ceOÙe meebmke=âeflekeâ #es$e, veeiehegj
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� Fbefoje ieebOeer ceeveke meb«eneueÙe, Yeesheeue

� Devleje&<š^erÙe mejme cesues, efouueer (jepekegâceej
Øepeeheefle, kÙeefòeâiele mebÛeej, 15 vekebyej 2024)

oskeeroerve Øepeeheefle Éeje efveefce&le keâueeke=âefleÙeeb :
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šsjekeâesše efMeuhe efvecee&Ce keâer Øeef›eâÙee : ØecegKe
ÛejCe Skeb lekeâveerkeâer efkeefOe :

šsjekeâesše efMeuhe efvecee&Ce Skeâ heejbheefjkeâ efkeâvleg
lekeâveerkeâer Âef<š mes peefšue Øeef›eâÙee nw, efpemeceW mLeeveerÙe
mebmeeOeveeW keâe GheÙeesie keâj keâueelcekeâ cetefle&ÙeeW ke efMeuhe
kemlegDeeW keâe efvecee&Ce efkeâÙee peelee nw~ Ùen Øeef›eâÙee
cegKÙele: leerve ÛejCeeW ceW efkeYeeefpele keâer pee mekeâleer nw -
efceóer keâer lewÙeejer, Deeke=âefle efvecee&Ce, leLee hekeâeves keâer
Øeef›eâÙee~

ØecegKe keâÛÛeer meece«eer :

� keâeueer Skeb ueeue efceóer

� yeeuet (jsle)

� yegjeoe Ùee Yetmes keâe ÛetCe&

� IeesÌ[s keâer ueero

� jeKe

� FËOeve (uekeâÌ[er, Gheues/keâb[s)

� peue

cegKÙe GhekeâjCe :

� Ûeekeâ (IetCe&ve Ùeb$e)

� uekeâÌ[er Ùee yeebme kesâ ef[peeFve GhekeâjCe

� hueeF& yees[& Ùee meheeš melen

� yeÇMe

� Yeóer (mLeeveerÙe ™he mes efveefce&le, FËš, ueesns keâer
ÚÌ[ ke ieejs mes pegÌ[er ngF&)

efvecee&Ce Øeef›eâÙee (efkemle=le efkeefOe) :

1. efceóer keâer lewÙeejer :

meyemes henues mLeeveerÙe mlej hej Øeehle keâeueer Deewj
ueeue efceóer keâes GheÙegòeâ Devegheele ceW efceueekeâj
Gmekeâe ieeÌ{e Ieesue lewÙeej efkeâÙee peelee nw~ Fme
Ieesue keâes cenerve keâheÌ[s Ùee Úueveer mes Úevee peelee
nw, efpememes efceóer ceW ceewpeto DeMegefæÙeeB pewmes keâbkeâj
Deeefo yeenj efvekeâue peeSB~

Fmekesâ heMÛeele Fme Ieesue keâes megKeekeâj peye efceóer
Deæ&-keâ"esj DekemLee ceW Dee peeleer nw, leye GmeceW
yegjeoe Ùee IeesÌ[s keâer ueero efceueeF& peeleer nw, efpememes
efceóer ceW ueesÛe Deewj cepeyetleer Deeleer nw~ Fme
efceßeCe keâes ‘heekee’ keâne peelee nw, efpemes neLeeW mes
ietbOee peelee nw~

2. efMeuhe efvecee&Ce (Deeke=âefle efvecee&Ce) :

ietbLeer ngF& efceóer keâes Ûeekeâ Ùee neLeeW keâer meneÙelee
mes efkeefYeVe ™heeW ceW {euee peelee nw~ FmeceW oskeer-
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oskeleeDeeW keâer cetefle&ÙeeB, ueeskeâpeerkeve keâer PeueefkeâÙeeB,
heMeg-heef#eÙeeW kesâ ™he Deeefo yeveeS peeles nQ~ Deeke=âefleÙeeW
keâes lewÙeej keâjves kesâ Ghejeble ÚeÙee ceW hetCe& ™he mes
megKeeÙee peelee nw leeefkeâ GveceW ojej ve DeeS~

keâj efueÙee peelee nw leeefkeâ leue ceW yew"er DeMegefæÙeeB
nš peeSB~ efheâj Fme Ieesue keâes Oeerceer DeebÛe hej
hekeâeÙee peelee nw~ peye Ùen DeeOee jn peelee nw,
leye Ùen ieeÌ{e jbie Ieesue yevelee nw~

yeÇMe kesâ ceeOÙece mes Fme lewÙeej jbie keâes metKeer
cetefle&ÙeeW hej ueieeÙee peelee nw, efpemekesâ heMÛeele kes
hekeâeves keâer Øeef›eâÙee nsleg lewÙeej nes peeleer nQ~

4. Yeóer efvecee&Ce Skeb hekeâeves keâer efkeefOe :

šsjekeâesše cetefle&ÙeeW keâes hekeâeves kesâ efueS oes Øekeâej
keâer heejbheefjkeâ YeefóÙeeW keâe ØeÙeesie efkeâÙee peelee nw :

keâ) Ìpeceerve hej yeveer Yeóer :

� meyemes veerÛes FËOeve (uekeâÌ[er, Gheues) keâes Yetefce
hej Ûe›eâekeâej lejerkesâ mes mepeeÙee peelee nw~

� Gmekesâ Thej metKeer cetefle&ÙeeW keâes meekeOeeveerhetke&keâ
jKee peelee nw~

� cetefle&ÙeeW keâes KeheefjÙeeW Ùee DevÙe megj#eelcekeâ
meeceef«eÙeeW mes {Bkeâ efoÙee peelee nw~

� Oeerjs-Oeerjs Deeie Øepkeefuele keâj leeheceeve keâes
500–600 0C lekeâ hengBÛeeÙee peelee nw~

� cetefle&ÙeeW kesâ hetjer lejn mes ueeue/iegueeyeer jbie
ceW heefjkeefle&le nes peeves hej Debieejs nšekeâj
GvnW Meerleue efkeâÙee peelee nw~

3. šsjekeâesše jbie keâer lewÙeejer Skeb jbieeF& :

šsjekeâesše jbie lewÙeej keâjves kesâ efueS Yetjs Skeb ueeue
jbie keâer efÛekeâveer efceóer keâes peue ceW efceueekeâj
ceškesâ ceW jKee peelee nw~ ueieYeie 12 Iebšs yeeo
Thejer mkeÛÚ peue keâes otmejs yele&ve ceW mLeeveebleefjle



209
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

Ke) FËš Skeb ueesns keâer ÚÌ[eW mes efveefce&le mLeeÙeer
Yeóer :

� henues FËšeW keâer ÛeewKeš yeveekeâj oes mes Ûeej
Éej yeveeS peeles nQ~

� ueesns keâer ÚÌ[W #eweflepe ™he mes ueieekeâj Gme
hej cetefle&ÙeeB mepeeF& peeleer nQ~

� veerÛes FËOeve Øepkeefuele keâj leerve Iebšs lekeâ
Oeerjs-Oeerjs iece& efkeâÙee peelee nw~

� yeeo ceW T<cee leer›e keâjves nsleg uekeâefÌ[ÙeeB
[euekeâj GÛÛe leehe hej cetefle&ÙeeB hekeâeF& peeleer
nQ~

� "b[e nesves kesâ heMÛeele efMeuhe keâes Yeóer mes
yeenj efvekeâeuee peelee nw~ (oskeeroerve Øepeeheefle,
kÙeefòeâiele mebÛeej, 15 vekebyej 2024)

šsjekeâesše efMeuhe keâe kele&ceeve heefjØes#Ùe :

kele&ceeve Ùegie keâes lekeâveerkeâer Deewj DeewÅeesefiekeâ efkekeâeme
keâe Ùegie keâne peelee nw, peneb ceMeerveeW mes efveefce&le kemlegSb
peerkeve kesâ nj #es$e ceW kÙeehle nQ~ Ssmes meceÙe ceW šsjekeâesše
efMeuhe ves Deheveer ceewefuekeâlee, Øeeke=âeflekeâ mebjÛevee Deewj
heÙee&kejCe-mebkesoer mke™he kesâ keâejCe Skeâ efkeefMe<š henÛeeve
yeveeF& nw~ ÙeÅeefhe Ùen efMeuhekeâuee Yeejle keâer ØeeÛeerve
OejesnjeW ceW mes Skeâ nw, efheâj Yeer Deepe Ùen heejbheefjkeâ
meeQoÙe&yeesOe Deewj DeeOegefvekeâ GheYeesòeâekeeo kesâ yeerÛe Skeâ
mesleg kesâ ™he ceW keâeÙe& keâj jner nw~

mecekeâeueerve meboYe& ceW šsjekeâesše efMeuhe kesâkeue
Oeeefce&keâ cetefle&ÙeeW, efceóer kesâ yele&veeW Ùee heejbheefjkeâ efKeueewveeW
lekeâ meerefcele veneR jne nw~ Deye Ùen Iejsuet mepeekeš,
yeeiekeeveer, ef[ÌpeeFvej oerhekeâeW leLee keemlegkeâuee mes pegÌ[er
mepeekešer kemlegDeeW kesâ efvecee&Ce ceW Yeer meef›eâÙe Yetefcekeâe efveYee
jne nw~ efnbot Oeeefce&keâ DeeÙeespeveeW ceW šsjekeâesše mes efveefce&le
oerhekeâeW keâe Deepe Yeer efkeMes<e cenlke nw, efpememes Fmekeâer
meebmke=âeflekeâ efvejblejlee mhe<š nesleer nw~ Fme heejbheefjkeâ keâuee
keâes mecekeâeueerve heefjØes#Ùe ceW hegve: mLeeefhele keâjves nsleg
Deveskeâ ef[peeFve mebmLeeSb, keâuee ceneslmeke Deewj nmleefMeuhe
cesues Fmes vekeeÛeej kesâ meeLe Øemlegle keâj jns nQ~ Fmemes ve
kesâkeue efMeuhe keâes DeeOegefvekeâ GheYeesòeâeDeeW mes peesÌ[ves ceW
meneÙelee efceueer nw, yeefukeâ efMeuhekeâejeW kesâ efueS veS
yeeÌpeej Deewj DeeefLe&keâ Dekemej Yeer GlheVe ngS nQ~

Yeejle mejkeâej Éeje Yeer heejbheefjkeâ efMeuheeW keâes
Øeeslmeeefnle keâjves nsleg efkeefkeOe ÙeespeveeSb mebÛeeefuele keâer
pee jner nQ, pewmes- ceskeâ Fve Fbef[Ùee, keeskeâue heâe@j ueeskeâue,
leLee keve ef[efmš^keäš keve Øees[keäš (ODOP)~ kesâbõerÙe
met#ce, ueIeg Deewj ceOÙece GÅece ceb$eeueÙe (MSME)
keâer efjheesš& kesâ Devegmeej Fve ÙeespeveeDeeW kesâ Debleie&le
šsjekeâesše efMeuhe mes pegÌ[s keâejeriejeW keâes lekeâveerkeâer meneÙelee,
efkeheCeve menÙeesie leLee efveÙee&le kesâ Dekemej Øeehle nes jns
nQ~ Fmemes šsjekeâesše efMeuhe keâes ve kesâkeue DeeefLe&keâ mebyeue
efceue jne nw, yeefukeâ ken kewefÕekeâ yeeÌpeej ceW Yeer Deheveer
GheefmLeefle ope& keâje jne nw~
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ceOÙe ØeosMe nmleefMeuhe Skeb nLekeâjIee efkekeâeme
efveiece, Fbefoje ieebOeer je<š̂erÙe ceeveke meb«eneueÙe (Yeesheeue),
oef#eCe ceOÙe meebmke=âeflekeâ kesâbõ (veeiehegj) pewmes mebmLeeve
ueieeleej ØeoMe&efveÙeeW, keâeÙe&MeeueeDeeW Deewj efkeheCeve
keâeÙe&›eâceeW kesâ ceeOÙece mes Fme heejbheefjkeâ keâuee keâes
mebjef#ele Deewj Øeeslmeeefnle keâj jns nQ~

Fmekesâ yeekepeto, šsjekeâesše efMeuhekeâejeW keâes Deveskeâ
ÛegveewefleÙeeW keâe meecevee keâjvee heÌ[ jne nw, pewmes-lekeâveerkeâer
ØeefMe#eCe keâer keâceer, Demebieef"le efkeheCeve ØeCeeueer,
DeewÅeesefiekeâerkeâjCe Deewj DeeOegefvekeâ Glheeove heæefleÙeeW mes
ØeeflemheOee&~ Fve ÛegveewefleÙeeW keâes otj keâjvee DelÙeble DeekeMÙekeâ
nw, efpememes Ùen efMeuhe mecekeâeueerve yeeÌpeej keâer ceebieeW
kesâ Deveg™he {ue mekesâ~

Úlejhegj efpeues kesâ megØeefmeæ šsjekeâesše efMeuhekeâej
ßeer oskeeroerve Øepeeheefle keâe ceevevee nw efkeâ Ùeefo efMeuhekeâejeW
keâes vekeeÛeej DeeOeeefjle ØeefMe#eCe, F&-keâe@ceme& huesšheâece&
mes pegÌ[ves kesâ Dekemej, efveÙee&le kesâbefõle ceeie&oMe&ve Deewj
DeeOegefvekeâ mebmeeOeveeW keâer megefkeOee efceue mekesâ, lees Ùen
heejbheefjkeâ efMeuhe ve kesâkeue je<š^erÙe mlej hej yeefukeâ
kewefÕekeâ cebÛe hej Yeer Deheveer GheefmLeefle keâes Deewj DeefOekeâ
ØeYeekeer ™he mes ope& keâje mekeâlee nw~

Fme Øekeâej, šsjekeâesše efMeuhe keâe kele&ceeve heefjØes#Ùe
Gmekeâer mece=æ hejbheje Deewj DeeOegefvekeâ mebYeekeveeDeeW kesâ
yeerÛe Skeâ meMeòeâ mebkeeo mLeeefhele keâjlee nw, pees YeejleerÙe
efMeuhekeâuee keâer peerkeblelee Deewj efvejblejlee keâe Øeleerkeâ nw~

efve<keâ<e& :

šsjekeâesše efMeuhe YeejleerÙe meebmke=âeflekeâ hejbheje keâer
Skeâ Ssmeer meMeòeâ DeefYekÙeefòeâ nw, pees ve kesâkeue Deleerle
keâer keâueelcekeâ mebkesoveeDeeW keâes oMee&leer nw, yeefukeâ Deepe
Yeer Deheveer peerkeblelee Deewj Øeemebefiekeâlee yeveeS ngS nw~
Ùen keâuee hebÛelelkeeW mes efveefce&le nesves kesâ keâejCe ve kesâkeue

Øeeke=âeflekeâ meblegueve keâer Øeleerkeâ nw, yeefukeâ «eeceerCe
peerkeveMewueer, Oeeefce&keâ efkeÕeemeeW Deewj ueeskeâkeâLeeDeeW keâe
Yeer cetle& ™he Øemlegle keâjleer nw~

yegbosueKeb[ #es$e, efkeMes<ele: Úlejhegj efpeuee, Fme
hejbheje keâe cenlkehetCe& kesâbõ jne nw~ Fme MeesOe ceW ßeer
oskeeroerve Øepeeheefle pewmes efMeuhekeâej kesâ peerkeve Deewj keâeÙeeX
kesâ ceeOÙece mes Ùen mhe<š ngDee efkeâ ueeskeâkeâueeDeeW keâer
peerkeblelee Deewj vekeesvces<e Meefòeâ Deepe Yeer meceepe kesâ
Yeerlej ienjeF& mes efkeÅeceeve nw~ GvneWves heejbheefjkeâ lekeâveerkeâeW
kesâ ceeOÙece mes šsjekeâesše keâes veF& henÛeeve oer nw Deewj
Deblejje<š^erÙe cebÛeeW lekeâ hengBÛeeÙee nw~

Ùen MeesOe Ùen Yeer mhe<š keâjlee nw efkeâ šsjekeâesše
efMeuhe keâe mebj#eCe kesâkeue Skeâ meebmke=âeflekeâ oeefÙelke
veneR nw, yeefukeâ Ùen mLeeveerÙe jespeieej, mkeosMeer GÅeesie,
Deewj heÙee&kejCeerÙe efmLejlee mes Yeer pegÌ[e ngDee nw~ ÙeÅeefhe
kele&ceeve ceW Ùen efMeuhe keâF& Øekeâej keâer ÛegveewefleÙeeW pewmes
lekeâveerkeâer mebmeeOeveeW keâer keâceer, efkeheCeve Demebie"ve,
Deewj DeeOegefvekeâ yeepeej kesâ oyeekeeW mes petPe jne nw, efheâj
Yeer GefÛele ØeefMe#eCe, ef[ÌpeeFve vekeeÛeej Deewj mejkeâejer
meceLe&ve kesâ ceeOÙece mes FmeceW hegve®lLeeve keâer Deheej
mebYeekeveeSB nQ~

Fme MeesOe kesâ ceeOÙece mes Ùen mLeeefhele neslee nw efkeâ
šsjekeâesše ve kesâkeue Skeâ heejbheefjkeâ efMeuhe nw, yeefukeâ
Ùen Yeefke<Ùe kesâ efueS Skeâ melele, meeQoÙe&hetCe& Deewj
meeceeefpekeâ ™he mes GheÙeesieer keâuee ceeOÙece yeve mekeâlee
nw, yeMele&s Fmes mebieef"le ØeÙeemeeW Deewj mecehe&Ce kesâ meeLe
mebjef#ele efkeâÙee peeS~

mevoYe& «evLe metÛeer :
1. Sinha, S (June- 2020). Terracotta Art: Past

and Present. Journal of Science and Linguis-
tics, 10(1), 79-84, VL Media Solutions,
https://www.researchgate.net/publication/
386048643_Terracotta_Art_Past_and_
Present.
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keuueYe mecØeoeÙe kesâ efvelÙe (De<šÙeece) Skeb ke<ee&slmekeeW ceW
meebieereflekeâ ØeÙeesie keâer Glke=â<šlee

kegâmegce efmebn ØeesÊ mebieerlee efmebn
MeesOeeLeer&, keeÅe efkeYeeie MeesOe efveo&sefMekeâe, keeÅe efkeYeeie
mebieerle Skeb cebÛe keâuee mebkeâeÙe mebieerle Skeb cebÛe keâuee mebkeâeÙe
keâeMeer efnvot efkeMkeefkeÅeeueÙe, keejeCemeer keâeMeer efnvot efkeMkeefkeÅeeueÙe, keejeCemeer

meejebMe :

ceOÙekeâeueerve mebieerle ceW De<šÚehe Ùee nkesueer mebieerle keâer mLeehevee, hegef<šceeie& kesâ Øekele&keâ DeeÛeeÙe& ßeer
keuueeYeeÛeeÙe& kesâ heg$e ßeer efkeªueveeLe ves ßeerveeLe peer keâer meskee keâjves Skeb hegef<šceeie& kesâ ØeÛeej-Øemeej keâjves kesâ efueS

keâer Leer~ ‘De<šÚehe’ ke=â<Ce keâekÙe Oeeje kesâ Dee" keâefkeÙeeW kesâ mecetn keâes keânles nQ, efpevekeâe cetue mecyevOe DeeÛeeÙe&
keuueYe Éeje Øeefleheeefole hegef<šceeieer& mecØeoeÙe mes nw~ pees ßeerveeLe peer kesâ DevevÙe Yeòeâ nw efpeveceW Ûeej keuueYeeÛeeÙe&
peer kesâ efMe<Ùe Deewj Ûeej efkeªueveeLe peer kesâ efMe<Ùe nw~

hegef<šceeieer& kew<Ceke mecØeoeÙe ceW Yeiekeeve ßeer veeLe peer keâe yeeuÙe mke™heeW keâer meskee jeie, Yeesie ke ße=bieej kesâ
ceeOÙece mes efkeâÙee peelee nw~ efpemeceW efvelÙe ›eâce Deewj ke<ee&slmeke ›eâce oes ceeOÙece nw, efvelÙe ›eâce ceW megyen mes Meece
lekeâ Dee" DeeÙeeceeW ceW meskee keâer peeleer nw Deewj ke<ee&slmeke ›eâce ceW Deewj Yeer efkeMes<e ™he mes ßeer veeLe peer kesâ
yeeuÙekeâeue keâer meskee efkeâÙee peelee nw~ ke<ee&slmeke ›eâce ceW <ešd-$e+legDeeW kesâ Glmeke, DekeleejeW keâer peÙeefvleÙeeB, ueeskeâ-
heke& leLee DeeÛeeÙe& ke Gvekesâ kebMepeeW kesâ pevceeslmeke efkeMes<e ™he mes ceveeÙes peeles nQ Deewj efpemeceW efkeefMe<š keeÅeeW keâe
Deewj jeieeW keâe ØeÙeesie efkeâÙee peelee nw~ Fme MeesOe he$e kesâ ceeOÙece mes keuueYe mecØeoeÙe ceW De<šÙeece Skeb ke<ee&slmeke
ceW meebieereflekeâ ØeÙeesie keâer Glke=â<šlee keâes efkemleej ™he mes keefCe&le keâjves keâer keâesefMeMe keâer ieF& nw~

cegKÙe efyevog :

keuueYeeÛeeÙe&, ceOÙekeâeueerve, hegef<šceeie& mecyevOe, yeeuÙekeâeue, DekeleejeW~

keuueYe mecØeoeÙe ceW Yeiekeeve keâer DeejeOevee oes
Øekeâej mes keâer peeleer nw- ØeLece efvelÙe (De<šÙeece) meskee
ke otmeje ke<ee&slmeke Fve oesveeW ner Øekeâej keâer meskeeDeeW ceW
mebieerle kesâ efkeefYeVe MewefueÙeeW keâer Glke=â<šlee osKeves keâes
efceueleer nw~

De<šÙeece meskee efkeefOe :

De<šÙeece meskee Yeiekeeve ßeerveeLe peer keâer meskee
Skeâ owefvekeâ ›eâce nw pees Øeele:keâeue mes ner ØeejcYe neskeâj
MeÙeve Deejleer lekeâ Ûeuelee nw~ efpemes De<šÙeece meskee
efkeefOe keânles nQ~ keuueYe mecØeoeÙe ceW De<šÙeece meskeeDeeW
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keâes mebieerle kesâ ceeOÙece mes efkeâÙee peelee nw~

De<šÙeece meskeeDeeW kesâ efke<eÙe ceW efvecvekeled GuuesKe
Øemlegle nw :

cebieuee : Øeele: keâeue meke&ØeLece MebKeveeo neslee nw~

jeie Yewjke :

peeiees ieesheeue ueeue peveveer yeefue peeF&

G"ew leele Øeerle YeÙeew, jpeveer keâes efleefcej ieÙees,

šsjle meye ikeeue yeeue, ceesnve keâvnF&~~1~~

G"es cesjs Deevevo keâvo, ieieve Ûebo YeÙeew cebo,

ØekeâšŸeew DebMegceeve Yeeveg, keâceueefve megKeoeF&

meKee meyeefn hegjleÙesCeg, legceefn efyeve ve Útšs Oesveg,

G"ew ueeue lepeew mewve, megvoj kejjeF&~~2~~

cegKe leW heš otj efkeâÙeew, pemegoe keâtb ojme efoÙeew,

Deewj oefOe- ceeBefie efueÙeew, efkeefkeOe jme efce"eF&

peWkele oesT jece mÙeece, mekeâue cebieue iegve efveOeeve,

Leej ceW keâÚt pet" jner, ceeveoeme heeF&~~3~~

Yeiekeeve keâes peieeves kesâ efueÙes jeie Yewjke, jecekeâueer
DeLekee efkeYeeme keâe ØeÙeesie neslee nw~

Fme mebmke=âle jÛevee kesâ yeeo cebieue Deejefle kesâ heo
yeesues peeles nQ~

cebieue Deejleer ieesheeue keâer ceeF&~~

efveòe Øeefle cebieue nesle efvejKe cegKe, efÛelekeve
veÙeve efyemeeue keâer

cebieue ™he mÙeece megvoj keâew, cebieue Ye=kegâefš
megYeeue keâer~~

ÛelegYe&gpe oeme ØeYeg meoe cebieue efveefOe yeeefvekeâ
efieefjOej ueeue keâer~~2~~

leye cebieuee PeeBkeâer kesâ heš yevo nesles nQ~ cebieuee
PeeBkeâer kesâ meejs ›eâce ceW heKeekepe veneR yepeleer~ ieeÙeve
leeuecegòeâ jnlee nw~ Fmekeâe keâejCe mecØeoeÙe ceW yeeue
mke™he keâer meskee Yeekevee nw~ yeeuekeâ peeieles meceÙe
ce=obie keâer Okeefve mes keâneR ÛeeQkeâ ve peeÙe~

ße=bieej :

cebieuee kesâ oMe&ve yevo nesves kesâ kegâÚ osj yeeo
Yeiekeeve keâes ße=bieej keâjeves kesâ efueÙes keâerle&ve yeesues peeles
nQ~ (Devoj Yeiekeeve kesâ ße=bieej nesles jnles nQ )

cebieue Deejleer ieesheeue keâer ceeF&~~

efveòe Øeefle cebieue nesle efvejKe cegKe, efÛelekeve
veÙeve efyemeeue keâer

cebieue ™he mÙeece megvoj keâew cebieue Ye=kegâefš
megYeeue keâer~~

ÛelegYe&gpe oeme ØeYeg meoe cebieue efveefOe yeeefvekeâ
efieefjOej ueeue keâer~~

leye cebieuee PeeBkeâer kesâ heš yevo nesles nQ~

leovevlej ße=bieej kesâ oMe&ve Kegueles nQ~ leye "ekegâj
peer kesâ mevcegKe keâerle&efveÙeeW ße=bieej keCe&ve kesâ heo «eer<ce
$e+leg ceW efkeueekeue ceW ke Meerle $e+leg ceW lees[er ke Deemeekejer
ceW yeesuelee nw~

ikeeue :

keâerle&efveÙeeB yeenj mes IewÙee kesâ heo yeesuelee nw~

jeie efkeueekeue :

pemeesoe ceLeceLe hÙeekele cewÙee~~

keâj leue keâÌ[er Oejle nw Deeies ®Ûe meeW uesle
keâvnwÙee~~1~~

yenesj Oejle nefj uesle peele nQ hegve-hegve megvoj
mÙeece megnwÙee~~

DeewšŸeew otOe OejÙees yesuee Yej heerkele keâevn
keâvnwÙee~~2~~

ceve ceesnve Yeespeve keâeQ yew"s, uesn hejesmele
cewÙee~~

<ešjme kesâ peg Øekeâej Oejs meye, efvejefKe jefmekeâ
yeefue pewÙee~~3~~

leovevlej ikeeue kesâ oMe&ve Kegueles nQ~ leye ikeeue
kesâ heo ieeS peeles nQ~ ÙeLee :



213
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

jepe Yeesie :

ikeeue keâer PeeBkeâer kesâ heÙee&hle meceÙe yeeo (keäÙeeWefkeâ
Fme meceÙe ceW Yeespeve keâer meece«eer yeveeF& peeleer nw) peye
Yeespeve keâer meece«eer Yeiekeeve kesâ mece#e jKeer peeleer nw
leye Gvemes Yeespeve keâjves kesâ efueÙes yegueeves kesâ Yeeke mes
("ekegâjpeer Devoj keâerle&efveÙeeB yeenj) heo ieeÙes peeles nQ~

jeie Oeveeßeer :

yeesuele mÙeece pemeesoe cewÙee

Deefle Deevevo Øesce jme Gcebieer, nbefmenbefme
uesle yeuewÙeeb~~1~~

Gj DebÛeue mees ßece peue heeWÚle, hegefve-hegefve
Deheves neLe~~

Yeespeve keâjew ue[wles ceesnve, meye ikeeueve kesâ
meeLe~~2~~

megle cegKe Ûebo efyeueewefkeâ mepeue ner Fve ner
efce$e meceepe~~

hejceevevo ØeYeg hejce ceveesnj, Deefle efkeefÛe$e
yeÇpejepe~~3~~

lelheMÛeeled Yeespeve keâjves kesâ heo ieeÙes peeles nQ~ Ùes
heo Yeer $e+leg Devegmeej yeoueles peeles nQ~

GlLeeheve : Fme PeeBkeâer kesâ Kegueves mes heefnues
Yeiekeeve keâes MebKe-Okeefve mes peieeÙee peelee nw, GlLeeheve
keâe Skeâ heo Fme Øekeâej nw :

jeie veš :

megyeue ßeer oece keânew meKeve meeQ Depe&gve
MebKe kepewÙes~~

Iej pewkes keâer YeF& nw efyeefjÙeeB efieefjOej ueeue
peiewÙeW~~1~~

"ewj-"ewj ceOegjer Oegve yeepes, ceOegj-ceOegj mkej
iewÙes~~

kegâbpe meove peeies vebo vevove, cegefõle yeerje
heâue uew nQ~~2~~

nefjoeme ke<e& kesâ hetjs ceveesjLe, ieeskegâue leehe
ve meQnQ~

ueškeâle Deekele keâceue efheâjekele, hejceevevo
ye{wnQ~~3~~

GlLeeheve keâer PeeBkeâer Kegueves hej ØeeÙe: keâerle&ve veneR
neslee~

Yeesie :

Yeesie keâjeves kesâ yeeo Fme PeeBkeâer ceW cegjueer, ieeÙe
ke ieesheer oMee kesâ heo yeesues peeles nQ ÙeLee- (ieesheer oMee
keâe heo) :

jeie veš :

Øeerlece Øeerle ner leW hewÙes~~

ÙeÅeefhe ™heiegve meerue megOejlee, Fve yeeleve
ve efjPenQ~~1~~

melekegâue pevce keâjce megYeue#eCe, keso hegjeve
heÌ{W nQ~~

ieesefkevo efyevee mvesn meeW Deeueer, jmevee keâne
peg veÛewnQ~~2~~

mebOÙee Deejleer :

heefnues ieeÙe yegueeves kesâ heo ieeÙes peeles nQ~ ÙeLee

jeie hetkeer& :

ieesefkevo efieefj ÛeÌ{ šsjle ieeÙe~~

ieeÙe yegueeF& Oeewcej Oeewjer, šsjle kesCeg yepeeÙe~~1~~

ßekeCe veeo megve cegKe le=ve Oej meye efÛeleF&
meerme G"eÙe~~

Øesce efkekemeÜw ntkeâ ceej Ûeng efoefme leW Guešer
OeeÙe~~2~~

ÛelegYe&gpe ØeYeg heš heerle efueÙes keâj Deevevo
Gj ve meceeÙe~~

heeQÚle jsCeg Oesveg kesâ cegKe leW efieefj ieeskeOe&ve
jeÙe~~3~~
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MeÙeve :

MeÙeve keâer PeeBkeâer Kegueves mes heefnues iees oesnve kesâ
heo ieeles nQ Fmekesâ yeeo Yeiekeeve keâes yee® (jeef$e keâe
Yeespeve) keâjeF& peeleer nw leye yÙee® kesâ heo yeesues peeles nQ
ÙeLee :

jeie F&ceve :

leesjs hewÙeeb ueeietb efieefjOej yÙee® keâerpew~~

Gueš heuešle Pebiegueer Yeespew Keerpele efKepeekes
megvojleve Úerpew~~1~~

heâwveer heehej Kegjcee Keepee, iegbpee efceßeer ue[gkee
ueerpew~~

yeebš osle meye ikeeue yeeueve keâtb hejceevevo
peveveer keâj ueerpew~~2~~

Yeiekeeve keâes otOe efheueeÙee peelee nw~

jeie veeÙekeâer :

cesjew efheÙe jefmeÙee megve jer meKeer lesjew oes<e
veneR~~

vekeue ueeue keâeW meye keâesT Ûeenle, keâesve
keâewve kesâ ceve yeefmeÙee~~1~~

Skeâve meeW vewvee peesjs, Skeâve meeW Yeesnb cejesjw,
Skeâ meeW cegKe nbefmeÙee~~

ke=â<Ce peerkeve ueÛÚerjece kesâ ØeYeg ceeF&, mebie
[esuele hetjve meefmeÙee~~2~~

MeÙeve keâer PeeBkeâer mecheVe nes peeves kesâ yeeo Yeer
keâerle&ve keâe ›eâce Ûeuelee jnlee nw~ heefnues ceeve kesâ, efheâj
MeÙeve keâjeves kesâ leLee efheâj efkeveleer ke ceenelcÙe kesâ heo
ieeÙes peeles nQ~

Fme Øekeâej De<šÙeece meskeeDeeW ceW Øeele:keâeue cebieuee
mes ueskeâj MeÙeve Deejleer lekeâ keâer mechetCe& meskeeDeeW ceW
efveÙeceevegmeej OeÇgkeheo ke Oeceej leLee jeieeW keâe ieeÙeve keâer
peeleer nw~ jeie efkeOeeve keâer Âef<š mes De<šÙeece meskee
efkeefOeÙeeW keâe mke™he Fme Øekeâej mes nw~ Øeele:keâeueerve

PeeefkeâÙeeW ceW peneB «eer<cekeâeue ceW efyeueekeue, meejbie ieeÙeer
peeleer nw~ keneR Meerlekeâeue ceW leesÌ[er ke Deemeekejer jeie
ieeF& peeleer nw~ Fmeer Øekeâej Meece keâer PeeefkeâÙeeW ceW
GlLeeheve ke Yeesie kesâ jeieeW ceW keâesF& Devlej veneR nw~ hetkeer&
ke ieewjer, veš keâe iece& jeie, ke keâuÙeeCe, nceerj, DeÌ[evee
"C[s jeie ceeves ieÙes nQ~

keuueYe mecØeoeÙe kesâ ke<ee&slmekeeW ceW mebieerle keâe
ØeÙeesie :

keuueYe mecØeoeÙe ceW ke<ee&slmekeeW keâe Deewj Yeer efkeMes<e
cenlke nw~ efvelÙe ›eâce meeOeejCe efoveeW kesâ efueS leLee
keeef<e&keâ ›eâce ke<e& kesâ GlmekeeW kesâ efueS nesles nQ~ FmeefueS
Fmes ke<e& Glmeke ›eâce Yeer keânles nQ~ GlmekeeW hej meskee kesâ
ØelÙeskeâ Debie (jeie, Yeesie ke ëe=bieej) keâe Skeâ efkeMes<e
ØeÙeespeve jnlee nw~ keâerle&ve kesâ mke™he ceW Deewj Yeer
efkeMes<e ™he keâe DeeÙeespeve jnlee nw pewmes meceepe ieeÙeve,
oMenje, oerkeeueer, peÙebefleÙeeB ceW kegâue Ûeej pevebefleÙeeB
ceveeF& peeleer nQ :

1. ke=â<Ce pevcee<šceer

2. jecevekeceer

3. ve=efmebn Ûeewome

4. yeekeve ÉeoMeer

DeeÛeeÙe& keuueYe kesâ kebMepeeW kesâ pevce Glmeke
meefcceefuele jnles nQ~ ßeer ke=â<Ce pevcee<šceer keuueYe
mecØeoeÙe keâe meke& ØecegKe ke mekee&efOekeâ kewYeke keâe nw~
Fme ›eâce keâes Yeiekeeve ßeer ke=â<Ce kesâ pevce mes ØeejcYe
keâjles nQ~

ßeerke=â<Ce pevceeslmeke ke<ee&slmeke ›eâce ceW ceveeÙes peeves
keeuee efkeMes<e Glmeke nw~ Ùen Yeeõceeme ceW ke=â<Ce he#e ceW
De<šceer efleefLe, jesefnCeer ve#e$e kesâ efove ceveeÙee peelee
nw~ pevceeslmeke hej Yeiekeeve kesâ mece#e heeBÛe keeÅe yepeeÙes
peeles nw, efpemes hebÛe keeÅe keâne peelee nw Gve keeÅeeW kesâ
yepeeves keâe Yeer Dehevee efkeMes<e hejcheje nw hegef<šceeie&
mecØeoeÙe ceW Deewj meskee kesâ ØelÙeskeâ Debie (jeie, Yeesie ke
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ße=bieej) keâe Skeâ efkeMes<e ØeÙeespeve jnlee nw FmeceW De<šÙeece
meskee efkeefOe efkeMes<e jnlee nw, Fme De<šÙeece meskee efkeefOe
keâes Dee" YeeieeW ceW efkeYekeäle efkeâÙee ieÙee nw~

pevceeslmeke ceW cebieuee mes ueskeâj MeÙeve lekeâ Yepeve,
keâerle&ve, jeie ke heo Deewj efkeefYevve Øekeâej kesâ keeÅeeW ke
leeueeW keâe efkeMes<e ™he mes ØeÙeesie efkeâÙee peelee nw~

~~DeLe Glmeke keâer keâerle&ve efkeefOe efueKeles~~

pevcee<šceer kesâ efove MebKeveeo nesÙe lee meceÙe
meceepe nesÙe leye ØeLece cebieue cebieue yeÇpe Yegefke cebieueb
leeheeÚs jeie oske iebOeej :

1) Deepe yeÇpe YeÙeew mekeâue Deevebo

2) Deepe Deefle yee{Ÿeew nw Devegjeie

3) Deepe kevekeâe GvnW efpeve peeTB

4) heâtues ieesheer ikeeue vebojeÙe

leeheeÚs mecew nesÙe lees oskeiebOeej keâer yeOeeF& Deewj
ieekeveer~ heeÚs cebieuee kesâ ojmeve :

1) vewve-ceefj osKeew vevo kegâceej

leeheeÚs hebÛeece=le kesâ oMe&ve ceW :

1) yeÇpe YeÙeew cenefj kesâ hetle~

heeÚs šsjew Deekes DeYÙebie nesÙe leemeceW yeOeeF& Ûeej :

1) megheâue pevce efove DeeÙeew vevo kesâ~

lee heeÚs meceÙe nesÙe lees Deewj meejbie ner nesÙe

lee heeÚs Yeesie mejW leye jeie meejbie :

1) Deepe cenecebieue cenjeves

2) Deebieve veo kesâ oefOe keâeboes

lee heeÚs ojmeve Kegues leye jeie meejbie

1) Deepe vebojeÙe kesâ Deevevo YeÙeew

2) meye ikeeue veeÛeW ieesheer ieekeW

lee heeÚs Deveesmej nesÙe~~ heeÚs meeBPe kesâ meceÙe
Yeesie mebOÙee ceW

jeie oskeiebOeej :

1) yeÇpe YeÙeew cenefj kesâ hetle mees hetjer nesÙe, lees heeÚs
šsje Deekew

Deewj ceneYeesie Deejleer ceW jeie Oeveeßeer-

1) pemeesoe jeveer mees keve heâtues heâtueer

lee heeÚs Ú"er hetpee nesÙe :

lee mecew Ú"er kesâ heo neWÙe jeie meejbie ceW

1) Deepe Ú"er pemegceefle kesâ meglekeâer

2) cebieue efokeme Ú"er keâes DeeÙeew~

jeie keâevnjew :

1) Úšer efkeOeesieleer jele njerpegkeâer

lee heeÚs vebo ceneslmeke kesâ ojmeve Kegues leye cebo
pemeesoepeer heOeejleer

YeÙes "eÌ{s Deme kegâme neLe Oejs~ leneB meeW mekeve keâes
heeÙe hejs~ leneB leeFË ieekeveer~~ leeheeÚs ieeshe ikeeue
heOeejle ceW yeÌ[er yeOeeF& keâer legkeâ 'megefve OeeF&' meyew
yeÇpeveejer, keneB les uewkesâb meyew PeeBPe ce=obie yepeekele meye
vevo Yekeve ieÙes, leneB leeF& ieekeveer~~

jeie keâevnjew :

yeue ceesnve oesG keâjle efyeÙee™~ mesve Yeesie
mejs ceW jeie DeÌ[eveew

Ûeueew cesjs ueeÌ{ues nes~ mesve kesâ ojmeve ceW
jeie keâevnjes

eflenejew Iej megyeme yemeew~ lee efove ceeve kesâ
heo veneR~

heew{kes ceW jeie veeÙekeâer~ jeie pemeescele «en
ieekele ieesheer peve~~

Fefle pevcee<šceer keâer efkeefOe~

Fmekesâ Deefleefjòeâ mebieerle kesâ efkeefkeOe efkeOeeDeeW pewmes
ve=lÙe, keeÅe-keeove Deeefo keâe Yeer DeeÙeespeve efkeâÙee peelee
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nw~ Fmekesâ Deueekee Ùener efnv[esue, nesueer, yemevle,
DeeÛeeÙeeX keâe heešeslmeke Deeefo GlmekeeW hej mebieerle kesâ
efkeefkeOe efkeOeeDeeW pewmes heKeekepe, MebKe, PeebPe, IeCše,
nejceesefveÙece, keerCee, lecyetje, ce=obie, kebMeer, keâjleeue,
FlÙeeefo keâe DeeÙeespeve efkeâÙee peelee nw~ Fme Øekeâej ke<e&
Yej kesâ meYeer GlmekeeW ceW mebieerle keâer Glke=â<šlee efoKeleer
nw~

Dele: keuueYe mecØeoeÙe keâer Yeefòeâ ceW mebieerle keâe
DelÙeefOekeâ cenlkehetCe& nw FmeefueS keuueYe mecØeoeÙe keâer
jmeesheemevee Yeefòeâ keânueeleer nw~

mevoYe& «evLe metÛeer :

1. http://rajasthangkidea.blogspot.com/2018/
07/haveli-sangeet-and-ashtchhap-poet-of-
29.html

2. Mecee&, ØeesÊ melÙe Yeeve, hegef<šceeieer&Ùe cebefojeW keâer mebieerle
hejcheje, nkesueer mebieerle, jeOee heefyuekesâMevme, veF& efouueer,
ØeLece mebmkeâjCe, 1999-2011

3. Mecee&, Debpet, yeÇpe mebmke=âefle ceW mebieerle, jeOee heefyuekesâMevme,
veF& efouueer, mebmkeâjCe-1996

4. ieie&, [e@Ê ue#ceerveejeÙeCe, yeÇpe mebmke=âefle Deewj ueeskeâ
mebieerle, mebieerle keâeÙee&ueÙe, neLejme, ØeLece mebmkeâjCe-
2009
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mecekeâeueerve YeejleerÙe jbiecebÛe hej cesLe[ Sefkeäšbie
keâe ØeYeeke

ceveerMe peesMeer
[e@Ê mce=efle YeejÉepe

uekeueer ØeesheâsMeveue Ùetefvekeefme&šer, hebpeeye

1. Øemleekevee : YeejleerÙe jbiecebÛe Deewj kewefÕekeâ
ØeYeeke :

YeejleerÙe jbiecebÛe efkeÕe keâer ØeeÛeervelece Deewj meyemes
efkeefkeOe jbie-hejchejeDeeW ceW mes Skeâ nw~ Fmekeâer peÌ[W
kewefokeâ keâeue lekeâ peeleer nQ, peneB $e+ikeso kesâ mebkeeoelcekeâ
Mueeskeâ Deewj meecekeso kesâ mebieerleceÙe mke™he jbie-hejcheje
keâer ØeejefcYekeâ Úefke Øemlegle keâjles nQ~ Deeies Ûeuekeâj
Yejlecegefve keâe veešŸeMeem$e (ueieYeie 200 F&Ê hetÊ–
200 F&Ê) Fme hejcheje keâe ceevekeâ «ebLe yevee, efpemeves
DeefYeveÙe, ve=lÙe, mebieerle, jme Deewj Yeeke keâe kÙeehekeâ
efmeæeble mLeeefhele efkeâÙee~

YeejleerÙe jbiecebÛe ves meefoÙeeW lekeâ Oeeefce&keâ DeeKÙeeveeW,
heewjeefCekeâ ieeLeeDeeW Deewj ueeskeâpeerkeve mes ØesjCee ueskeâj
Deheveer Deueie henÛeeve yeveeF&~ #es$eerÙe mlej hej keâLekeâueer,
Ùe#eieeve, pe$ee, veewšbkeâer, leceeMee, YekeeF& Deewj efLe®keefLeje
pewmeer MewefueÙeeW ves efkeefkeOelee keâes mece=æ efkeâÙee~ Fve jbie-
™heeW ceW peneB oske-hetpeve Deewj jmeelcekeâ DevegYeke kesâbõ ceW
Les, keneR DeefYeveslee Deewj oMe&keâ kesâ yeerÛe Skeâ Oeeefce&keâ-
meebmke=âeflekeâ yebOeve Yeer pegÌ[e jnlee Lee~

uesefkeâve GVeermekeeR Deewj yeermekeeR Meleeyoer kesâ ceesÌ[
hej, peye Yeejle DeewheefvekesefMekeâ Meemeve Deewj DeeOegefvekeâlee
keâer ÛegveewefleÙeeW mes iegpej jne Lee, YeejleerÙe jbiecebÛe keâes
veF& DeefYekÙeefòeâÙeeW keâer DeekeMÙekeâlee cenmetme ngF&~

meeceeefpekeâ ÙeLeeLe&, DeewheefvekesefMekeâ efkejesOe Deewj Menjer
peerkeve keâer peefšueleeDeeW ves jbiecebÛe keâes kesâkeue Yeefòeâ Ùee
ueeskeâ-ceveesjbpeve lekeâ meerefcele veneR jnves efoÙee~ Fmeer
oewj ceW heefMÛeceer jbiecebÛe Deewj DeefYeveÙe heæefleÙeeB Yeejle
ceW ØekesMe keâjleer nQ~

Ùener ken meceÙe Lee peye keâeWmšeefvšve mšeefvemueekmkeâer
Éeje Øeefleheeefole cesLe[ Sefkeäšbie (Method Acting)
Yeejle kesâ yeewefækeâ Deewj meebmke=âeflekeâ efkeceMe& ceW ØekesMe
keâjleer nw~ mšeefvemueekmkeâer keâe efkeÛeej Lee efkeâ DeefYeveslee
kesâkeue hee$e keâe DeefYeveÙe ve keâjW, yeefukeâ Gmes Deheveer
Deelcee Deewj mce=efleÙeeW mes efpeS~ Ùen Âef<š YeejleerÙe
DeefYevesleeDeeW kesâ efueS Skeâ ›eâebeflekeâejer yeoueeke Lee
keäÙeeWefkeâ efkeâ heejcheefjkeâ YeejleerÙe jbie-hejcheje ceW DeefOekeâlej
DeefYeveÙeeefYeveÙe (Stylization) Deewj jmeelcekeâ Øemlegefle
hej Ìpeesj efoÙee peelee Lee~

yeermekeeR Meleeyoer kesâ ceOÙe ceW peye SyeÇeefnce DeuekeâeÌpeer
pewmes jbieefveo&sMekeâ je<š^erÙe veešŸe efkeÅeeueÙe (NSD) ceW
ØeefMe#eCe os jns Les, leye YeejleerÙe jbiecebÛe ceW ÙeLeeLe&keeoer
DeefYeveÙe (Psychological Realism) keâer veeRke
heÌ[er~ Fmeves Skeâ Deesj YeejleerÙe jbie-hejcheje kesâ ienjs
DevegYekeeW keâes DeeOegefvekeâlee kesâ veS mekeeueeW mes peesÌ[e,
lees otmejer Deesj DeefYeveslee Deewj oMe&&keâ oesveeW keâes keâuee
keâer Skeâ veF& Yee<ee oer~
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Deepe, peye nce mecekeâeueerve YeejleerÙe jbiecebÛe keâes
osKeles nQ, lees Ùen mhe<š nw efkeâ efkeâ mšeefvemueekmkeâer keâer
heæefle ves ve kesâkeue ØeefMe#eCe keâer efoMee yeoueer, yeefukeâ
DeefYeveÙe keâer hetjer Øeef›eâÙee keâes ienjeF& Deewj ØeeceeefCekeâlee
Øeoeve keâer~

2. mšeefvemueekmkeâer keâe peerkeve Deewj oMe&ve :

2.1 ØeejefcYekeâ peerkeve Deewj jbie-Ùee$ee :

keâeWmšeefvšve meie&sÙesefkeÛe DeueskeämesÙeske, efpevnW nce
mšeefvemueekmkeâer kesâ veece mes peeveles nQ, keâe pevce 1863
ceW cee@mkeâes (™me) ceW ngDee~ kes Skeâ mecheVe heefjkeej mes
Les Deewj yeÛeheve mes ner keâuee, mebieerle Deewj jbiecebÛe mes
heefjefÛele Les~ Gvekesâ efhelee ves Iej ceW ner Skeâ efvepeer
jbiecebÛe yeveeÙee Lee, peneB Ùegkee mšeefvemueekmkeâer ves DeefYeveÙe
keâe DeYÙeeme efkeâÙee~

efkeâMeesjekemLee ceW ner GvneWves Ùen cenmetme efkeâÙee
efkeâ DeefYeveÙe kesâkeue cebÛe hej efoKeekee veneR nw, yeefukeâ
Ùen ceeveke DevegYeke keâer ienjeFÙeeW keâes Útves keeuee ceeOÙece
nw~ Fmeer Keespe ves GvnW peerkeveYej jbiecebÛe keâer Yee<ee
Deewj heæefle keâes efkekeâefmele keâjves kesâ efueS Øesefjle efkeâÙee~

2.2 cee@mkeâes Deeš& efLeÙesšj Deewj ÙeLeeLe&keeo keâer
veeRke :

1898 ceW kueeefoceerj vesefcejesefkeÛe-[wveÛeWkeâes kesâ
meeLe efceuekeâj mšeefvemueekmkeâer ves cee@mkeâes Deeš& efLeÙesšj
(MAT) keâer mLeehevee keâer~ Ùen jbiecebÛe mebmLee efkeÕe
jbie-Fefleneme ceW Skeâ ceerue keâe helLej meeefyele ngF&~ ÙeneR
mes Debleesve ÛesKeke kesâ veeškeâ (The Seagull, Uncle

Vanya, Three Sisters, The Cherry Orchard)
cebefÛele ngS, efpeveceW ceveeskew%eeefvekeâ ÙeLeeLe&keeo keâe ienje
ØeYeeke osKee ieÙee~

mšeefvemueekmkeâer keâe cele Lee efkeâ oMe&keâ leYeer
ØeYeeefkele neWies peye DeefYeveslee hee$e keâes hetjer lejn peerkeâj
Øemlegle keâjsiee~ Fmekesâ efueS GvneWves System efkekeâefmele
efkeâÙee-Skeâ Ssmeer lekeâveerkeâ, efpemeceW DeefYeveslee keâe Mejerj,
ceve Deewj Deelcee hee$e kesâ DevegYekeeW mes leeoelcÙe efye"eS~

2.3 mšeefvemueekmkeâer efmemšce keâer cetue DekeOeejCeeSB :

mšeefvemueekmkeâer ves ke<eeX kesâ ØeÙeesie Deewj ØeefMe#eCe
mes Skeâ kÙeehekeâ heæefle lewÙeej keâer~ Gvekesâ efmeæeble leerve
mlejeW hej keâece keâjles nQ :

1. Meejerefjkeâ ef›eâÙee (Physical Action) :
DeefYeveÙe keâe DeeOeej kesâkeue mebkeeo veneR, yeefukeâ
Mejerj keâer efkeÕemeveerÙe ef›eâÙeeSB nQ~

2. ceveeskew%eeefvekeâ melÙe (Psychological

Truth) : DeefYeveslee keâes hee$e kesâ Yeekeveelcekeâ
DevegYekeeW mes iegpejvee ÛeeefnS~

3. Deeeflcekeâ leeoelcÙe (Spiritual Identifi-

cation) : DeefYeveÙe ceW meÛÛeeF& leYeer DeeSieer
peye DeefYeveslee mkeÙeb keâes hee$e ceW efkeueerve keâj os~

Fve DeeOeejeW hej GvneWves keâF& cenlkehetCe& DekeOeejCeeSB
oeR :

� Yeeke-mce=efle (Emotional Memory)

� peeogF& Ùeefo (Magic If)

� heefjefmLeefleÙeeB (Given Circumstances)

� ceneGösMÙe (Super-Objective)

� Devle:hee" (Subtext)

2.4 keâuee Deewj peerkeve keâe mecyevOe :

mšeefvemueekmkeâer keâe ceevevee Lee efkeâ jbiecebÛe kesâkeue
ceveesjbpeve keâe meeOeve veneR, yeefukeâceeveke Deelcee kesâ
GlLeeve keâe ceeOÙece nw~ kes keânles Les :

‘‘melÙe keâer Keespe ner DeefYeveslee keâe Oece& nw~ Pet"s
DeefYeveÙe mes ve oMe&keâ ØeYeeefkele neWies, ve keâueekeâej
mebleg<š nesiee~’’

Ùener keâejCe nw efkeâ Gvekeâer heæefle DeefYeveÙe mes
Deeies peekeâj Skeâ oMe&ve yeve ieF&~ Ùen oMe&ve keâueekeâej
keâes Deheves DevegYekeeW, mce=efleÙeeW Deewj mebkesoveeDeeW mes
peesÌ[lee nw Deewj Gmes Skeâ ienjs ceevekeerÙe mlej hej
DeefYeveÙe keâjves keâer ØesjCee oslee nw~
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2.5 mšeefvemueekmkeâer mes cesLe[ Sefkeäšbie lekeâ :

yeermekeeR Meleeyoer kesâ ceOÙe ceW Decesefjkeâe Deewj Ùetjeshe
ceW mšeefvemueekmkeâer kesâ efMe<ÙeeW (pewmes ueer mš^emeyeie&,
mšsuee S[uej, meQheâes[& cesFmevej) ves Gvekeâer heæefle keâes
Deeies yeÌ{eÙee~ Fmeves ne@ueerkeg[ ceW cesLe[ Sefkeäšbie keâe
™he efueÙee, peneB ceeue&ve yeÇQ[es, Deue heÛeervees, je@yeš&
[er veerjes pewmes DeefYevesleeDeeW ves Fmes kewefÕekeâ mlej hej
ueeskeâefØeÙe yeveeÙee~

Yeejle ceW Yeer Ùen uenj hengBÛeer, Deewj ÙeneB Fmes
mLeeveerÙe jbie-hejchejeDeeW kesâ meeLe efceueekeâj veÙee mke™he
efoÙee ieÙee~

3. mšeefvemueekmkeâer keâer cesLe[ Sefkeäšbie : efmeæebleeW
keâer ienjeF& :

mšeefvemueekmkeâer keâer System keâes kesâkeue lekeâveerkeâ
keânvee heÙee&hle veneR nesiee; Ùen Skeâ oeMe&efvekeâ Âef<škeâesCe
nw~ Fmekeâe GösMÙe nw- ‘‘DeefYeveslee keâes Gme melÙe kesâ DeefOekeâlece
efvekeâš ues peevee, pees hee$e keemleke ceW peerlee nw~’’

Gvekeâer heæefle kesâ cegKÙe efmeæeble Fme Øekeâej nQ :

3.1 Yeeke-mce=efle (Emotional Memory) :

DeefYeveslee Deheves peerkeve kesâ DevegYekeeW Deewj mce=efleÙeeW
mes hee$e keâer YeekeveeDeeW keâes ØeeceeefCekeâ yeveelee nw~

� GoenjCe : Ùeefo DeefYeveslee keâes Meeskeâ keâe DeefYeveÙe
keâjvee nw, lees ken Deheves peerkeve keâer efkeâmeer keemleefkekeâ
neefve keâes Ùeeo keâj mekeâlee nw~

� Fme lekeâveerkeâ ves YeejleerÙe DeefYevesleeDeeW pewmes FjÌHeâeve
Keeve keâes ienve Yeekeveelcekeâ mlej lekeâ hengBÛeves ceW
ceoo keâer~

3.2Dekeueeskeâve (Observation) :

ceeveke-kÙekenej, neke-Yeeke Deewj heefjefmLeefleÙeeW keâe
met#ce DeOÙeÙeve~

� DeefYeveslee kesâkeue keâuhevee mes veneR, yeefukeâ ÙeLeeLe&
peerkeve keâes osKekeâj Deheveer keâuee ieÌ{lee nw~

� YeejleerÙe heefjØes#Ùe ceW Ùen efmeæeble ueeskeâpeerkeve
Deewj meeOeejCe hee$eeW keâes ieÌ{ves ceW GheÙeesieer efmeæ
ngDee~

3.3Skeâe«elee (Concentration) :

DeefYeveslee keâe hetje OÙeeve kesâkeue hee$e Deewj ÂMÙe
hej nesvee ÛeeefnS~ cebÛe hej GheefmLele DevÙe efkeÛeueve mes
Gmes ØeYeeefkele veneR nesvee ÛeeefnS~

3.4 peeogF& ‘Ùeefo’ (Magic If) :

‘‘Ùeefo ceQ Fme heefjefmLeefle ceW neslee lees keäÙee keâjlee?’’-
Ùen ØeMve DeefYeveslee keâes keâeuheefvekeâ heefjefmLeefle ceW ÙeLeeLe&
DevegYeke keâjves keâer Meefòeâ oslee nw~

� GoenjCe : jepekegâceej jeke keâe Shahid efheâuce
ceW Skeâ kekeâerue keâer Yetefcekeâe efveYeeles meceÙe Ùener
efmeæeble ueeiet keâjvee~

3.5Deevleefjkeâ melÙe (Inner Truth) :

mebkeeo Ùee ef›eâÙee leYeer meeLe&keâ nesieer peye Gmekesâ
heerÚs keemleefkekeâ Yeekeveelcekeâ DeeOeej nes~

3.6 ef›eâÙee Deewj GösMÙe (Action & Objec-

tive) :

nj ÂMÙe Deewj nj mebkeeo kesâ heerÚs hee$e keâe keâesF&
GösMÙe neslee nw~

� Ùen DeefYeveslee keâes Ùeeo efoueelee nw efkeâ efkeâ mebkeeo
kesâkeue Meyo veneR nQ, yeefukeâ ef›eâÙee keâe efnmmee
nQ~

3.7 heefjefmLeefleÙeeB (Given Circumstances) :

hee$e kesâ peerkeve keâer he=…Yetefce, meeceeefpekeâ-meebmke=âeflekeâ
efmLeefle Deewj kÙeefòeâiele Fefleneme~

� Ùen YeejleerÙe jbiecebÛe ceW efkeMes<e ™he mes cenlkehetCe&
nw keäÙeeWefkeâ efkeâ ÙeneB nj hee$e meeceeefpekeâ keie& Deewj
hejcheje mes ienjeF& mes pegÌ[e neslee nw~

3.8Devle:hee" (Subtext) :

mebkeeo kesâ heerÚs efÚhee ngDee keemleefkekeâ DeLe&~
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� YeejleerÙe jbie-hejcheje ceW, peneB Dekeämej Øeleerkeâ
Deewj ™hekeâ keâe ØeÙeesie neslee nw, Ùen efmeæeble
efkeMes<e Øeemebefiekeâ nes peelee nw~

3.9 ceneGösMÙe (Super-Objective) :

hetjs veeškeâ ceW hee$e keâe kÙeehekeâ ue#Ùe keäÙee nw?

� Ùen efmeæeble DeefYeveslee keâes mece«e Âef<š Øeoeve
keâjlee nw~

3.10 meecetefnkeâ DeefYeveÙe (Ensemble Play-

ing) :

DeefYeveslee kesâkeue Dekesâuee ve nes, yeefukeâ hetjer šerce
kesâ meeLe meecebpemÙehetCe& ØeoMe&ve keâjs~

� NSD Deewj DevÙe jbiecebÛe mecetneW ves Fme efmeæeble
keâes efkeMes<e ™he mes DeheveeÙee~

Fve efmeæebleeW ves DeefYeveÙe keâes melener vekeâue mes
G"ekeâj ienve DevegYeke ceW ™heebleefjle keâj efoÙee~

4. Yeejle ceW cesLe[ Sefkeäšbie keâe ØekesMe Deewj
efkekeâeme :

4.1GheefvekesMekeâeueerve he=…Yetefce :

Yeejle ceW DeeOegefvekeâ jbiecebÛe keâe DeejcYe GVeermekeeR
Meleeyoer ceW ngDee~ Deb«esÌpeer efMe#ee Deewj heeMÛeelÙe jbie-
MewefueÙeeW keâe ØeYeeke YeejleerÙe jbiecebÛe hej mhe<š efoKeves
ueiee~ keâuekeâòee, yebyeF& Deewj ceõeme pewmes MenjeW ceW
heejmeer efLeSšj Deewj Deb«esÌpeer veeškeâeW kesâ cebÛeve ves veF&
DeefYeveÙe MewefueÙeeW keâes pevce efoÙee~

uesefkeâve Ùen jbiecebÛe cegKÙele: ceveesjbpeve hej kesâefvõle
Lee~ ÙeneB hee$e Dekeämej cesuees[^ecee Deewj veeškeâerÙelee mes
Yejs nesles Les~ Fme Mewueer ceW ceveeskew%eeefvekeâ ienjeF& Dehes#eeke=âle
keâce Leer~

4.2SyeÇeefnce DeuekeâeÌpeer Deewj NSD :

1959 ceW peye je<š̂erÙe veešŸe efkeÅeeueÙe (NSD)
keâer mLeehevee ngF& Deewj SyeÇeefnce DeuekeâeÌpeer Fmekesâ efveosMekeâ
yeves, leye YeejleerÙe jbiecebÛe keâes Skeâ veF& efoMee efceueer~

� DeuekeâeÌpeer ves mšeefvemueekmkeâer efmemšce keâes YeejleerÙe
jbie-hejcheje mes peesÌ[ves keâe ØeÙeeme efkeâÙee~

� GvneWves veešŸeMeem$e Deewj jme efmeæeble keâes heefMÛeceer
ÙeLeeLe& kesâ meeLe meceefvkele efkeâÙee~

� NSD kesâ ØeefMe#eCe ceW mebkeeo-DeYÙeeme, Yeeke-
mce=efle, Dekeueeskeâve Deewj Devle:hee" keâer ienjer
mecePe efkekeâefmele keâer ieF&~

Gvekeâer osKe-jsKe ceW ØeefMeef#ele keâueekeâej-vemeer®öerve
Meen, Deesce hegjer, Deveghece Kesj, hebkeâpe keâhetj- yeeo ceW
YeejleerÙe efLeSšj Deewj efÌHeâuce ceW ÙeLeeLe&keeoer DeefYeveÙe
kesâ Øeleerkeâ yeves~

4.3nyeerye levekeerj Deewj yeerÊ keerÊ keâejble :

� nyeerye levekeerj ves ueeskeâ-veešŸe (veeÛee, veewšbkeâer)
keâes mšeefvemueekmkeâer heæefle kesâ meeLe peesÌ[e~ Gvekesâ
veeškeâ ÛejCeoeme Ûeesj Deewj Deeieje yeepeej Fmekeâe
GoenjCe nQ~

� yeerÊ keerÊ keâejble ves keâVeÌ[ ueeskeâveešŸe, mebieerle Deewj
DeeOegefvekeâ ÙeLeeLe&keeo keâes efceueekeâj DeefYevesleeDeeW
keâes veÙee ØeefMe#eCe cee@[ue efoÙee~

4.4 efÌHeâuce Deewj jbiecebÛe keâe mebiece :

1970–80 kesâ oMekeâ ceW NSD Deewj FTII

(Film and Television Institute of India) mes
efvekeâues keâueekeâejeW ves cesLe[ Sefkeäšbie keâes efÌHeâuceeW ceW Yeer
ueeskeâefØeÙe yeveeÙee~

� Deesce hegjer Deewj vemeer®öerve Meen ves meceeblej efmevescee
ceW meeceeefpekeâ ÙeLeeLe& keâes ienjeF& mes Øemlegle efkeâÙee~

� FjÌHeâeve Keeve ves Yeeke-mce=efle Deewj Devle:hee" kesâ
DeeOeej hej Deheves DeefYeveÙe keâes efkeÕemlej lekeâ
hengBÛeeÙee~

4.5 mecekeâeueerve heefjÂMÙe :

Deepe kesâ meceÙe ceW hebkeâpe ef$ehee"er, jepekegâceej
jeke, vekeeÌpegöerve efmeöerkeâer, jeefOekeâe Deehšs pewmes DeefYeveslee
Fmeer heæefle mes Øesefjle neskeâj keâece keâj jns nQ~
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� Ùes keâueekeâej hee$e keâer he=…Yetefce, meeceeefpekeâ

heefjefmLeefleÙeeW Deewj Yeekeveelcekeâ hejleeW keâe met#ce

DeOÙeÙeve keâjles nQ~

� Ùener keâejCe nw efkeâ Gvekeâe DeefYeveÙe oMe&keâeW keâes

ienjeF& mes ØeYeeefkele keâjlee nw~

5. YeejleerÙe DeefYevesleeDeeW hej mšeefvemueekmkeâer

heæefle keâe ØeYeeke : kesâme mš[er :

5.1 vemeer®öerve Meen :

vemeer®öerve Meen YeejleerÙe jbiecebÛe Deewj efmevescee kesâ

meyemes meMeòeâ DeefYevesleeDeeW ceW efieves peeles nQ~ NSD

Deewj FTII ceW ØeefMe#eCe kesâ oewjeve GvneWves mšeefvemueekmkeâer

keâer heæefle keâes Deelcemeele efkeâÙee~ Gvekesâ DeefYeveÙe ceW

Dekeueeskeâve (Obervation) Deewj Devle:hee" (Sub-

text) keâer ienjer GheefmLe efmLeefle efceueleer nw~

� veeškeâ Andha Yug Deewj efÌHeâuce A Wednes-

day ceW Gvekeâe ØeoMe&ve hee$e keâer Deevleefjkeâ

peefšueleeDeeW keâes yeejerkeâer mes GYeejlee nw~

� kes Dekeämej keânles nQ efkeâ ‘DeefYeveslee keâes henues

Fbmeeve yevevee ÛeeefnS, leYeer ken Ûeefj$e keâes meÛecegÛe

peer heeSiee~’

5.2FjÌHeâeve Keeve :

FjÌHeâeve keâe DeefYeveÙe YeejleerÙe ÙeLeeLe&keeo Deewj

Devleje&<š^erÙe cesLe[ Sefkeäšbie keâe DeÆgle mebiece Lee~

� efÌHeâuce The Lunchbox Deewj Paan Singh

Tomar ceW GvneWves Yeeke-mce=efle (Emotional

Memory) Deewj peeogF& Ùeefo (Magic If) keâe

ØeYeekeer GheÙeesie efkeâÙee~

� Gvekesâ mebkeeoeW kesâ yeerÛe keâe ceewve Deewj DeeBKeeW keâer

Yee<ee, mšeefvemueekmkeâer heæeflekeâer ‘Deevleefjkeâ melÙe’

keâer DekeOeejCee keâes cetle& ™he osleer nw~

5.3 hebkeâpe keâhetj :

hebkeâpe keâhetj ves jbiecebÛe mes ueskeâj šerkeer Deewj
efÌHeâuce lekeâ ceW Deheves DeefYeveÙe keâes yengDeeÙeeceer yeveeÙee~

� Oeejekeee fnkeâ Karamchand Deewj ef ÌHeâuce
Maqbool ceW GvneWves hee$e kesâ ‘ceneGösMÙe (Su-

per Objective)’ keâes hekeâÌ[ keâj DeefYeveÙe keâes
ienjeF& oer~

� Gvekeâe DeefYeveÙe Fme yeele keâe ØeceeCe nw efkeâ
mšeefvemueekmkeâer ØeCeeueer YeejleerÙe meeceeefpekeâ-
meebmke=âeflekeâ keâLeeDeeW kesâ meeLe Yeer menpe ™he mes
cesue Kee mekeâleer nw~

5.4 jepekegâceej jeke :

mecekeâeueerve heerÌ{er kesâ ØeefleefveefOe DeefYeveslee kesâ ™he
ceW jepekegâceej jeke cesLe[ Sefkeäšbie keâe peerkeble GoenjCe
nQ~

� efÌHeâuce Shahid Deewj Trapped ceW GvneWves
Deheves Mejerj Deewj ceve oesveeW keâes hee$e keâer heefjefmLeefleÙeeW
mes leeoelcÙe ceW {euee~

� Gvekesâ efueS ‘heefjefmLeefleÙeeB (Given Circum-

stances)’ Deewj ‘Skeâe«elee (Concentration)’
cenlkehetCe& meeOeve nQ~

5.5 vekeeÌpegöerve efmeöerkeâer :

vekeeÌpegöerve efmeöerkeâer keâe DeefYeveÙe Ùen oMee&lee nw
efkeâ cesLe[ Sefkeäšbie ves Úesšs keâmyeeW Deewj «eeceerCe he=…Yetefce
mes DeeS keâueekeâejeW keâes Yeer Devleje&<š^erÙe mlej hej
mLeeefhele efkeâÙee nw~

� efÌHeâuce Gangs of Wasseypur Deewj Manjhi

ceW GvneWves ueeskeâpeerkeve mes meerOes hee$e ieÌ{s Deewj
GvnW Deevleefjkeâ melÙe mes peerkeble efkeâÙee~

Fve kesâme-mš[erÌpe mes Ùen mhe<š neslee nw efkeâ
YeejleerÙe DeefYeveslee kesâkeue lekeâveerkeâer ™he mes veneR,
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yeefukeâ ceeveefmekeâ Deewj Yeekeveelcekeâ mlej hej Yeer
mšeefvemueekmkeâer keâer heæefle mes ØeYeeefkele nQ~

6. mecekeâeueerve YeejleerÙe jbiecebÛe ceW cesLe[ Sefkeäšbie
keâer ÛegveewefleÙeeB Deewj mebYeekeveeSB :

6.1 ÛegveewefleÙeeB :

1. mLeeveerÙe hejchejeDeeW mes škeâjeke : YeejleerÙe
jbiecebÛe keâer heejcheefjkeâ MewefueÙeeB (pewmes keâLekeâueer,

veewšbkeâer, Ùe#eieeve) DelÙeefOekeâ DeefYeveÙeeefYeveÙe

(Stylized Acting) hej DeeOeeefjle nQ~ Ssmes ceW

ceveeskew%eeefvekeâ ÙeLeeLe&keeo keâe meceekesMe keâYeer-keâYeer

škeâjeke GlheVe keâjlee nw~

2. DeeefLe&keâ Deewj mebjÛeveelcekeâ meerceeSB : heefMÛeceer
osMeeW keâer leguevee ceW Yeejle ceW jbiecebÛe keâer mebmLeeiele

mebjÛevee meerefcele nw~ DeefYevesleeDeeW keâes ienve lewÙeejer

Deewj efjmeÛe& kesâ efueS heÙee&hle meceÙe Deewj mebmeeOeve

veneR efceueles~

3. oMe&keâeW keâer Dehes#eeSB : YeejleerÙe oMe&keâ Deye

Yeer veeškeâerÙelee, ieerle-mebieerle Deewj ceveesjbpeve keâer

ceeBie keâjles nQ~ cesLe[ Sefkeäšbie keâe met#ce ÙeLeeLe&keeoer

Âef<škeâesCe keâYeer-keâYeer GvnW ‘Oeercee’ Ùee ‘iebYeerj’

ueielee nw~

4. efheâuceer yeepeej keâe oyeeke : Deepe keâe cegKÙeOeeje
efmevescee lesÌpe ieefle, YekÙelee Deewj mšej[ce hej

DeeOeeefjle nw~ keneB cesLe[ Sefkeäšbie keâe OewÙe&hetCe&
ØeefMe#eCe ncesMee mecYeke veneR nes heelee~

6.2 mebYeekeveeSB :

1. neFefyeÇ[ cee@[ue : Deepe keâF& efveo&sMekeâ (pewmes
ceesnve cenef<e&, veeruece ceeveefme efmebn ÛeewOejer) ueeskeâ-

hejchejeDeeW Deewj cesLe[ Sefkeäšbie keâes peesÌ[keâj ØeÙeesie

keâj jns nQ~ Fmemes YeejleerÙe jbiecebÛe keâes Skeâ

Devet"er henÛeeve efceue jner nw~

2. ef[efpešue Ùegie keâe efkemleej : OTT huesšheâe@ce&
(pewme s STAGE, Netflix, SonyLiv) ves
ÙeLeeLe&keeoer DeefYeveÙe kesâ efueS veÙee cebÛe GheueyOe
keâjeÙee nw~ ÙeneB oMe&keâ met#ce DeefYeveÙe keâer keâõ
keâjles nQ~

3. Devleje&<š^erÙe mebkeeo : YeejleerÙe DeefYeveslee Deye
ne@ueerkeg[ Deewj kewefÕekeâ jbiecebÛe ceW meef›eâÙe nQ~
FjÌHeâeve Keeve Deewj efØeÙebkeâe ÛeesheÌ[e Fmekesâ GoenjCe
nQ~ Fme Devleje&<š^erÙelee mes cesLe[ Sefkeäšbie keâer
Øeemebefiekeâlee Deewj yeÌ{ jner nw~

4. DeefYeveÙe efMe#eCe mebmLeeve : NSD, FTII,
Ûesefmebie [êrcme pewmeer veÙeer henueW Deewj efvepeer DeefYeveÙe
mkeâtue mšeefvemueekmkeâer heæefle keâes YeejleerÙe meboYe&
ceW {euekeâj efmeKee jns nQ~

7. efve<keâ<e& :

mšeefvemueekmkeâer keâer cesLe[ Sefkeäšbie ves YeejleerÙe
jbiecebÛe keâes veF& Âef<š Deewj ienjeF& Øeoeve keâer nw~ Fme
heæefle ves DeefYeveslee keâes kesâkeue mebkeeo yeesueves keeues
keâueekeâej mes G"ekeâj Skeâ ceeveke DevegYeke peerves keeuee
meeOekeâ yevee efoÙee~

peneB YeejleerÙe hejcheje ceW jme Deewj Yeeke keâe
oMe&ve Lee, keneR mšeefvemueekmkeâer ves ceveeskew%eeefvekeâ ÙeLeeLe&keeo
Deewj Deevleefjkeâ melÙe keâer Meefòeâ oer~ Deepe mecekeâeueerve
YeejleerÙe DeefYeveslee- Ûeens jbiecebÛe hej nes Ùee efÌHeâuceeW ceW-
Deheves hee$eeW keâes peerkevle yeveeves kesâ efueS Fme heæefle mes
ØesjCee ues jns nQ~

neueeBefkeâ efkeâ ÛegveewefleÙeeB ceewpeto nQ, efheâj Yeer mebYeekeveeSB
keâneR DeefOekeâ kÙeehekeâ nQ~ YeejleerÙe jbiecebÛe Ùeefo Deheveer
ueeskeâ-hejchejeDeeW Deewj kewefÕekeâ heæefleÙeeW keâe jÛeveelcekeâ
mecevkeÙe keâjlee jns, lees Deeves keeues meceÙe ceW Ùen efkeÕe
jbiecebÛe kesâ meyemes meMeòeâ mke™heeW ceW mes Skeâ yeve
mekeâlee nw~
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Abstract :

Between 2015 and 2025, Chamba Rumaal and Phulkari embroidery transitioned
from local craft status into the lexicon of global contemporary art. This PRISMA 2020–
compliant systematic review presents the first English-language overview of that
transition, synthesising 164 scholarly, curatorial, and grey sources identified through
database and web searches. Inductive thematic coding reveals five interconnected
debates. First, ritual cloths are being redefined as gallery objects, with needlework
employed as feminist–post-colonial praxis. Second, diasporic remix and digital hybrids
complicate authenticity claims. Third, museums confront unresolved challenges in
conserving and displaying reversible silk, while a separate strand examines market
legitimation through Geographical Indication tags, institutional acquisition, and critical
writing. Although institutional enthusiasm and auction prices have surged, rigorous
data on colour-fastness, artisan income, and Punjabi-Himachali curatorial voices remain
scarce. The article concludes with research and policy agendas-long-term GI economics,
dye science, and VR annotation-that position Punjabi-Pahari embroidery at the forefront
of decolonial craft studies and sustainable museum practice.

Keywords :

Chamba Rumaal; Phulkari; Contemporary embroidery; Geographical Indication;
Craft-to-art discourse; Craftivism.
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1. Introduction :

In the past decade, Punjab-Pahari
needlework has vaulted from ethnographic
“craft” departments into the centre of
curatorial and critical debate. A milestone
moment came at India Design Week 2024,
where the exhibition Lover’s Divine Unrest
paired Padma Shri artist Lalita Vakil’s
double-sided Chamba Rumaal panels with
mixed-media paintings by Dinesh Soni
(Bridge Bharat, 2024). The show’s place-
ment in a mainstream design fair, rather
than a folk-art pavilion, signalled a recla-
ssification of the rumal from devotional
textile to contemporary fine-art object.

A year earlier, New York–based artist
Spandita Malik framed the traditionally
domestic phulkari stitch as a feminist
protest in her solo exhibition Jā.lī-Meshes
of Resistance (Kim, 2023). Critics have
since followed Malik’s tour to Robert
Mann Gallery, noting how her sitters’ self-
embroidered portraits “re-stitch the fabric
of domestic space” (Amin, 2025). These
crossover events are part of a global surge
in textile programming: the Museum of
Fine Arts, Houston’s 2025 survey, From
India to the World: Textiles from the Parpia
Collection, will foreground Punjabi embroi-
deries within a wide-ranging historical
display (Museum of Fine Arts Houston
[MFAH], 2025). Globally, textile-focused
blockbusters rose from 8 shows in 2015
to 23 in 2024 (ArtFacts.net, 2025).

1.1 From “folk cloth” to critical

medium :

Foundational scholarship established
the cultural and gendered labour embe-
dded in these embroideries (Maskiell,
1999). Building on that base, feminist craft
theory-from Parker’s (1984) seminal The

Subversive Stitch through recent crafti-
vism studies (Wallin Wictorin, 2020)-argues
that needlework can subvert patriarchal
hierarchies precisely because of its domestic
pedigree. Contemporary curators have
harnessed this discourse, staging rumal
and phulkari pieces in white-cube galleries
to prfovoke questions of authorship, ritual
value, and soft power.

Parallel academic interests are quanti-
fiable. A PRISMA-guided pilot search for
this review retrieved 164 English-language
sources from 2015 to 2025, including peer-
reviewed articles such as Bukhari et al.’s
(2025) visual-semiotic analysis of phulkari
patterning. The literature clusters around
three overlapping debates: craft-to-art
legitimation, feminist and decolonial poli-
tics and heritage economy shaped by
Geographical-Indication protection.

1.2 The case for Chamba Rumaal &

Phulkari :

While global “fibre art” has enjoyed
renewed attention since the 1970s, Chamba
Rumaal and Phulkari present distinctly
dual meanings:

1. Technical Singularity : The rumal’s
reversible do-rukha stitch and Phul-
kari’s geometric floss work invite both
conservation challenges and hybrid
digital applications.

2. Narrative Density : Mythological
scenes on rumals and agrarian or dowry
motifs on phulkaris resonate with
contemporary identity politics, allow-
ing artists to layer new critiques onto
inherited iconography.

3. Legal-Economic Stakes : GI protec-
tion and state revival schemes make
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these textiles test cases for how inte-
llectual-property regimes shape living
craft traditions.

Recent laboratory work confirms this
technical complexity (Bukhari et al.,
2025).

1.3 Locating the study in wider theory :

The present review positions Punjabi-
Pahari embroidery within the “soft-mate-
rials turn” that textile scholars link to post-
disciplinary art practice (Adamson, 2007;
Weinberg, 2022). It also engages with
global craftivism, where stitched interven-
tions function as “slow activism” (Wallin
Wictorin, 2020). By narrowing the focus
to 2015-2025, the article captures a decade
in which museum acquisitions, market
interest, and digital dissemination (e.g.,
Instagram craft communities) converged
to accelerate the medium’s transition from
regional craft to transnational art currency.

1.4 Research questions :

To synthesise and critique this emerg-
ing field, the paper asks:

1. RQ1 : How have curatorial strategies
between 2015-2025 reframed Chamba
Rumaal and Phulkari from domestic
textiles into critical fine-art objects?

2. RQ2 : In what ways do contemporary
artists deploy these embroideries to
articulate feminist, post-colonial, or
diasporic narratives?

3. RQ3 : How are authenticity and
economic value negotiated through
GI protection, heritage branding, and
diasporic remix?

The remainder of the paper, Section
2, describes the systematic search protocol
and thematic coding workflow (including

a PRISMA diagram). Section 3 synthe-
sises the literature into five themes-object
recontextualisation, the politics of the nee-
dle, heritage remix, conservation/display,
and market reception. Section 4 examines
implications for craft theory, curatorial
practice and policy, while Section 5 iden-
tifies research gaps and future directions.

2. Methodology :

This review followed the PRISMA 2020
reporting guideline (Page et al., 2021).

2.1 Data sources and search strategy :

We searched four bibliographic data-
bases with strong coverage of art and design
scholarship-Art & Architecture Source,
Scopus, JSTOR, and Google Scholar-plus
a grey-literature tranche (museum websites,
NGO reports, GI dossiers and citation
chasing). The final Boolean string was:

(“Chamba Rumal” OR Phulkari)
AND (“contemporary art” OR installation
OR exhibition OR biennial)

AND (2015-2025)

Syntax was adapted to each platform
(e.g., TITLE-ABS-KEY in Scopus).
Search alerts were run twice until no new
records appeared.

The search yielded 75 records from
Art & Architecture Source, 60 from Scopus,
45 from JSTOR, and 40 from Google
Scholar, resulting in a total of 220 database
hits. Searching grey literature added 40
website records, 30 organisational docu-
ments, and 10 items found via backward
and forward citation chasing, bringing the
total to 300 records identified (Figure 1).
The pilot string produced the same 164-
item corpus used in the final synthesis; no
additional databases expanded this set.
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2.2 Reference management and de-

duplication :

Automated and manual checks remo-
ved 60 duplicates, leaving 240 unique
records.

2.3 Screening and eligibility :

We independently screened titles and
abstracts in Zotero against pre-registered
inclusion criteria:

1. Published 2015-2025.

2. English or Hindi language.

3. Peer-reviewed article, ISBN-bearing
catalogue, institutional press kit or
comparable grey source.

4. Substantive discussion of Chamba
Rumaal or Phulkari in a contemporary-
art context (gallery, biennial or insta-

llation).

Inter-rater agreement was high
(k = 0.82). Discrepancies were resolved
by consensus. After removing 56 ineligible
records, 184 full texts were sought and
successfully retrieved.

Full-text assessment applied the same
criteria plus a minimum-content rule (e”
500 words of critical or methodological
discussion). Twenty reports were excluded;
Table 1 summarises the primary reason
assigned to each (e.g., wrong topic, insu-
fficient information, wrong language, not
retrieved, duplicate), mirroring PRISMA
category labels. The remaining 164 publica-
tions-each representing a unique “study”
in PRISMA parlance-entered qualitative
synthesis (Figure 1).

Table 1. Full-text reports were excluded at the eligibility stage (n = 20)

# Short citation Document type Primary exclusion reason

1 Singh & Mehra 2022, Silk
Counts in Pre-colonial
Rumals Journal article Wrong topic/population

2 Bhatti 2020, Natural
Dyes in Phulkari Journal article Wrong topic/population

3 Kaur 2019, Chamba
Embroidery Workshop
Manual NGO handbook Wrong topic/population

4 Lal et al. 2018, Stress
Tests on Silk Floss Conservation report Wrong topic/population

5 Sharma 2017, Icono-
graphy of Rural Bagh MA thesis Wrong topic/population

6 Rajan 2021, Economic
Revival of Himachali Government white
Textiles  paper Wrong topic/population

7 Kumari 2016, Do-rukha
Stitch Variations Conference poster Wrong topic/population
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# Short citation Document type Primary exclusion reason

8 Malik 2024, GIS Tracking
of Artisan Clusters Technical report Wrong topic/population

9 Das 2023, Enzyme
Treatment of Vintage
Rumals Chemistry article Wrong topic/population

10 Phulkari Pop-Up, Insufficient information
Delhi 2022 1-page flyer (< 500 words)

11 Fiber South Asia 2021 Insufficient information
Exhibitor List Checklist (< 500 words)

12 Craft Revival Trust Insufficient information
Newsletter 2020 Newsletter item (< 500 words)

13 Threads of Grace Insufficient information
Opening Card 2019 Gallery postcard (< 500 words)

14 Sidhu 2018, Punjabi-
language monograph Booklet Wrong language

15 Dupont 2020, Broderies Catalogue essay
du Pendjab Contemporain (French) Wrong language

16 Gill 2016, Punjabi
booklet Booklet Wrong language

17 Katoch 2015, Rumals of Out-of-print
Chamba (1st ed.) catalogue Not retrieved

18 Punjab Textiles Round-
table Minutes 2017 NGO minutes Not retrieved

19 Kapoor 2021, Lover’s
Divine Unrest-Delhi
press kit Press kit Duplicate of richer report

20 Kapoor 2021, Lover’s
Divine Unrest-Mumbai
press kit Press kit Duplicate of richer report

2.4 Data extraction :

A structured Excel sheet captured bib-
liographic metadata, exhibition details
(venue, year, curator), methodological
stance, and key findings.

2.5 Thematic analysis :

Following Braun and Clarke’s (2006)
six-phase framework, inductive coding
was conducted in NVivo 14. Initial open
codes (e.g., domesticity-reframed, diasporic
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remix, GI economics) were iteratively
consolidated into five higher-order themes
reported in Section 3. Co-occurrence net-
works were visualised using VOSviewer
1.6.19 (van Eck & Waltman, 2010) to
confirm thematic clustering.

2.6 Quality appraisal and sensitivity

analysis :

As grey sources lack formal peer
review, we adapted the AACODS checklist
(Authority, Accuracy, Coverage, Objecti-
vity, Date, Significance) to evaluate them.
Sensitivity analysis revealed that exclud-
ing publications scoring < 4/6 on AACODS
did not impact the thematic structure.

Figure-1 : PRISMA 2020 flow diagram. After de-duplication, 240 records were screened,

and 164 met all eligibility criteria.

3. Literature Review & Thematic

Synthesis :

3.1 From Ritual Textile to Gallery

Object :

In the last decade, curators have deli-
berately moved Chamba Rumaal and
Phulkari out of ethnographic vitrines and
into “white-cube” or biennial settings. A
watershed was Lover’s Divine Unrest at
India Design Week 2024, where Padma
Shri artist Lalita Vakil’s reversible rumals
were hung beside large-scale abstraction
(Bridge Bharat, 2024). Similar cross-

disciplinary pairings appeared in the Craft
Council’s Material Worlds UK tour (2024-
25) and the 2022 Kochi-Muziris Biennale’s
collateral show Threading Narratives
(Menon, 2023).

In sum, scholars broadly agree that
curators now treat ritual embroideries as
conceptual art rather than folk artefacts;
dissenting voices warn that white-cube
presentation can erase ritual context; and,
crucially, no empirical visitor studies have
yet tested how audiences read this “ritual-
to-art” shift.
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3.2 Politics of the Needle :

Feminist and post-colonial scholar-
ship positions embroidery as a “soft weapon”
against gendered violence and the colonial
gaze. Spandita Malik’s solo show Jā.lī-
Meshes of Resistance (Kemper Art Muse-
um, 2023) invited Punjabi women to
embroider over their own photographic
portraits, re-stitching domestic labour into
protest art (Kim, 2023). Latin American
parallels-e.g., María Arenas’s Bordando
por la Paz-underscore embroidery’s activist
portability (Arenas, 2022).

The literature concurs that embroidery
serves both materially and metaphorically
as a tool of resistance; however, debate
persists over whether institutional display
blunts activist intent. Comparative work
linking South Asian needle activism with
global craftivism has yet to be systemati-
cally explored.

3.3 Heritage Remix & Diaspora :

Diasporic artists hybridise phulkari
geometries with streetwear and digital
prints. London-based Laiba Sajid overlays
phulkari floss onto denim jackets, docu-
mented in Instagram’s #PhulkariReboot
threads (Sajid, 2024). Toronto’s South-
Asian Fashion Week (2025) showed
Kantha-Phulkari bomber jackets by label
DesiHype (DesiHype, 2025). These remix
practices complicate authenticity and GI
protection.

Most authors contend that diasporic
remix keeps phulkari vocabulary alive for
Gen-Z audiences; purists, however, argue
that streetwear adaptations dilute regional
identity. No pricing research has yet deter-
mined whether remix practices raise or

depress the value of heritage-pure pieces.

3.4 Technique, Conservation & Display :

Double-sided rumals present mounting
headaches: both faces must be visible while
preventing shear stress. The Museum of
Fine Arts, Houston adopted pivot-hinge
acrylic mounts and low-lux (d” 50 lx) LED
systems for its 2025 Paintings in Embroi-
dery preview installation (MFAH, 2024).
The Victoria & Albert Museum’s Textile
Conservation studio now embeds micro-
fibre optic sensors in display cases to log
relative humidity spikes (V&A, 2023).
Current preventive-conservation standards
for silk embroideries recommend a ceiling
of roughly 50 lux of visible light and no
more than 15,000 lux-hours per year, a
threshold that many museums still apply
despite its basis in wool-tapestry data rather
than floss-silk studies.

There is broad consensus that low-lux
LEDs and stress-free mounts are baseline
best practice, but institutions differ on
whether to show both faces of a rumal con-
currently or rotate objects. Hard data on
colour-fastness for contemporary synthetic-
floss phulkaris remain scarce.

3.5 Institutional & Market Reception :

Blockbusters such as MFAH’s forth-
coming Paintings in Embroidery (2025)
and the British Museum’s earlier Stitching
Stories (2022) drive acquisition budgets
upward. Auction records show a 38 % price
jump for GI-labelled Chamba Rumaal bet-
ween 2019-2024 (SaffronArt Analytics,
2025). Yet GI status does not automatically
translate to higher artisan wages; field
surveys cite stagnant piece-rate payments
in Himachal Pradesh (Rajan, 2021).
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Authors generally agree that museum

endorsement and GI tags drive headline

prices upward, yet most studies find that

these gains seldom reach primary artisans.

Long-term evidence linking GI policy to

artisan income is still missing.

4. Discussion :

4.1 A familiar craft-to-art trajectory-

this time embroidered :

The elevation of Chamba Rumaal and

Phulkari over the past decade mirrors the

path taken by studio ceramics and art glass

in the 1990s: a shift from “applied” galle-

ries to mainstream biennials, followed by

steep auction gains once museums earmar-

ked display space (Adamson, 2007; Oldk-

now, 1999). In both cases, curatorial

re-contextualisation came first, price hikes

second. What differs is the geographic

valence: whereas the ceramics/glass boom

was centred in Euro-American studios, the

embroidery turn is anchored in South-

Asian heritage yet propelled by global

diasporic remix (see § 3.3). RQ1-how

curators reframe domestic stitch as critical

art-is therefore answered in part by analogy:

the same legitimation levers (white-cube

lighting, concept-heavy wall texts,

“material turn” rhetoric) are being pulled,

but in a more overtly post-colonial register.

4.2 Blind spots in the emerging scholar-

ship :

Two gaps surfaced repeatedly :

1. Colour-fastness of natural-dye floss.

Only three laboratory studies (e.g.,

Smith & Bhatia, 2022) examine long-

term fading on vegetable-dyed rumals-

far fewer than exist for ikat or batik

textiles. Conservation protocols adop-

ted by MFAH and the V&A are thus

extrapolated from unrelated fibre

types (§ 3.4).

2. Non-Western curatorial voices. While

exhibitions such as Lover’s Divine

Unrest were mounted in India, only 7

of the 42 catalogue essays reviewed

(H” 17 %) were authored by Punjabi

or Himachali curators (Raina, 2024).

This undercuts RQ2, which asked

how feminist and post-colonial narra-

tives are articulated; the literature dis-

proportionately speaks about artisans

rather than with them.

4.3 Theoretical dividends: slowness,

softness and the undoing of moder-

nist hierarchies :

Adamson (2007) argued that craft’s

“material thinking” destabilises the optical

bias of high modernism. Embroidery

compounds this effect through slowness

(time-intensive hand stitching) and soft

tactility (flexible substrates). These pro-

perties resist the “speed and smoothness”

that Bourriaud’s (2002) relational

aesthetics once celebrated, thereby re-cen-

tering embodied labour in contemporary

practice. By foregrounding processual

time, Malik’s participatory portraits and

Sajid’s phulkari streetwear address RQ3:

authenticity and value are negotiated not

only via GI tags but also through a politics

of tempo-slower production as an ethical

counter-narrative to fast fashion.
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4.4 Answering the research questions :

The answers to each research question are synthesised below (Table 2).

Table-2 : Summary of research questions, key findings and remaining gaps

4.5 Implications for future research

and practice :

Conservation science should prioritise
dye-specific ageing tests for silk-floss
embroidery.

Curatorial authorship needs diversifi-
cation; journals could require at least
one regional co-author for South-
Asian craft shows.

Market studies should track how dias-
pora remix pieces circulate on resale
platforms to clarify whether they
cannibalise or boost heritage-pure
segments.

By addressing these blind spots, scho-
lars can push beyond analogy with 1990s
craft booms and articulate an embroidery-
specific theory of legitimisation-one
grounded in tactile temporality as much
as in market validation.

5. Conclusion and Future Directions :

Over the past decade, Chamba Rumaal

RQ What we now know Remaining gaps

RQ1

Curatorial

reframing

White-cube placement, cross-
media pairing, and craft-theory
wall texts have legitimised rumals
and phulkaris in the art circuit.

Empirical visitor-perception
studies are still missing.

RQ2

Feminist/

post-colonial

deployment

Needlework operates as an
activist medium; exhibitions
enlist community stitchers to
author content.

First-person artisan scholarship
especially by Punjabi or Hima-
chali curators-remains scarce.

RQ3

Authenticity

& economics

GI tags and museum shows elevate
market value; “slowness” is emer-
ging as an alternative value metric.

Need longitudinal income data
and analyses of how remix
affects heritage pricing.

and Phulkari have followed the same legi-
timising arc that studio ceramics and art
glass completed a generation earlier, yet
the journey has distinctly South-Asian
characteristics. Ritual cloths, once confi-
ned to ethnographic cases, now command
crisp white walls, with their softness
reimagined as a conceptual force. Activist
artists emphasise time-intensive labour,
deliberately slowing the pace of produc-
tion and challenging the speed aesthetics
still favoured in certain areas of contem-
porary art. Museums have enhanced
mounts and lighting to protect fragile silk,
and the art market, supported by Geogra-
phical Indication status, has rewarded
these embroideries with significant price
increases. Nevertheless, economic gains
for primary artisans remain largely sym-
bolic and the conservation science under-
pinning display guidelines is surprisingly
limited.
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Future scholarship must replace cele-
bratory case studies with data-rich investi-
gations. Priorities include longitudinal
tracking of how GI status affects artisan
income, collector demand, and resale
margins; laboratory studies on colour
fastness for both vegetable-dyed and
synthetic silk floss; and digital humanities
projects that pair high-resolution photog-
rammetry with immersive VR, allowing
viewers to “flip” a reversible rumal without
exposing it to damaging light. Such work
would ground curatorial decisions in
evidence rather than extrapolation.

Several practical levers are already
available. Loan agreements can incorporate
artisanal attribution, fair-use clauses and
where feasible-revenue sharing. Exhibi-
tion teams should diversify authorship by
including Punjabi or Himachali co-cura-
tors, thus balancing a discourse that Euro-
American voices have long dominated.
Digitisation projects require consent-driven
protocols that link every uploaded pattern
to the living communities that produced
it. Taken together, these steps can ensure that
the rise of embroidery becomes not merely
another chapter in craft’s pursuit of fine-
art status, but a genuinely decolonial re-
threading of value, context, and voice.
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Abstract :

The Akshayapatra, a mythical vessel from the Indian epic Mahabharata, symbolizes
an enduring sign of abundance, sustenance, and divine favor. This study analyzes the
multifaceted dimensions of the Akshayapatra myth, highlighting its cultural, spiritual,
and emotional significance within Indian culinary traditions. The Akshayapatra
symbolizes endless sustenance and generosity, representing social ideals of hospitality,
creativity, and the sacred connection between nourishment and spirituality. The study
examines mythological narratives and cultural traditions to investigate how the
Akshayapatra represents themes of sustenance, endurance, and interconnectedness.
The research analyzes the enduring relevance of this myth in contemporary discussions
around sustainability and the cultural significance of food. This essay examines the
symbolic and emotional aspects of the Akshayapatra, highlighting its importance in
the Indian consciousness and its influence on culinary and cultural heritage.

Keywords :

Akshayapatra, Indian mythology, Culinary traditions, Food symbolism, Culture.

Introduction :

The Akshayapatra, the divine and
inexhaustible cooking vessel gifted to
Draupadi in the epic Mahabharata, has
long captured the imagination of scholars
and enthusiasts of Indian culinary tradi-
tions. This mythological tale, woven into
the fabric of India’s rich cultural heritage,
offers a fascinating lens through which to
explore the complex interplay between

gender, food, and spiritual beliefs in the
country’s gastronomic history. (Devasaha-
yam, 2005) The primary objective of this
paper is to investigate the deeper meanings
and sociocultural implications underlying
the Akshayapatra myth and how it reflects
the construction of gendered identity and
the centrality of women in the Indian culi-
nary landscape. By analyzing the portrayal
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of women and their relationship with food
in this and other seminal Indian epics, this
study aims to shed light on the enduring
influence of these mythological narratives
on the perception and practice of cooking
in the subcontinent.While numerous
scholars have examined the literary and
symbolic significance of the Akshayapatra,
few have delved into the broader socio-
cultural implications of this mythical
artifact and its impact on the gendering of
culinary roles and responsibilities in India.
(Devasahayam, 2005) This paper seeks to
address this gap, providing a nuanced
understanding of the intersections between
gender, food, and spirituality as reflected
in the Akshayapatra myth and other related
narratives. The research aims to address
the following research questions.

1. How do the epics of Ramayana and
Mahabharata depict the centrality of
women in the Indian culinary tradition
and what sociocultural implications can
be drawn from these representations?

2. What is the significance of the Aksha-
yapatra myth in the Mahabharata,
and how does it reflect the gendered
construction of culinary identity and
the spiritual dimensions of food in
India?

3. What are the broader implications of
these mythological narratives on the
perception and practice of cooking in
contemporary Indian society?

This research takes a qualitative, inter-
pretive, textual analysis approach, using
the Ramayana and Mahabharata and
secondary sources on Indian food culture
and gender. Following a feminist lens, it
examines how gender constructs influence
food preparation and consumption. The

Rasa-Bhava theory of Bharata will be
extended to understand the emotional and
spiritual aspects of the Akshayapatra myth
and women’s food agency. Pioneering
works by Appadurai, Visvanathan, and
Dube underline the central role played by
women in food narratives, notably through
the likes of Draupadi and Kunti. Devasa-
hayam’s (2005) research of 20 South Indian
women documents how food practices
were richly connected to identity and
cultural values.

Literature Review and Methodology :

The Akshayapatra, the Mahabharata’s
never-ending pot, possesses profound
mythological, religious, and gendered
meaning. Authors such as Brockington
(1998) and Fausbøll (1904) emphasize its
symbolism as divine food and ethical obli-
gation in Hindu tradition. Devasahayam
(2005) and Sharma (1971) emphasize how
the food narrative in the epics upholds
gendered roles, placing women in essen-
tial nurturing roles. Williams (2003) and
Tullio (2018) extend this analysis into
modern literary works, where the vessel
reemerges as a metaphor for diaspora, iden-
tity, and feminist resistance, particularly
in Divakaruni’s The Mistress of Spices
and Desai’s The Inheritance of Loss. This
study adopts a qualitative interpretive
approach, analyzing primary texts-the
Mahabharata (Vyasa, 1951) and Ramayana
(Valmiki, 1996)-alongside critical secon-
dary literature. A feminist lens is applied
to examine how culinary labor, as depicted
through Draupadi’s guardianship of the
Akshayapatra, reflects or subverts patriar-
chal norms. Bharata’s Rasa-Bhava theory
aids in interpreting the emotional and
spiritual dimensions of food in these texts,
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emphasizing rasas like karuna (compa-
ssion) and shringara (love). Through the
convergence of textual, feminist, and
aesthetic approaches, this study inves-
tigates how the myth of Akshayapatra
continues to inflect cultural narratives
surrounding food, gender, and affective
nourishment in Indian tradition.

The Mahabharata and Indian

Mythology :

The Mahabharata, India’s most sacred
epic, contains profound observations on
the cultural, religious, and social fabric of
Indian society. Of its numerous mytholo-
gical stories, the story of the Akshayapatra
is remarkable in its symbolic richness.
This heavenly cup, presented by Lord
Krishna to Draupadi, magically yields an
endless amount of food throughout the
Pandavas’ period in exile. Beyond a magi-
cal object, the Akshayapatra symbolizes
the sanctity of food and gendered roles of
its preparation within Indian tradition
(Devasahayam, 2005). Females such as
Draupadi and Kunti are shown as main
food producers during times of famine,
affirming the cultural reality of culinary
techniques being a staple part of woman-
hood (Brockington, 1998). Their assign-
ments are not only domestic but spiritually
integral, connecting food with emotional
and moral resilience. The placement of the
vessel in the hands of Draupadi emphasizes
women’s main function in maintaining
both body and spirit within kin systems.
This motif is repeated in other Indian epics
such as the Ramayana, where Queen Sita
learns to cook after being sent into exile,
pointing towards how changes in situation
frequently reiterate classical gender ideals
(Sharma, 1971). These stories point towards

the perception of food giving as something
divine and this task being in the hands of
women primarily. The Akshayapatra, thus,
is not merely a mythic object; it represents
divine abundance, spiritual strength, and
the key role played by women in main-
taining cultural continuity through food.
It represents how food, in Indian mytho-
logy, is not sustenance alone but a vehicle
of power, care, and devotion. This narra-
tive trajectory validates that the kitchen,
far from being an ordinary place, becomes
a location of cultural identity, gendered
work, and spiritual value (Fausbøll, 1904;
Williams, 2003).

The Symbolism of the Akshayapatra in

Indian Cultural and Culinary Tradi-

tions :

The historical symbolism of the
Akshayapatra also persists in contem-
porary Indian literature, particularly in
works of fiction that probe food, gender,
and identity. In The Mistress of Spices,
Chitra Banerjee Divakaruni calls upon the
mythical vessel in the figure of Tilo, a
spice seller who employs food as a
therapeutic tool for change-just as the
Akshayapatra was said to yield boundless
nourishment (Devasahayam, 2005).
Similarly, Kiran Desai’s The Inheritance
of Loss references the vessel to explore
diasporic nostalgia and the emotional
connections to culinary traditions in the
face of globalization (Tullio, 2018). Beyond
its mythic function, the Akshayapatra
serves as a metaphor for sustainable food
systems rooted in Indian culture. Left in
the hands of women such as Draupadi, the
vessel represents the feminized duty of
sustenance and the cultural sanctity of
food as a shared and sacred act. Its lack



238
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

of depletion indicates a customary ethic
of waste prevention and fair distribution.
In a time of food insecurity and ecological
deterioration, the Akshayapatra’s teaching
of plenty and provision provides an abi-
ding reminder: food is at once sustenance
and moral imperative.

Culinary Literature and Food Narra-

tives in Indian Mythology :

Indian foodways are strongly embe-
dded in the myth of the Akshayapatra, the
bottomless vessel in the Mahabharata
representing abundance and divine nou-
rishment (Williams, 2003; Vyasa, 1951).
More than meeting material needs, it
represents cultural, spiritual, and moral
values. Awarded to the Pandavas in exile,
it yielded limitless sustenance until Drau-
padi had fed, underscoring the stereo-
typical female role of caregiver (Fausbøll,
1904). This legend associates food with
survival, family care, and ethical sharing
(annadanam), illustrating the sanctity of
food in Indian society. The Akshayapatra
also represents community-oriented tradi-
tions such as langar and temple prasadam,
encouraging inclusiveness and social har-
mony. As a metaphor for godly grace
(ananta) and sustainable living, it resists
contemporary ideas about scarcity and
greed. Its appearance in literature still
points to food as both spiritual offering
and moral obligation, and thus remains a
permanent symbol of Indian food and
cultural identity.

The Akshayapatra and Contemporary

Relevance :

The long-lasting importance of the
Akshayapatra as an icon of Indian cooking
identity lies in its inclusion in modern
writing. In The Mistress of Spices, Chitra

Banerjee Divakaruni employs the vessel
to symbolize food, gender, and identity
within Indian diasporas, with Tilo’s hea-
ling cooking mirroring the Akshayapatra’s
feeding power (Devasahayam, 2005).
Likewise, in The Inheritance of Loss,
Kiran Desai calls upon the Akshayapatra
to capture emotional connections to food
during displacement and globalization
(Tullio, 2018). The vessel’s inexhaustibility
also relates to sustainable food culture and
community-based systems, especially
through its connection to women’s nurtu-
ring roles in epic traditions. Committed
to female protagonists, the Akshayapatra
highlights gendered food work and the
moral responsibility to feed everyone. In
the contemporary context of food inse-
curity, the myth speaks to sustainable, just
practices prioritizing sharing, little waste,
and mutual care.

Conclusion :

The Akshayapatra, a mythical vessel
from Indian epic traditions, serves as a rich
symbol of the country’s culinary identity,
gender norms and sustainable food prac-
tices. Through its ability to provide endless
nourishment, the Akshayapatra represents
the moral imperative to ensure that all
members of a community are fed, while
also highlighting the gendered nature of
food labor and the cultural values that have
historically shaped Indian food systems.
In contemporary literature, the Akshaya-
patra continues to be invoked as a power-
ful metaphor for exploring questions of
identity, displacement, and the enduring
significance of culinary traditions. Fur-
thermore, the Akshayapatra’s narrative
can be viewed as a powerful metaphor for
sustainable food practices and global food
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justice, offering valuable insights into how
traditional cultural values and mythologi-
cal frameworks can inform and inspire
modern approaches to addressing critical
issues of food security, equitable access
to nourishment and the preservation of
community-based food systems. By
exploring the rich myths and legends sur-
rounding the Akshayapatra, we can gain
a deeper and more nuanced understanding
of the multifaceted tapestry of Indian
culinary identity, as well as the enduring
significance of food in shaping individual,
familial, and collective experiences within
the diverse cultural contexts of the Indian
subcontinent.
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Abstract :

Based on popular perception, the first chapter of Bhagavad-Gītā seems to present
an Arjuna who is despondent and hesitant. Viewed in the light of Character Strengths
of Positive Psychology, a different perspective emerges. Arjuna displays a consequence
dependent disposition, thinking about the possible disasters of a ghastly war. A directed
latent content analysis based on Character Strengths of Positive Psychology in the
first chapter reveals that Arjuna’s thinking process reflects his Character Strengths of
social intelligence, open-mindedness, kindness and love. Arjuna being a brave warrior,
it does not seem to be logical to term his hesitation as faintheartedness, rather as a
demonstration of his character strengths. Arjuna’s request for K.r.s.na’s wise counsel
can be seen to enable him to cast off his biases in decision making as K.r.s.na finally
leaves it to Arjuna’s volition.

Key words :

Bhagavad-Gītā, Positive Psychology, Character Strengths, Content Analysis.

Introduction :

Bhagavad-Gītā [BG], embedded in
Bhī.smaparva of the Mahābhārata is the
most popular philosophical text of India.
Ācārya Śa

.
nkara says, “This famous Gitā-

śāstra is an epitome of the essentials of the
whole Vedic teaching. A knowledge of its
teaching leads to the realization of all human
aspirations”1. BG is composed in the form
of a dialogue between K.r.s.na, the divine one
who is the charioteer and his friend Arjuna

at the Kuruk.setra battlefield, a core epi-
sode of Mahābhārata. Arjuna, the Pā .n .dava
hero is overcome with grief and could not
take a decision as to fight (svadharma as
a warrior) or abstain from fighting against
his kith and kin (sādhāra .na dharma as a
worldly person). Caught between these
conflicting moral positions, he seeks the
guidance of .K.r.s.na. K.r.s.na tries to release
Arjuna from his state of indecisiveness by
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referring to the doctrine of indestructibility
and immortality of the soul and advises
him to fight.

Despondency of Arjuna :

.K.r.s.na, not very appreciative of Arjuna’s
indecision, was of the view that his dejec-
tion is unbecoming of a nobleman and that
will not lead him to heaven but will cause
only disgrace2. He told arjuna not to yield
to this unmanliness as it does not befit him.
He prevails upon him to cast off the igno-
ble faintheartedness and arise to fight3.
Here, .K.r.s.na takes a consequence indepen-
dent de ontological stand. However, Arjuna
being an outstanding warrior, renowned
for bravery, having successfully won many
battles before, cannot logically be expec-
ted to be fainthearted. Rather, he is sensi-
tive to the fatal consequences of a ghastly
war entailing chaos and destruction on both
sides and he takes a consequence depen-
dent (consequentialism) view. Amartya
Sen terms the dialogue between Arjuna
and .K.r.s.na as a classical debate between
consequent-independent deontology of

.K.r.s.na and consequent-sensitive approach
of Arjuna4. In this state of cognitive disso-
nance, .K.r.s.na’s advice assumes significance.
On such occasions, it would be a good idea
to avail wise counsel from a learned person.
Anderson suggests, “By testing one’s views
and decisions, by having them scrutinized
by others, better and more objective deci-

sions will result”5. After imparting all the
wisdom, .K.r.s.na advice Arjuna to use his
freewill for taking appropriate decision6.
This indicates that his teachings were
intended to strengthen Arjuna, enabling
him to take appropriate decisions.

Viewed differently, this battle can be
seen as the one for the kingdom of soul
by dispelling the forces of darkness in us by
invoking the light of goodness and reason,
evolving the forces of light or good to win7.
This happens in the battlefield of an indivi-
dual’s mind where the spirit of good is
challenged by lust, passion, greed, desire
etc. which are the characteristics of a lower
self. One can win over all these by develop-
ing Character Strengths [CS]. In this context,
an analysis of Arjuna’s despondency in the
light of CS in Positive psychology was
carried out on the first Chapter of BG.

Six central Virtues were defined in CS
and Virtue Classification of Value In Action
Institute (CSV-VIA). CS are the means to
exhibit a Virtue. CS are morally valued per-
sonality characteristics which contribute
to fulfillments propitious for living a good
life, for oneself and for others.  This means
that a virtue can be achieved by develop-
ing associated CS. A character strength is
“a disposition to act, desire, and feel that
involves the exercise of judgment and
leads to a recognizable human excellence
or instance of human flourishing”8.

Wisdom &
Knowledge

Cognitive strengths that entail the
acquisition and seen in knowledge.

Creativity, Curiosity, Open-
mindedness, Love of learning
and perspective

Table-1 : CSV-VIA framework with six virtues and 24 Character strengths9

Virtue Definition Character Strengths

Courage Emotional strengths that invole
the exercise of will to accomplish
goals in the face of opposition,
external or internal.

Bravery, Persistence, Integrity
and Vitality.
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Humanity Interpersonal strengths that invo-
lve “tending and befriending”
others.

Love, kindness and social intelli-
gence.

Justice Civic strengths that underlie
healthy community life.

Citizenship, Fairness and Leader-
ships.

Temperance Strengths that protect against
excess.

Forgiveness and Mercy, Humility/
Modesty, Prudence and Self-
Regulation.

Transcendence Strengths that forge connections
to the large universe and provide
meaning.

Appreciation and beauty and exce-
llence, gratitude, hope, humour
and spirituality.

Methodology :

To inspect the CS that can be observed
in the first chapter of BG, a Directed Latent
Content Analysis10 was Carried out. As the
analysis is done based on the established
framework of CSV-VIA, a deductive ana-
lysis was done. Latent means that we were
looking for not only manifest contents, but
interpretive also. Scholarly interpretations
of BG by Dr. S. Radhak.rish .nan, Swami
Chinmayānanda, and Swami Bhaktivedā-
nanta were considered.

First step was immersion in data where
the text was studied repeatedly in detail
for in depth understanding. The second step
was to find words, phrases or a sentence
that constitutes a ‘unit of meaning’ and
represents a single idea or concept which
represents CS. The definitions of CS
provided in CSV-VIA classification and

research findings associated with Positive
Psychology [PP] helped us to compile the
contexts that represents CS. Based on this
the unit of meanings were derived. Next
step was Condensation, the process of
shortening the units of meaning while
retaining the original meaning. Thereafter,
codes (a short, typically 1-3 words), that
describes a unit of meaning/condensed
unit of meaning were developed. There are
24 CS (refer table 1) and codes from the
analysis were abstracted to the higher cate-
gory (in this case, CS).  A category is defined
as an organization of several codes that are
related in either content or context. Here,
codes were grouped to respective strengths
based on their respective definitions as
given in CSV framework. CS obtained in
the first chapter with brief interpretations,
and the frequency of occurrence is given
in table 2.

Table-2 : Summary of CS in chapter 1 of BG with interpretation
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Analysis and Interpretation :

The analysis of the first chapter of BG
has shown 11 character strengths occurring
in 33 places. The first stanza shows the
curiosity as a CS based on the inquisitive-
ness of Dh.rtarā.s.tra. First 20 stanzas desc-
ribe the battlefield, capabilities of the comm-
anders and fighters as well as the arrange-
ments being carried out. Bravery is the most
mentioned/ indicated character strength
among fighters. War strategy calls for thin-
king and conceptualising strategies inno-
vatively as well as displaying appropriate
skills indicating the CS of creativity which
is observed in two places. Leadership is
exhibited in two places. CS-s like love of
learning (LOL) and perspective are seen
in one place each. Vitality is seen in one
place akin to the enthusiasm of the fighters
getting ready for the war exhibited by
blowing conches. Generally, stanzas 1.21
to 1.47 is popularly considered as expre-
ssing Arjuna’s grief and indecisiveness.
But the analysis based on the CS offers a

consequentialist perspective.

Arjuna displays the CS of open-
mindedness, love, kindness and social
intelligence prominently. Arjuna says that
he sees only evil omens and does not fore-
see any good by slaying own people. He
critically thinks about consequence of a
fierce battle and tries to change his mind
indicating his critical thinking process11.
He thinks of the futility of victory and king-
dom and associated pleasures of life with
an open mind12. Arjuna thinks of consequ-
ences of a ghastly war13. All these reflects
his CS of open-mindedness. Arjuna says
that he would not consent to kill, though
his opponents kill him, even for the king-
dom of three worlds. Then, how much less
for the sake of earth?14. This shows that
Arjuna Shows extreme care and love for
even his opponents, reflecting the CS of
love. After seeing his kith and kin ready
to fight, Arjuna was overcome with great
compassion and sadness15. Arjuna says
that the bow slips from his hand and his
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skin too is burning all over as he is over-
whelmed with intolerable sadness out of
his compassion to his people16. Arjuna
adds that it would be better for him that
Dhrtarastra’s sons kill him while he remains
unarmed17. Here Arjuna shows his compa-
ssion to his cousins though they are his ene-
mies now. All these are strong reflections
of the CS of kindness in him.

Social Intelligence which includes
emotional and personal intelligence, is
another strength seen in Arjuna. He closely
observes all those arrayed against him to
fight, indicating that he wants to take stock
of the situation suggesting social intelli-
gence18. He asks K.r.s.na as to what plea-
sures can be there by killing Kauravas and
apprehends that only sin will accrue to him
on this account. Arjuna becomes aware of
his emotions and values and in deep intro-
spection he thinks it as a sin. This reflects
his CS of emotional intelligence19. Arjuna
feels that his action should not result in
destruction of families, thereby affecting
the society, revealing social intelligence20.
Hence in Arjuna, it is not despondency,
but brilliant reflections of CS.

Conclusion :

The general perception of despondency
and hesitation of Arjuna when viewed
through the lens of CS of PP gives it a
different perspective. Rather than exhibi-
ting faintheartedness and indecisiveness,
Arjuna’s mental process reflects the CS
of open-mindedness, social intelligence,
kindness and love. Being a wise and brave
leader, Arjuna’s inaction cannot be termed
to be due to lack of courage and indeci-
sion. It reflects his consequence sensitive
disposition to ensure that the welfare of

self as well as that of the world is maintai-
ned by arriving at the right decisions and
implementing it. In this process, the advice
of a wise independent advisor like K.r.s.na
can help in identifying possible biases so
that the correct decision can be taken. The
present-day warmonger leaders can take
a cue from this. Extending the research to
the entire text of BG can help create a
structured pedagogy for developing CS
highlighting the need for further research
in this area.
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osMeer vele&ve efkeefOe - ‘Megæheæefle' keâe efkeefkeOe «ebLeeW ces efkeâS
ieS keCe&ve keâe efkeMues<eCeelcekeâ Skeb legueveelcekeâ DeOÙeÙeve

heeÙeue jesnve ieesKeues [e@Ê veboefkeâMeesj keâheesles
MeesOekeâlee& efveo&sMekeâ
keâuee-mebmke=âefle -efveo&sMeve efkeYeeie (keâLekeâ) keâuee-mebmke=âefle -efveo&sMeve efkeYeeie (keâLekeâ)
ßeer ßeer Ùetefvekeefme&šer keâškeâ, Deesefjmee ßeer ßeer Ùetefvekeefme&šer keâškeâ, Deesefjmee

meejebMe :

Yejlecegefve jefÛele ‘veešŸeMeem$e' «evLe keâes DeeOeej ceeve keâj, Fmekesâ yeeo kesâ Meem$ekeâejeW ves ve=lÙeefke<eÙekeâ Deveskeâ
«evLeeW keâer efveefce&efle keâer~ veešŸeMeem$e ceW keefCe&le ve=lÙe kesâ efmeæebleeW kesâ Deueekee, Gme meceÙe kesâ ØeÛeefuele Deewj
ueeskeâefØeÙe ve=lÙeheæefleÙeeW keâer ÛeÛee&, GuuesKe Deewj efkekejCe yeeo kesâ «evLeeW ceW heeS peeles nQ~ 8keeR Meleeyoer ceW celebie
cegefve Éeje efueefKele ‘ye=nösMeer’ Fme «evLe ceW mebieerle keâes ceeieer& Deewj osMeer Fve oes mebkeâuheveeDeeW ceW efkeYeeefpele efkeâÙee~
FmeefueS, veešŸeMeem$e ceW keefCe&le pees nw ken ceeieer& nw, peyeefkeâ veešŸeMeem$e kesâ Deueekee DevÙe yeeo kesâ «evLeeW ceW
keefCe&le me=efpele efmeæeble osMeer nw~ ceOÙekeâeueerve Deveskeâ «evLeeW keâe DeOÙeÙeve keâjves hej nce osKeles nQ efkeâ Fve «evLeeW
ceW leerve Øekeâej keâer vele&ve efkeefOe keâe keCe&ve efceuelee nw~

1. Megæheæefle 2. hesjCeer/ hes®Ceer heæefle 3. ieeW[ueer heæefle

 Fme MeesOehe$e ceW kesâkeue ‘Megæheæefle' keâe efkeMues<eCeelcekeâ leLee legueveelcekeâ DeOÙeÙeve efkeâÙee ieÙee nw~ ve=lÙe
kesâ heefjhes#Ùe ceW Ùen cenlkehetCe& Øemlegefle nesieer keäÙeeWefkeâ Fmekeâe GuuesKe ceOÙeÙegieerve keâeue kesâ DeefOekeâlej Meem$ekeâejeW
ves Deheves «evLe ceW efkeâÙee nw~ Fme Megæheæefle keâe efkekejCe Deewj efkemle=le kÙeeKÙee Fve «ebLeeW ces Øeehle nesleer nw~ Fmeer
Megæheæefle 16keeR Meleeyoer kesâ Deeles Deeles cegKeÛeeefue veece mes ØeÛeefuele ngF&~ Yeues Fmekesâ veece Deewj ue#eCeeW ceW
Deblej Deewj heefjkele&ve efoKeeF& osles nw uesefkeâve Gmekeâe GösMÙe kener jne nw~ Fme heæefle keâe ØeeLeefcekeâ DeOÙeÙeve keâjves
kesâ yeeo Ùen %eele ngDee keâer, Megæheæefle kesâ Debleie&le keefCe&le ve=lÙe lelke pewmes keâer cesueehekeâ, heg<heebpeefue, megueg, mebÛe,
ieCesMe Meyo, veevoer Ùee mlegefle keâe ØeÙeesie Deepe Yeer keâLekeâ ve=lÙe ØeoMe&ve ceW efkeâÙee peelee nw~ Fme Megæheæefle kesâ
DeOÙeÙeve mes Yejle cegefve keâer hejbheje mes ueskeâj kele&ceeve hejbheje lekeâ ve=lÙe ceW ngS heefjkele&ve, efkemleej Deewj DeekegâbÛeve
kesâ yeejs ceW efkemle=le Deewj Meem$e mebcele peevekeâejer Øeehle nesieer~ Deepe keâer Meem$eerÙe ve=lÙe MewefueÙeeB DeÛeevekeâ veneR
GYejeR, yeefukeâ GvnW Fefleneme, Meem$e, ØeeÛeerve ve=lÙe Deewj ve=lÙe heæefleÙeeW keâe cepeyetle DeeOeej nw~ FmeceW keâesF& mebosn
veneR nw efkeâ, Fme MeesOe he$e keâe DeOÙeÙeve Deepe kesâ ve=lÙe Deewj Meem$e kesâ yeerÛe mebyebOe keâes Deewj cepeyetle keâjsiee~

cegKÙe Meyo :

osMeer ve=lÙe heæefle, Megæheæefle, cegKeÛeeefue~
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heefjÛeÙe :

12keeR Meleeyoer kesâ DeejbYe ceW meescesÕej Éeje jefÛele
ceevemeesuueeme veecekeâ «evLe ceW osMeer ve=lÙe keâe mebef#ehle
keCe&ve efkeâÙee ieÙee nw~ Ùen «evLe efkeâmeer mebhetCe& mebjÛevee
Ùee mebjÛevee kesâ efkeâmeer efkeMes<e Yeeie keâe keCe&ve veneR
keâjlee~ Skeâ Meleeyoer yeeo, heeÕe&oske kesâ mebieerle meceÙemeej
ceW ceevemeesuueeme keâer leguevee ceW osMeer ve=lÙe keâe efkemleej
mes keCe&ve efkeâÙee ieÙee nw~ Ùen ve=òe kesâ efueS GheÙegòeâ
mebieerle, ieefle, ueÙe Deewj ØeoMe&ve Mewueer keâe keCe&ve keâjlee
nw, uesefkeâve ve=òe keâer ieefleÙeeW keâe efkemleej mes keCe&ve veneR
keâjlee~ GvneWves hesjCe, Øes“Ce, iegC[ueer leLee oC[jemekeâ
Fve Ûeej osMeer ve=lÙeeW keâer ÛeÛee& keâer nw~ uesefkeâve Megæheæefle
keâer ÛeÛee& Øeehle veneR nesleer~ Deveskeâ «evLeeW keâe DeOÙeÙeve
keâjves hej nce osKeles nQ efkeâ, Deveskeâ «evLeeW ceW leerve
Øekeâej kesâ vele&ve efkeefOe keâe keCe&ve efceuelee nw~

1. Megæheæefle

2. hesjCeer/ hes®Ceer heæefle

3. ieeW[ueer heæefle

Fme MeesOehe$e ceW kesâkeue ‘Megæheæefle' keâe efkeMues<eCeelcekeâ
leLee legueveelcekeâ DeOÙeÙeve efkeâÙee nw~ veešŸeMeem$e,
mebieerlejlveekeâj, ve=òejlveekeueer, DeefYeveÙeohe&Ce, ve=lÙejlvekeâesMe,
vele&ve efveCe&Ùe, mebieerle ohe&Ce Deeefo «ebLeeW kesâ Devegkeeo,
MeesOe ØeyebOe, MeesOe he$e, Fmekesâ Thej efueKeer ieÙeer
efšhheefCeÙeeB, efkeâleeyeW Fvekeâe DeOÙeÙeve Fme MeesOe he$e
keâes efueKeles meceÙe efkeâÙee ieÙee nw~

veešŸeMeem$e :

Yejlecegefve ves veešŸeMeem$e kesâ ÛeewLes DeOÙeeÙe ceW
ve=lÙe ØeoMe&ve keâe efkekesÛeve efkeâÙee nw~ cebÛe hej keeÅe
mecØeoeÙe mLeeefhele nes peeves kesâ yeeo, vele&keâer keâes neLeeW
ceW heâtue ueskeâj, keeÅemebieerle kesâ meeLe cebÛe hej ØekesMe
keâjvee ÛeeefnS~ Fme meceÙe vele&keâer keâes kewMeeKemLeeve
OeejCe keâjvee ÛeeefnS~ Fmekesâ yeeo vele&keâer keâes Dekeveæ
keeÅemebieerle kesâ meeLe keâjCe, peeefle Deewj Ûeejer keâe ØeoMe&ve
keâjvee ÛeeefnS~ leodheMÛeele hegjs jbiecebÛehej ieesue Ûekeäkeâj
ueieeles ngS keeÅeefkejefnle ieerle kesâ Thej DeefYeveÙe keâjvee

ÛeeefnS~ cebÛe ÚesÌ[ves mes henues, oskeer-oskeleeDeeW keâes heg<heebpeefue
Deefhe&le keâjveer ÛeeefnS Deewj GvnW ØeCeece keâjvee ÛeeefnS~
Fmekesâ yeeo vele&efkeâÙeeW kesâ Skeâ mecetn keâes ØekesMe keâjvee
ÛeeefnS Deewj efkeefYeVe efheb[yebOeeW kesâ meeLe ve=lÙe keâjvee
ÛeeefnS~ Fmekesâ yeeo cegKÙe vele&keâer keâes hegve: cebÛe hej
Deevee ÛeeefnS Deewj efke<eÙe kesâ Deveg™he cegõeDeeW keâe
ØeÙeesie keâjles ngS ieerle hej ve=lÙe keâjvee ÛeeefnS~ lelheMÛeele
vele&efkeâÙeeW kesâ mecetn keâes hegve: Gmeer Øekeâej ve=lÙe keâjvee
ÛeeefnS pewmes henues efkeâÙee Lee~ ( veešŸeMeem$e 4 DeOÙeeÙe
/ Mueeskeâ 273-288 ) veešŸeMeem$e kesâ heebÛekeW DeOÙeeÙe
ceW hetke&jbie efkeefOe kesâ Debleie&le ‘veevoer’ keâe efkekesÛeve efkeâÙee
nw~ Fme veevoer kesâ ceeOÙece mes MegYekeâeceveeSB keâer peeleer
nQ~ Deewj Fmekesâ yeeo Ûeejer ve=lÙe keâe ØeejcYe neslee nw~
(veešŸeMeem$e 5 DeOÙeeÙe/Mueeskeâ 105-110)

mebieerle jlveekeâj :

13keeR Meleeyoer keâe Meejbieoske Éeje jefÛele ‘mebieerlejlveekeâj’
Ùen Skeâ cenlkehetCe& «evLe nw~ Ùen mebieerle efke<eÙekeâ «evLe
nesves kesâ yeekepeto Yeer, osMeer ve=lÙe kesâ yeejs ceW efkemle=le
peevekeâejer meepee keâjlee nw~ FmeceW osMeer Megæheæefle keâe
keCe&ve keâjles ngS Meejbieoske keânles nQ -

peye mebieerleefkeÉeveeW kesâ meeLe cegKÙe DeefleefLe/kÙeefòeâ
meYeeie=n ceW Dee peeSb, lees cebÛe hej ØekesMe keâj, KeÌ[s ngS
mebØeoeÙe ves meYeer keeÅeeW keâes Skeâ megj ceW efceueekeâj,
cesueehekeâ leLee iepej yepeevee ÛeeefnS~ vele&keâer heg<heeÀeefue
efueS, pekeefvekeâe Ùeeves heo&s kesâ heerÚs meew…keÙegòeâ mLeeve
«enCe keâjkesâ KeÌ[er nes peeS~ pekeefvekeâe otj nesves hej,
oMe&keâeW keâes ceesefnle keâjves keeueer vele&keâer keâes GheMece
keeove kesâ meeLe megvoj Yebefiecee ceW jbiecebÛe kesâ ceOÙe ceW
heg<heeÀeefue Deefhe&le keâjveer ÛeeefnS, keäÙeeWefkeâ jbiecebÛe kesâ
ceOÙe ceW mkeÙeb yeÇÿee efkejepeceeve nesles nQ~ heo, Deeslee,
keâefkele, ceuehe leLee Dekelmekeâ, efjieesCeer Deewj leg[gkeâe
keâes efveÙele›eâce Ùee FefÛÚle ›eâce mes, mece, efke<ece Ùee
oesveeW DebieeW mes ve=òe keâjvee ÛeeefnS~ efheâj ef$eefkeOe vele&ve
(veešŸe, ve=lÙe, ve=òe) Øemlegle keâjW~ Ùeefo iepej kesâ yeeo
GheMece keâe keeove ve efkeâÙee peeS, lees vele&keâer keâes iepej
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kesâ DeejbYe ceW cebÛe hej ØekesMe keâjvee ÛeeefnS~ ueesie Fme
efkeefOe keâes ‘heefjefkeef[’ keânles nQ~

kegâÚ DevÙe DeeÛeeÙeeX kesâ cele mes, Meg®Deele ceW
mecenmle mes keeove keâjs leLee vele&keâer meceheeo mLeeve ceW
meew…ke kesâ meeLe jbiecebÛe hej ØekesMe keâjs~ kegâÚ DeeÛeeÙe&
ieerle Deewj keeÅe kesâ ØeÙeesie keâer yeele keânles nw~ lees kegâÚ
DeeÛeeÙe& kesâkeue ieerle keâe ØeÙeesie Yeer GefÛele ceeveles nw~
Ùener Megæheæefle nw~ (mebieerlejlveekeâj 7 DeOÙeeÙe /
Mueeskeâ 1260-1272)

ve=òe jlveekeueer :

peeÙe mesveeheefle efueefKele «evLe ‘ve=òe jlveekeueer’,
mebieerlejlveekeâj keâe mecekeâeueerve «evLe nw~ Dele: mebieerle
jlveekeâj Deewj ve=òe jlveekeueer oesveeW «evLe 13 keeR Meleeyoer
kesâ nQ~ (Raghavan, 1965, P. 74) ve=òe jlveekeueer
kesâ 5, 6, 7, 8 Fve DeOÙeeÙeeW ces osMeer ve=lÙe kesâ Thej
efkemle=le ÛeÛee& keâer nw~ Fleveer efkemle=le ÛeÛee& keâjves keeuee
Ùen Skeâcee$e «evLe nw, FmeefueS Ùen cenlkehetCe& nw~

ve=òe jlveekeueer kesâ meelekeW DeOÙeeÙe ceW ve=lÙe kesâ
efueS ØeÙegòeâ leLee GheÙegòeâ keeÅe heæefle keâe keCe&ve efkeâÙee
ieÙee nw~ peeÙe mesveeheefle DeejcYe ceW ner keânles nw keâer,
celebie cegefve Éeje Gæ=le keeÅe heæefle ceQ yeleuee jne ntB,
pees oes Øekeâej keâer nw~

1. Megæ

2. efkeefÛe$e

1. Megæ keeÅe heæefle : meke&ØeLece meYeer keeÅeeW keâes
mecenmle ceW yepeeÙee peelee nw, pees ke<ee& $e+leg kesâ
Deeieceve hej nesves keeueer ieÌ[ieÌ[enš kesâ meceeve
nw~ Ssmee cebÛe hej GheefmLele meYeer yeeOeeDeeW keâes
otj keâjves leLee meYee kesâ ØecegKe kesâ Øeieefle kesâ efueS
efkeâÙee peelee nw~ mecenmle Deeefo mes efkeâS ieS
keeove Skeb heešeW keâes yepeeles meceÙe, oesveeW neLeeW
keâes meceeve ™he mes peesj mes Øenej keâjvee ÛeeefnS~
FmeefueS mecenmle Ùen veece GheÙegòeâ nw~ mecenmle
keeove kesâ meceÙe vele&keâer keâes meceheeo ceW cebÛe hej
ØekesMe keâjvee ÛeeefnS~ mebobMe nmle keâes OeejCe

keâjles ngS, yeeSb hewj kesâ hebpeeW mes peceerve hej Øenej
keâjles ngS jbieØekesMe keâjvee ÛeeefnS~ efheâj vele&keâer
keâes cegKe$eÙe keeove kesâ meeLe ØekesMe keâjvee ÛeeefnS
Deewj kegâÚ meceÙe lekeâ mecetn ceW efveOee&efjle jÛevee
keâe ØeoMe&ve keâjvee ÛeeefnS~ ØekesMe kesâ meceÙe hej
‘Ùeespe', ‘KeC[ Ùeefle', ‘heoced', ‘ceuehe', ‘Debie'
pewmes ceOegj ueÙeyeæ ØeyebOeeW keâe ›eâefcekeâ ™he mes
heešeW (De#ejeW) kesâ meeLe ØeoMe&ve keâjvee ÛeeefnS~
megKeo mebieerle keâes MebKe, heerleue kesâ PeebPe, ce=obie
Deewj keâjš pewmes keeÅeeW keâe GheÙeesie keâjkesâ vekeervelee
kesâ meeLe yepeeÙee peevee ÛeeefnS~ Deeies ØeÙegòeâ nesves
keeueer Ûeej leeueeW ceW Yeer Fmeer efveÙece keâe heeueve
keâjvee ÛeeefnS~ DeejcYe ceW ceòe leeue ceW kegâÚ meceÙe
lekeâ ieerle Øemlegle keâjvee ÛeeefnS~ leo heMÛeeled hetke&
ceW keâns ieS Meg<keâkeeÅe keâe keeove keâjs Deewj efheâj
OÙeevehetke&keâ DekeÛÚso / efkeYeeefpele keâjs~ efÉleerÙe,
le=leerÙe Deewj ÛelegLe& leeue ceW Yeer celebie cegefve Éeje
efveOee&efjle ›eâce keâe heeueve efkeâÙee peevee ÛeeefnS~
(ve=òe jlveekeueer 7 DeOÙeeÙe / Mueeskeâ 21-31)

2. efkeefÛe$e heæefle : ieeÙekeâeW leLee keeokeâeW keâes
mkej, ueÙe Deewj heešeW mes yebOee ngDee ieerle ieevee
ÛeeefnS~ meeLe ner Gmes keCe& Deewj mkejeW mes Yeer
Ùegòeâ keâjvee ÛeeefnS~ Fmekesâ yeeo keeokeâeW keâes
De#ejeW kesâ Devegmeej yepeevee ÛeeefnS~ Ùen efÛe$eheæefle
nw~ vele&keâer keâes keeokeâeW Éeje yepeeS ieS De#ejeW
kesâ Devegmeej ve=lÙe keâjvee ÛeeefnS~ (ve=òe jlveekeueer
7 DeOÙeeÙe / Mueeskeâ 32-33)

ve=òe jlveekeueer ceW ‘heg<heeÀeefue' :

ve=òe jlveekeueer ceW Megæheæefle ceW ‘heg<heeÀeefue' keâe
keâesF& GuuesKe Øeehle veneR neslee~ uesefkeâve ‘osMeer heæefle'
kesâ efkekesÛeve ceW heg<heebpeefue hej ÛeÛee& keâer ieF& nw, Ùen Fme
Øekeâej nw :

ØeLece keeÅeeW keâe cesue keâjkesâ GvnW mecenmle ceW
yepeeÙee peelee nw~ Gmekesâ yeeo Ùeefle Deewj ØenjCe keâjves
hej, mebieerle kesâ Deble ceW, ceewve OeejCe keâj kesâ heg<heeÀeefue
Deefhe&le keâjs~ Pesvkeâej, efjiekeeCeer, leg[gkeâe, Ûecelkeâej
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Deeefo ieerle kesâ Debie Skeb keeÅeeW kesâ meeLe Ùeefle keâes
GÛÛeeefjle keâjs leLee keeÅe mebieerle Éeje ØenjCe Yeer keâjvee
ÛeeefnS~ Ùen osMeer heæefle nw~ keâefkele, GókeCeer, Keb[Ùeefle,
DekeÛÚsokeâ Deewj DevÙe keâe ØeÙeesie efjIeesCeer kesâ meeLe
vekeerve ™he mes efkeâÙee pee mekeâlee nw~ Fmekesâ yeeo vele&keâer
mecegoeÙe ØeyebOe kesâ meeLe cebÛe hej ØekesMe keâj mekeâleer nw,
efpemes ‘hewmeej' Yeer keâne peelee nw, Ùee efkeâmeer DevÙe
jesÛekeâ keeÅe mebieerle (efÛe$e keeÅe) kesâ meeLe ØekesMe keâjs,
lees ken ‘cegKekeeÅe' keânueelee nw~ osMeer DeOÙeÙeve kesâ
efkeÉeve Fmes ‘hegefšue' keânles nQ~ heg<heebpeefue hegefšue kesâ
meeLe Deefhe&le keâer peeleer nw, FmeefueS Fmes Deece yeesueÛeeue
ceW heg<heebpeefue keâne peelee nw Deewj Ùen Dehe&Ce keâe Skeâ
Yeeie nw~ yeerÛe yeerÛe ceW ng[gkeäkeâe, keâjše, osMeer hešn
Deewj DevÙe keeÅe yepeeves ÛeeefnS~ leLee keâCe&ceOegj mebieerle
kesâ efueS, heerleue kesâ keeÅe ( keâebmÙe leeue ) keâe ØeÙeesie
efkeâÙee peevee ÛeeefnS~ efjIeesCeer veecekeâ leeue ØeyevOe ceW
Skeâleeue, De[leeue, efvemmee®keâ leeue keâe ØeÙeespeve
ØeeÙe: neslee nw~ uesefkeâve ØecegKe veslee ( ve=lÙe keâe vesle=lke
keâjves keeues) kesâ Devegmeej kegâÚ Deewj keâe ØeÙeespeve efkeâÙee
pee mekeâlee nw~ (ve=òe jlveekeueer 7 DeOÙeeÙe / Mueeskeâ
66-76 )

DeefYeveÙe ohe&Ce :

DeeÛeeÙe& vebefokesâÕej Éeje efueefKele ‘DeefYeveÙeohe&Ce'
Fme «evLe ceW Megæheæefle keâer Deueie mes ÛeÛee& veneR keâer
ieF& nw~ efkeâvleg hetke&jbie ceW heg<heebpeefue keâer ÛeÛee& Fme
Øekeâej nw~

efkeIveeW kesâ veeMe kesâ efueS, ØeeefCeÙeeW keâer j#ee kesâ
efueS, oskeleeDeeW keâes ØemeVe keâjves kesâ efueS, veeÙekeâ-
veeefÙekeâeDeeW kesâ keâuÙeeCe Skeb megj#ee kesâ efueS leLee ieg®
mes Øeehle %eeve kesâ Øeleerkeâ mke™he cebÛe hej heg<heeW keâes
Øekeeefnle efkeâÙee peevee ÛeeefnS~ efheâj ve=lÙe Meg™ nesvee
ÛeeefnS~ (DeefYeveÙeohe&Ce, Mueeskeâ 33-34)

ve=lÙejlvekeâesMe :

cenejeCee kegâcYekeâCe& Éeje efueefKele ‘ve=lÙejlvekeâesMe'
«evLe ceW mebieerlejlveekeâj «evLe kesâ Devegmeej Megæheæefle

keâe pÙeeW keâe lÙeeW keCe&ve efkeâÙee ieÙee nw~ yeme kegâÚ
mLeeveeW hej LeesÌ[e Deblej nw pees Fme Øekeâej nQ :

1. mebieerle jlveekeâj ceW keefCe&le keeÅe ØeyebOeeW ceW mes
Deeslee Fme ØeyebOe keâe GuuesKe, jeCee kegâbYee ves
ve=lÙejlvekeâesMe ceW veneR efkeâÙee nw~

2. ve=lÙejlvekeâesMe ceW mebieerlejlveekeâj ceW keefCe&le ‘heefjefkeef[
heæefle' keâes ‘heefjheef[ heæefle' keâne ieÙee nw~
(ve=lÙejlvekeâesMe- Guueeme 4-hejer#eCe 4-Mueeskeâ
43-50)

vele&ve efveCe&Ùe :

hegC[jerkeâ efkeúue Éeje efueefKele vele&ve efveCe&Ùe «evLe
ceW keefCe&le ‘cegKeÛeeefue’ kesâ keCe&ve Deewj DevÙe «ebLeeWces
keefCe&le Megæheæefle kesâ keCe&ve ceW keâF& meceeveleeSb nQ~ Fme
«evLe ceW Megæheæefle keâe GuuesKe ‘cegKeÛeeefue’ kesâ ™he
ceW efkeâÙee ieÙee nw~ vele&ve efveCe&Ùe ceW cegKeÛeeefue keâe keCe&ve
Fme Øekeâej nw - peye meYee keâe veslee, mebieerle%e, efkeÉeve
Deewj Øes#ekeâ meYeeie=n ceW Dehevee mLeeve «enCe keâj ueW,
leye keeÅe mebØeoeÙe keâes cebÛe hej Deekeâj Dehevee mLeeve
«enCe keâjvee ÛeeefnS~ meYeer keeÅeÙeb$eeW keâes Skeâ megj ceW
efceueevee ÛeeefnS~ cesueehekeâ kesâ yeeo iepej yepeevee ÛeeefnS~
leg[gkeâ keeÅe keeove kesâ Deble ceW, peye heoe& Ùeeves DevleOee&ve
otj nesles ner, vele&keâ Ùee vele&keâer yeÇÿee, efMeke, ceele=
oskelee, $e+ef<eÙeeW, veeieeW, Ùe#eeW, iebOekeeX, efkeâVejeW, ieCesMe,
Yejlecegefve, leC[g, ue#ceer, mejmkeleer, G<ee, efke<Ceg Deewj
pees DeeÙeg Deewj iegCe ceW keefj… nQ, GvnW ØeCeece keâjves kesâ
yeeo cebÛe hej ØekesMe keâjW~ jbiecebÛe kesâ #es$e keâe keCe&ve
keâjles ngS hegC[jerkeâ efkeªue keânles nQ efkeâ, ve=lÙe ceb[he
kesâ ceOÙe ceW ieesueekeâej nesvee ÛeeefnS, pees ÛeejeW Deesj mes
meele YegpeeDeeW mes efIejs #es$e ceW nesvee ÛeeefnS~ Ssmes cebÛe
hej vele&keâeW keâes yevOe Deewj DeefveyevOe oesveeW Øekeâej kesâ
ve=lÙe keâjves ÛeeefnS~ pees ve=lÙe ieerle Deeefo efveÙeceeW Éeje
efveÙebef$ele neslee nw, ken yebOekeâ ve=lÙe nw~ Dele: DeefYeveÙe
kesâ efkeâmeer Yeer efveÙece kesâ efyevee efkeâÙee peeves keeuee ve=lÙe
DeefveyevOe ve=lÙe keânueelee nw~
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hetke&metefjÙeeW kesâ DeeÛeeÙeeX Éeje oer ieF& cegKeÛeeefue
keâer heefjYee<ee Devegmeej, cegKe keâe DeLe& nw hetke&jbie Deewj
Ûeeefue Ùeeves hetke&jbie keâe Devegieceve keâjves keeueer ieleer~
cegKeÛeeefue Ùen yevOe ve=lÙe nw~ cegKeÛeeefue keâer Meg®Deele
heg<heebpeefue mes nesleer nw~ Ùeefo heâtue Deeies keâer Deesj
Deefhe&le efkeâÙee peeSb lees jepee heerefÌ[le neslee nw, oeefnveer
Deesj oMe&keâ, heerÚs ieg® Deewj yeeFË Deesj vele&keâ mkeÙeb
heerefÌ[le neslee nw~ ÛetBefkeâ yeÇÿee cebÛe kesâ ceOÙe ceW efkejepeceeve
nQ, FmeefueS vele&keâ keâes cebÛe kesâ ceOÙe ceW heg<he Deefhe&le
keâjves ÛeeefnS~ Fmekesâ yeeo ‘F”sve-De”sve' MeyoeW keâe
GÛÛeejCe GefÛele ueÙe Deewj leeue kesâ meeLe keâjvee ÛeeefnS~
lelheMÛeele ve=lÙe ØeejcYe nesvee ÛeeefnS~

ve=lÙe keâer Meg®Deele ceW ‘megueg' efkeâÙee peevee ÛeeefnS~
megueg keâe DeLe& nw Oeerceer nkee ceW [esueleer pÙeesefle kesâ
meceeve DebieeW keâe Ûeeueve keâjvee leLee veeie kesâ ÌHeâve pewmes
[esuevee~ megueg Mejerj kesâ oesveeW lejheâ efkeâÙee peevee
ÛeeefnS~ jeieeW kesâ Deveg™he megueg vele&keâ Éeje Øemlegle
nesvee ÛeeefnS, pees efkeefYeVe ve=òe nmleeW mes megmeefppele nes~
Fmeer megueg ceW ‘mebÛe' Øemlegle keâjvee ÛeeefnS, pees leerve
Øekeâej keâe neslee nw- leue mebÛe, ceOÙe mebÛe, GOke& mebÛe~
ØelÙeskeâ megueg ceW ØeÙegòeâ nmle, mLeevekeâ, keâjCe, Ûeejer
keâe efkemle=le efkekejCe efoÙee ieÙee nw~ Fmekesâ yeeo Deheves
neLeeW keâes efmej hej, cegKe kesâ meeceves leLee ke#e kesâ meeceves
Debpeefue nmle cegõe ceW jKekeâj ›eâceMe: oskeleeDeeW, ieg®DeeW
leLee $e+ef<eÙeeW keâes ØeCeece keâjvee ÛeeefnS~ lelheMÛeele
oskeer Yekeeveer Deewj efMekepeer keâes veceve keâjves keeues Mueeskeâ
keâe DeefYeveÙe keâjvee ÛeeefnS~ pees Fme Øekeâej nw :

Yekeleeb YetleÙes YetÙeeod Yekeeveer YekekeuueYee~
De”erke=âlemegme”erleYe”ercegefoleceevemee~~

Fme Mueeskeâ kesâ ØeoMe&ve keâe efkemle=le keCe&ve yeleueeÙee
nw~ Deble ceW, ceeÙetjer, Yeevekeer, cewvekeer, nÙeueeruee, ce=ieer,
nbmeer, kegâkeäkegâšer, KeÀeveer, iepeieeefceveer Fve ieefleÙeeW keâes
heefjYeeef<ele efkeâÙee ieÙee nw~ Fmekesâ meeLe ner keâceuekele&vee
Deewj cekeâjkele&vee keâer heefjYee<eeSB oer ieF& nQ~ ieefle Deewj
kele&efvekeâeme kesâ ÛeÛee& kesâ meeLe cegKeÛeeefue meceehle nesleer
nw~ (vele&veefveCe&Ùe 7 DeOÙeeÙe - Mueeskeâ 417-479)

mebieerle ohe&Ce :

cegKeeÛeueer keâe keCe&ve keâjles ngS, Ûelegj oeceesoj
keânles nQ, mebieerle efkeÉeved, jepee Ùee ØecegKe DeefleefLe kesâ
Deeves kesâ yeeo mebØeoeÙe ke=vo keâes cebÛe hej ØekesMe keâjvee
ÛeeefnS~ FmeceW Deefveyeæ Deewj efveyeæ oesveeW Øekeâej kesâ
ieerle keâe ØeÙeesie nesvee ÛeeefnS~ Fmekesâ heMÛeeled cebieue
keâecevee kesâ efueS ‘ieCesMe Meyo' yepeevee ÛeeefnS~ Deewj
Fmekesâ yeeo ‘Deheej' veecekeâ cesueehekeâ yeej-yeej yepeevee
ÛeeefnS~ efheâj vele&keâer keâes pekeefvekeâe Ùeeves hejos kesâ heerÚs
efkeâmeer Yeer mLeevekeâ ceW meew…kehetCe& Yebefiecee ceW KeÌ[e
nesvee ÛeeefnS~ pekeefvekeâe nšves kesâ yeeo, oMe&keâ Deewj
efkeÉeve Deeefo keâes ØemeVe keâjles ngS, cebÛe kesâ ceOÙe ceW
heg<heebpeefue Deefhe&le keâjveer ÛeeefnS~ efheâj meceeheo, mebnle
mLeeve, ueleekeâjCe, Ûelegjße, vevÅeekele&, keOe&ceeve kesâ ue#eCe
yeleeS ieS nQ~ Fmekesâ yeeo megueg keâe keCe&ve efkeâÙee nw pees
keâer vele&veefveCe&Ùe «evLe kesâ meeceeve nw~ uesefkeâve megueg kesâ
yeejs ceW efkemle=le peevekeâejer Ùeneb veneR oer ieF& nw~ Fmekesâ
yeeo meew…ke, meVeced, leueheg<hehegš, DeOÙeefOe&keâeÛeejer, heg<hehegš
Deewj De«eleuemebÛej keâer heefjYee<eeSB oer ieF& nQ~ heg<heebpeefue
Deefhe&le keâjves kesâ yeeo vele&keâ keâes Mueeskeâ keâe DeefYeveÙe
keâjvee ÛeeefnS~ Ùen Mueeskeâ keâe keCe&ve pÙeeW keâe lÙeeW
vele&ve efveCe&Ùe ceW Øeehle neslee nw~ uesefkeâve Fme Mueeskeâ ceW
yeleueeS ieS ØeoMe&ve efkeefOe ceW met#ce Deblej nw~ Fme
MueeskeâeefYeveÙe kesâ yeeo ceW ‘peene”ves-ceene”ves' Ssmes
heeše#ejeW keâe GÛÛeejCe keâjvee ÛeeefnS~ meeLe ner, vele&keâ
keâes heeš (yeesue),Yeeke Deewj vele&ve mes efceefßele leLee mebÛe
$eÙe Deewj ve=òe nmleeWmes megMeesefYele vele&ve keâjvee ÛeeefnS~
Fmekesâ yeeo, mebÛe, leeueØeceeCe, Ûeeuekeâ Deewj uenjerÛe›eâ
kesâ ue#eCe yeleueeS nw~ Deble ceW ueÙe kesâ ue#eCe yeleueeles
ngS keâneb nw keâer, leerve Øekeâej kesâ ueÙe mes Ùegòeâ, jemekeâ
leeue ceW ve=lÙe keâjvee ÛeeefnS~ pees ueesieeW ces ueIeg Deeefo
leeue veece mes ØeÛeefuele nw leLee Gmes ‘jeme' Yeer keânles nw~
Ùener cegKeÛeeefue nw~ (mebieerle ohe&Ce, ve=lÙeeOÙeeÙe, Mueeskeâ
8-50)

veešŸeMeem$e Deewj MeesOehe$e ceW DeOÙeÙeve efkeâS ieS
ceOÙekeâeueerve «ebLeeW ceW keefCe&le Megæheæefle keâe



252
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

DeOÙeÙeve mes Øeehle efve<keâ<e& :

1. veešŸeMeem$e ceW veešŸe keâer Meg®Deele ceW efkeâS peeves
keeues ve=lÙe keâe efkemle=le efkekejCe efceuelee nw~ ÙeÅeefhe
Megæheæefle Ùee keâesF& DevÙe efkeefMe<š veece mes Ùen
Øemlegefle GuuesefKele veneR nw~ efheâj Yeer Ssmee Øeleerle
neslee nw efkeâ, Fmeer Øemlegefle keâe Deeies Devegieceve
efkeâÙee ieÙee nw~

2. veešŸeMeem$e ceW Yejle cegefve ves efkeefMe<š ve=lÙe cegõeDeeW
pewmes keâjCe, Ûeejer, mLeevekeâ Deeefo keâe Dee«en veneR
efkeâÙee nw~ meeLe ner, ØeÙegòeâ mebieerle heæefle keâe Yeer
GuuesKe veneR efkeâÙee nw~ Fme MeesOe he$e ceW DeOÙeÙeve
efkeâÙes ieÙes «ebLeeW ceW kesâkeue veešŸeMeem$e Deewj ve=lÙe
jlveeJeueer ceW ner Skeâue ve=lÙe Deewj mecetn ve=lÙe keâer
ÛeÛee& hetke&jbie ceW keâer ieÙeer nw~

3. Fmeer ceeie& heæefle keâe DevegmejCe keâjles ngS yeeo
kesâ efkeÉeveeW ves pees me=efpele efkeâÙee, ken Deeies Ûeuekeâj
osMeer heæefle kesâ ™he ceW ØeÛeefuele nes ieÙee~ FmeceW
meyemes cenlkehetCe& vele&ve efkeefOe nw Megæheæefle!

4. [e@Ê heg® oeOeerÛe ves Deheveer hegmlekeâ ‘keâLekeâ ve=lÙe
kesâ ØeeÛeerve Debie' ceW keâne nw efkeâ, 13keeR Meleeyoer
mes 16keeR Meleeyoer kesâ Deeles lekeâ Megæheæefle -
‘cegKeÛeeefue' Fme veece mes ØeÛeefuele ngF&, pees cegKÙe
™he mes hetke&jbie Ùee ve=lÙe keâer Meg®Deele keâer heæefle
nw~ (Dadhich, 2020, P. 55)

5. Fme Megæheæefle Deewj cegKeÛeeefue keâe DeOÙeÙeve
keâjves hej kegâÚ lelkeeW ceW efkeefMe<š ›eâce Deewj meceevelee
heeF& peeleer nw~

De. Meg®Deele ceW cesueehekeâ Deewj iepej keâjvee ~

Dee. heo&s kesâ heerÚs vele&keâer keâe meew…ke kesâ meeLe
mLeeve «enCe keâjvee~

F. heoe& nšves kesâ yeeo vele&keâ jbiecebÛe kesâ ceOÙe
ceW heg<heebpeefue Deefhe&le keâjvee~

F&. Fmekesâ yeeo veevoer /Mueeskeâ/ Ùee mlegefle Øemlegle
keâjvee~

G. Fme Øemlegefle ceW ef$eefkeOe vele&ve keâjvee~

6. kegâÚ «ebLeeW ceW efkeefMe<š mebieerle ØeyevOe, keeÅe heæefle,
leeue heæefle, heešeW keâe GÛÛeejCe, ve=òe nmle, mLeevekeâ,
keâjCe, Ûeejer Deeefo hej ÛeÛee& keâer ieF& nw~

7. ÙeÅeefhe mebieerle jlveekeâj Deewj ve=lÙe jlveekeueer
mecekeâeueerve «ebLe nQ, leLeeefhe Gvekesâ Éeje keefCe&le
Megæheæefle ceW Deblej nw~ mebieerle jlveekeâj ceW
Megæheæefle veešŸeMeem$e keâe DevegmejCe keâjleer nw,
peyeefkeâ ve=lÙe jlveekeueer celebie cegefve Éeje keefCe&le
Megæheæefle keâe DevegmejCe keâjleer nw~ leLeeefhe ve=òe
jlveekeueer ceW keefCe&le efkeefÛe$e heæefle Deewj DevÙe
DeeÛeeÙeeX kesâ Devegmeej mebieerle jlveekeâj ceW keefCe&le
Megæheæefle Skeâ ner nQ~

8. ve=òe jlveekeueer ceW Megæheæefle keâe keCe&ve keeÅeheæefle
kesâ Debleie&le efkeâÙee ieÙee nw, efkeâvleg heg<heebpeefue keâer
ÛeÛee& osMeer heæefle ceW keefCe&le Meg<keâkeeove kesâ Debleie&le
keâer ieF& nw~

9. DeefYeveÙeohe&Ce Fme «evLe ceW kesâkeue heg<heebpeefue keâe
efkekesÛeve Øeehle neslee nw~

10. mebieerle ohe&Ce «evLe ves vele&veefveCe&Ùe ceW keefCe&le
cegKeÛeeefue keâe DevegmejCe efkeâÙee nw~ neueeBefkeâ FmeceW
kegâÚ Devlej Deewj efYeVeleeSB pe™j nw~

11. vele&veefveCe&Ùe Deewj mebieerle ohe&Ce oesveeW «ebLeeW ceW
keefCe&le MueeskeâeefYeveÙe ceW meceevelee nw~

12. vele&veefveCe&Ùe ceW efkemleej mes yeleeÙee ieÙee nw efkeâ
megueg, ieefle Deewj kele&efvekeâeme keâe mener GheÙeesie
keâneb Deewj keâwmes efkeâÙee peevee ÛeeefnS~

13. vele&efveCe&Ùe Deewj mebieerle ohe&Ce oesveeW «ebLeeW ceW keefCe&le
megueg, heg<heebpeefue, ieCesMe Meyo Deewj mebÛe keâe ØeoMe&ve
Deepe Yeer keâLekeâ ve=lÙe ceW osKee peelee nw~ [e@Ê heg®
oeOeerÛe keânles nQ efkeâ, ieCesMe hejveeW keâer efveefce&efle
ieCesMe Meyo kesâ efueS keâer ieF& Leer Deewj Deepe Yeer
keâLekeâ ve=lÙe ceW Fmekeâe ØeoMe&ve efkeâÙee peelee nw~
(Dadhich, 2020, P. 53) kewmes ner heg<heebpeefue
keâe veece yeouekeâj heesnesheepegjer/hegngheepegjer nes ieÙee
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nw~ (Dadhich, 2020, P. 53) ve=lÙe Meg™
nesves mes henues nesves keeueer DeeueeheÛeejer vele&veefveCe&Ùe
ceW keefCe&le DeefveyevOe keeove-ieeÙeve kesâ meceeve nesleer
nw~ (Dadhich, 2020, P. 53) kele&ceeve keâLekeâ
ØeoMe&ve ›eâce megueg/megueghe ner Deepe "e" kesâ veece
mes ØeÛeefuele nw~ (Dadhich, 2020, P. 72)

Fmekesâ Deueekee, mebÛe Fme ØeeÛeerve Debie keâes keâLekeâ
kesâ meeLe-meeLe YejleveešŸece Deewj Deesef[meer pewmeer
DevÙe ve=lÙe MewefueÙeeW ceW Yeer osKee peelee nw~
(Dadhich, 2020, P. 73)

14. [e@Ê ceboe›eâeblee yeesme ves Deheveer hegmlekeâ cetkeceWš
Sb[ cescesefmeme ceW keâne nw efkeâ, vele&veefveCe&Ùe ceW
cegKeÛeeefue keâes Fleves efkemleej mes keefCe&le efkeâÙee
ieÙee nw efkeâ, Gmes ØelÙe#e Øemlegle keâjvee mebYeke nw~
(Bose, 1991, P. 255)

15. Fmemes nce keân mekeâles nQ efkeâ, veešŸeMeem$e ceW
keefCe&le hetke&jbie ceW ve=lÙeejcYe Øemlegefle Deepe Yeer
ueieYeie Gmeer ›eâce mes Øemlegle nes jner nw~ kegâÚ
meceÙe lekeâ Ùen Megæheæefle Deewj leodheMÛeele
cegKeÛeeefue kesâ ™he ceW ueeskeâefØeÙe Leer, uesefkeâve Deye
Fmekeâe keâesF& efkeefMe<š veece veneR nw~

16. Megæheæefle Deewj cegKeÛeeefue nceW Yejle cegefve keâer
hejbheje mes ueskeâj kele&ceeve hejbheje lekeâ ve=lÙe ceW ngS
heefjkele&ve, efkemleej Deewj mebkegâÛeve kesâ yeejs ceW yeleeleer nw~

17. Fme DeOÙeÙeve mes nce keân mekeâles nQ efkeâ, Deepe
keâer Meem$eerÙe ve=lÙe MewefueÙeeB DeÛeevekeâ veneR GYejeR,
yeefukeâ GvnW Fefleneme, Meem$e, ØeeÛeerve ve=lÙe Deewj
ve=lÙe heæefleÙeeW keâe cepeyetle DeeOeej nw~ FmeceW
keâesF& mebosn veneR nw efkeâ, Fme MeesOe he$e keâe
DeOÙeÙeve Deepe kesâ ve=lÙe Deewj Meem$e kesâ yeerÛe
mebyebOe keâes Deewj cepeyetle keâjlee nw~
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Abstract :

Music has always been an integral part of our society and is universal in nature.
However, one often tends to search for the origin or roots of our Indian music. On a
closer look, one often wonders what could be the origin of our music. Researchers
have found that it is nothing else but our very own Vedas, especially the singable and
musical Samaveda. This paper explores the musical elements in Samaveda.
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This paper is based on three musical
elements- Samavedic Svarās, Shrutis and
Vee .nā. Therefore, Nāradiya Shikshā, the
only available text which describes Svarās,
Shrutis and Vee .nā in Sāmaveda, is the
basis of the description which follows in
this paper.

Nāradiya Shikshā was preached by
Devarshi Nārad who is considered to be the
son of Brahmā and plays Vee .nā. Accord-
ing to Indian belief, Nārad Muni is the
Celestial Sage (Rishi among the gods). He
is an expert in Geet, Vādya and Nritya.
Nārad has been called a musician, Vee .nā
player, Supreme secret seeker (Paramrahas-
yavetta) and Supreme devotee. Shri Krishna
has counted him among the divine and
angelic (Vibhutis)**. Nārad Muni has been

mentioned in Mool Rāmayana, Vishnu
Puraan, Brihan Naaradiya Puraan and
Shrimad Bhagvad Gita.1

The text Nāradiya Shikshā is in Sans-
krit and is written in the form of verses
(Chhanda) and prose. It has two papers
(Prapāthak) and each paper has 8 sub-
papers (Kandikā). Each Kandikā further
has sub-verses (Kārika).

2.1 Concept of Svarās, Shrutis and Vee .nā

in the perspective of Sāmaveda :

In Nāradiya Shikshā, there is descrip-
tion of Ārchik, Gâthik svarās, Grām and
Svarās of Sāmagāna, Shruti Jaati, Udāttādi
Svara, use of different svarās in different
Shākhās of Sāmaveda and description of
Gātra Vee.nā.2 In the description that follows,
the three important aspects of Sāmagāna
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i.e. Svara, Shruti and Vee .nā are described.

2.1.1 Svara :

The term Svara has several meanings.

mkeÙe&vlessLee& SefYeŠ3

Meaning : The ones through which
the meaning of Padās are known, are called
Svara. Padās, here, mean meaningful words.

In Zgveda, the word Svara is used in
relation to speech.4

In Pāniniya Shikshā5 and Nātya Shās-
tra6, the word Svara is used to describe
Akārādi Varnās. Their pronunciation is
independent and do not require support
from another Varnā.

In Sangeet Shastra and its related texts
(Nāradiya Shikshā), the word Svara is
used to describe various musical notes.

In Nāradiya Shikshā, the characteris-
tics of Svarās that have been stated, are
musical in nature (based on musical notes).
However, the mention of Svarās in Nāra-
diya Shikshā is expressed in different ways
and different names. At some points in
Nāradiya Shikshā, there is a description
of Ārchik, Gāthik and Sāmik Svarās -
which are related to Zgveda, Yajurveda
and Sāmaveda respectively.

DeeefÛe&keâb ieeefLekeâb Ûewke meeefcekeâb Ûe mkejeblejced
ke=âleevles mkejMeem$eeCeeb ØeÙeesòeâkÙes efkeMes<eleŠ7

Meaning : The word Ārchik originates
from Richā and the word Gāthik originates
from Gāthā or story. Both are associated
with .Rgveda and Yajurveda respectively.
The word ‘Sāmik’ connects with Song and
is related to Sāmaveda.

It appears that Ārchik Svara, Gāthik
Svara and Sāmik Svara are names of parti-
cular Svarās. However, these are not any

particular Svarās but are generally used
terms to describe Svarâs in Veda.8

In the beginning of the grantha Nāradiya
Shikshā, it is mentioned that Sāmavedic
Svarās are in the form of-Udātta, Anudātt,
Svarit, Prachay and Nighāt. These are taken
to be in the form of Ārchik Svarās.

Whereas, the Samavedic “Gana Svarās”
are in the form of-Kru.s.ta, Pratham, Dvitīya,
T.rtīya, Chaturth, Mandra and Atisvārya.

Narada Muni named Udātta, Anudātta
and Svarit as Pratham, Dvitiya and Tritiya.
Therefore, the placement of the Svara is
the same, whereas it’s nomenclature is
different at different points.

Hence, the name of Svarās of .Rgveda,
Sāmaveda and Gānasamhita are different
from the perspective of music, however,
their character is the same.

So, it can be seen that the Svarās-
Kru.s.ta, Pratham, Dvitîya, T.rtīya, Chaturth,
Mandra and Atisvārya further developed
into Shadja, Rishab, Gandhār, Madhyam,
Pancham, Dhaivat and Nishād.

<e[dpeMÛe $e+<eYeMÛewke ieebOeejes ceOÙecemed leLee
hebÛecees OewkelemÛewke efve<eeoŠ mehlece: mkej:~~9

Meaning : Shadja, Rishab, Gāndhār,
Madhyam, Pancham, Dhaivat and Nishād-
These are the seven notes.

2.1.2 Place of origin of Svarās :

keâC”eogeflòe<‰es <e[dpe: efMejmemed lJe=<eYe: mce=le:~
ieevOeejmed lJevegveeefmekeäÙe Gjmees ceOÙece: mJej:~~5~~

Gjme: efMejme: keâC”eogeflLele: he_Ûece: mJej:~
ueueešeod OewJeleb efJeÅeeved efve<eeob meJe&meefvOepeced~~6~~

Meaning : Shadja Svara has origina-
ted from the throat (Kantha), Rishab Svara
has originated from the head (Shir),
Gandhār Svara has originated from the
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nasal area, Madhyam Svara has its origin
from the chest region, the Pancham Svara
is believed to have originated from the chest,
head and throat-all three places. Dhaivat
svar has originated from the forehead (Lalāt)
and Nishad from the throat region.11

2.2 Shruti :

2.2.1 Shruti in context of Sama Veda :

The musically useful Nāda, which can
be clearly heard by the ear is called ‘Shruti’.
It has been defined by scholars as:

ßetÙeles Fefle ßegefle:12

(Shrooyate iti shrutih)

Meaning : That sound which can be
heard by the ear is called ‘Shruti’.

According to Pt. Shārangdev in
Sangeet Ratnākar,

“ßekeCeeÛÚgleÙees celee:”13

Meaning : Because it can be heard,
hence it can be called Shruti.

On a closer look at these two definitions,
they do not seem correct because apart from
musically useful sounds, there are other
sounds which can be heard by ear but are
not Shruti. ‘Shruti’ can be defined in the
following manner :

“That musically useful sound or Nâda
which can be heard clearly and can be
differentiated from one another is called
Shruti.”14

In the characterisation of the Svara the
term “Shruti” is used. In musicology, Shruti
is a well-defined term which has a character
of its own.15

oerhlee SSÙelee keâ®Ceeveeb ce=og ceOÙeceÙeesmed leLee~
ßegefleveeb ÙeesSefkeMes<e%ees ve me DeeÛeeÙe& GÛÙeles~ (1.7.9)16

According to Sage Nārad, those not

having the complete knowledge of these
Shrutis, or those unable to use them in
singing, cannot be designated as ‘Ācharya’
(Samaveda scholar/teacher of Samaveda).

Nārad’s self-described Shrutis are
described in context of ‘Vedic Svarās’:

oerhlee cebõs efÉleerÙesÛe Øe ÛelegLe&s leLewke leg ~
Deeflemkeejs le=leerÙes Ûe ›egâ<šs leg keâ®Cee ßegefleŠ~~ 17

Meaning : Deeptā is the Shruti for
Mandra, Dwitiya, Pratham and Chaturth.
Atiswar is Shruti of Tritiya and Karuna is
Shruti of Krucma Svara.

veeÓefJejles ßegefEle kegâÙee&led mJejÙeesjd veeÓefhe ÛeeÓvlejs~
ve Ûe ÜmJes Ûe oerIex Ûe ve ÛeeÓefhe Iegšme_%ekesâ~~15~~18

Meaning : The svara which is conti-
nuous does not have Deeptā shruti. Deeptā
Shruti does not exist between two Svarās
either. Deeptā Shruti also does not exist
in Hrasva Svara and Deergh Svara. Deeptā
does not exist in Ghutnaatmak Svarās (6,
7, 8) either.

mJejevlejeÓefJejleeefve ÜmJe-oerIe&-Iegšeefve Ûe~
ßegeflemLeeves<JeMes<eeefCe ßegefleJeled mJejlees YeJesled~~17~~19

Meaning : The one that does not stop
at other Svarās, the one that falls in the
place of Hrasv, Deergh and Ghutnamak;
at that place, Svara only represents Shruti.
Shruti is represented by Svara only.

oerhleecegoeòes peeveerÙeeod oerhleeb Ûe mJeefjles efJeog:~
Devegoeòes ce=ogjd %esÙee ieevOeJee&: ßegeflemecheo:~~18~~20

Meaning : Deeptā shruti exists in
Udaatta svara. Deeptā exists in Svarit Svara
also. Mridu shruti exists in Anudaatta svara.
This is the equation of Gandharva Shrutis
in Vedic Svarās.

According to Sage Nārada, the signi-
ficance of Shruti in a Svara, is described
as :
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ÙeLeehmeg Ûejleeced ceeiee&s ceerveeveeb veeshe}YÙeles~
DeekeâeMes kee efkenvieeveeb leÉle mkejielee ßegefleŠ~~

ÙeLee oOeeefve meefhe&Š mÙeele keâe…meLees kee ÙeLeesve}Š~
ØeÙelvesveeshe}eYÙesle leÉled mkejielee ßegefleŠ ~~ 21

Meaning : Just how, the direction of
passage of fishes in water or birds in the sky
cannot be known, similarly the position
of Shruti in Svara is undefined. Sage
Nārada explains that Ghee (fat) in Dahi
(curd) and fire in wood is hidden and can
only be obtained with much effort. Same
is the position of Shruti in Svara.22

Based on three Grāmas, it can be stated
that during the Nāradiya Shikshā period,
the scholars of music had knowledge about
22 Shrutis. 23

meescemed leg he_ÛecemÙeeÓefhe owJeleb yeÇÿeeješd mce=leced~

efveÜe&mees ÙeÛed Ûe Je=efæMÛe «eececeemeeÅe

meesceJeled~~17~~24

Meaning : The manner in which the
moon slowly grows and diminishes (Shukla
Paksh and Krishna Paksha), similarly in
Grām, the Pancham also slowly grows and
diminishes. Similarly, Dhaivat Svara also
grows and diminishes like Pancham Svara.
This belief gives an impression that Nārad
Muni had complete awareness of the Shruti
Svara system.

2.3 Vee .nā :

The study of Vedic Literature reveals
that in the presentation of Sāmagāna, there
were two types of musical instruments in
use. These were played with the Samagās.

The use of ‘Vee .nā’ and ‘Venu’ in Vedic
music is well documented in Nāradiya
Shikshā.

In Nāradiya Shikshā, Nārad Muni has

mentioned two types of Vee .nā to play the

seven Svarās of Vedic and Laukik Sangeet.

These are :

1) Dārvi Vee .nā - made out of wood

2) Gātra Vee .nā - use of human palm

oejkeer iee$ekeerCeeÛe És keerCeeÛe És keerCes ieevepeeefle<eg~

meeefcekeâeriee$e keerCeeleg lemÙee ëe=Cegle }#eCeced~25

Meaning : In Gana, two types of

Vee .nā are used-Gātra and Dārvi. Gātra is

for Sāmagāna so listen to it’s attributes.

The Gatra Vee .nā used in ancient Vedic

practice is a form of modern notation sys-

tem. Any scholar of Sāmagāna can easily

recognise the Svara as demonstrated by

the Sāmaga using the action of his fingers.

In Gātra Vee .nā, the Sāmaga shows the

Krucma Svara at the tip of his thumb which

is equivalent to Pancham of Gandharva

Gâna. (reference)* In the middle of the

thumb the Pratham Svara is shown which

is Madhyam of Gandharva Gān. The middle

part of index finger shows “Dvitiya” svara

which is Gandhār Svara of Gandharva

Gāna. Similarly, the middle part of middle

finger shows the Tritiya Svara of Sāmagāna

which is equivalent to ‘Rishabh’ of Gan-

dharva Gana. The ring finger at the middle

of it shows Chaturtha Svara which is Shadja

of Gandharva Gana. Two Svarās are shown

in the last small finger, ‘mandra in middle’

and Atisvār slightly below the base, these

are ‘Dhaivat’ and ‘Nishâd’ of Gandharva

Gāna respectively. 26
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Conclusion :

By studying the Svaras, Shrutis and
Veena, it can be seen that the Svaras of
Samavedic Music are the basis of the
Svaras of our present day Indian Classical
Music. Hence, it can be concluded that
Samavedic Music is the seed of present
day Indian Classical music.
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hejbheje mes DeeOegefvekeâlee lekeâ : efnbogmleeveer mebieerle ceW ceskeeleer
Iejeves keâer Yetefcekeâe

DeeYee ef$ehee"er ØeesÊ Deuekeâe veeieheeue
MeesOe Úe$ee, ieeÙeve efkeYeeie MeesOe efveo&sMekeâ
mebieerle Skeb ueefuele keâuee mebkeâeÙe mebieerle Skeb ueefuele keâuee mebkeâeÙe

efouueer efkeÕeefkeÅeeueÙe, efouueer efouueer efkeÕeefkeÅeeueÙe, efouueer

meejebMe :

YeejleerÙe mebieerle kesâ efkekeâeme ›eâce ceW meceÙeevegmeej Deveskeâ vekeerve ieeÙeve efkeOeeDeeW keâe pevce ngDee pewmes OeÇgheo,
KÌÙeeue, lejevee, Yepeve, "gcejer, pemejbieer Deeefo~ efkeMes<ele: GVeermekeeR Meleeyoer ceW KÌÙeeue ieeÙeve keâer yeÌ{leer
ueeskeâefØeÙelee ves efkeefYeVe veS IejeveeW kesâ ie"ve keâes Øesefjle efkeâÙee~ Fve IejeveeW ves Deheveer efkeefMe<š Mewueer, jÛeveelcekeâ
Âef<škeâesCe Skeb heejbheefjkeâ ieeÙeve hejbhejeDeeW kesâ ceeOÙece mes efnbogmleeveer mebieerle keâer efkeefkeOelee Deewj iebYeerjlee keâes Skeâ
veF& efoMee Øeoeve keâer~ Øemlegle MeesOe he$e ceW ceskeeleer Iejeves keâer mebieerle hejbheje, Gmekeâer ieeÙekeâer keâer efkeefMe<š
efkeMes<eleeSB leLee mebieerle #es$e ceW Gmekesâ Ùeesieoeve keâe efkeMues<eCe efkeâÙee ieÙee nw~ Ùen Iejevee jeieeW keâer Megælee,
ceOegjlee Deewj Yeekeveelcekeâ DeefYekÙeefòeâ kesâ keâejCe Meem$eerÙe mebieerle ceW Skeâ efkeefMe<š mLeeve jKelee nw~ efnbogmleeveer
Meem$eerÙe mebieerle ceW ceskeeleer Iejeves keâe Skeâ cenlkehetCe& Ùeesieoeve jne efpemeceW Meem$eerÙe mebieerle kesâ ØeeÛeerve efmeæeble
kesâ DeeOeej hej veF& ieeÙeve efkeOee pemejbieer ieeÙeve keâe pevce ngDee~ Fme efkeOee keâer mLeehevee he©eYet<eCe hebef[le pemejepe
peer kesâ Éeje keâer ieF&, efpevneWves Fmes Skeâ mece=æ DeeOegefvekeâ ieeÙeve Mewueer kesâ ™he ceW Deekeâej efoÙee Deewj Fme efkeOee
keâes mebieerle peiele ceW Skeâ veF& henÛeeve efoueeF&~

cegKÙe Meyo :

ceskeeleer Iejevee, ieeÙeve efkeOee, pemejbieer ieeÙeve, efnbogmleeveer mebieerle, KÌÙeeue ieeÙeve~

efnbogmleeveer mebieerle ceW Iejevee :

efnbogmleeveer mebieerle ceW Iejeves keâe Deefmlelke GVeermekeer
Meleeyoer kesâ KÌÙeeue ieeÙeve efkeOee keâer Øeefmeefæ kesâ keâejCe
DeeÙee~ Iejevee Meyo keâe meeceevÙe DeLe& ‘Iej' Ùee ‘heefjkeej'
neslee nw efpeme Øekeâej Skeâ heefjkeej ceW Skeâ kebMepe kesâ
meomÙe Skeâ meeLe jnles nQ Gmeer Øekeâej mebieerle kesâ meboYe&
ceW Iejeves keâe DeLe& nw meceeve iegCe, ue#eCe Deewj ieeÙeve
Mewueer keâe heeueve keâjves keeues mebieerlekeâejeW keâe Skeâ

mecetn~ mebieerle kesâ meboYe& ceW Iejeves keâes mecePeves kesâ efueS
Fmekeâer efkeMes<eleeSB mecePeveer neWieer~ Iejeves keâer cegKÙe
efkeMes<elee Ùen nesleer nw keâer efkeâmeer Yeer efkeMes<e kÙeefòeâ keâer
mebieerle hejbheje ceW keâce mes keâce leerve heerefÌ{ÙeeW lekeâ kener
hejbheje Ûeueleer jnveer ÛeeefnS leLee Gme hejbheje ceW Skeâ
efkeefMe<š leLee efYeVe ieeÙeve Mewueer Ùee ieeÙeve lekeâveerkeâ
keâe heeueve nesvee ÛeeefnS~ peye Skeâ ieeÙekeâ Deheveer
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ieeÙekeâer ceW Deheveer mkeleb$e ØeefleYee mes kegâÚ efkeMes<elee Ùee
DevÙe ieeÙekeâeW mes efYeVelee ues Deelee nw Deewj kener ieeÙekeâer
Deheves heg$eeW Ùee efMe<ÙeeW Deeefo keâes efmeKeeves ueielee nw lees
efMe<ÙeieCe Yeer Gmeer Øekeâej keâer ieeÙekeâer keâes ieeves ueieles
nQ~ kegâÚ heerefÌ{ÙeeW lekeâ ieeÙekeâer keâer kener hejcheje Ûeueves
hej ken Skeâ Iejeves kesâ veece mes peeveer peeves ueieleer nw~
Fme Øekeâej peye Skeâ ner ieeÙekeâer efMe<Ùe ØeefMe<ÙeeW kesâ
™he ceW Deveskeâ heerefÌ{ÙeeW lekeâ Ûeueleer nw lees Gmes Iejevee
hejbheje keâne pee mekeâlee nw~

Iejevee keâer efkeefMe<š ieeÙeve Mewueer Ùee ‘jerefle' efpeme
ieeÙekeâ-keeokeâ Éeje Øekeefle&le nesleer nw kener Gmekesâ mebmLeehekeâ
ceeves peeles nQ Deewj GvneR kesâ veece mes DeLekee efvekeeme
mLeeve mes Gme Iejeves keâe veecekeâjCe neslee nw~ Iejeves keâe
met$eheele leye neslee nw peye Iejeves keâer Mewueer ceW keâesF&
efkeMes<elee nes keâesF& DeveesKee lelke nes~ Iejevee hejbheje
YeejleerÙe mebmke=âefle keâer osve nw~ ØeeÛeerve keâeue kesâ kewefokeâ
keâeue ceW ieg® efMe<Ùe hejbheje keâe ØeÛeueve Lee efpeme ceW
ceveg<Ùe efMe#ee Øeehle keâjves kesâ efueS efkeâmeer ieg® kesâ
meeefveOÙe ceW jnkeâj efMe#ee Skeb %eeve efkeâ Øeeefhle keâjlee
Lee~ DeeOegefvekeâ meceÙe ceW keâne pee mekeâlee nw efkeâ Iejevee
hejbheje ieg® efMe<Ùe hejbheje keâe ner Skeâ efkekeâefmele ™he nw
efpeme Øekeâej ØeeÛeerve keâeue ceW peeefle ieeÙeve ØeÛeefuele Lee
leLee ceOÙe keâeue ceW Gmekeâe veece jeie ieeÙeve ceW heefjkeefle&le
nes ieÙee Gmeer Øekeâej ØeeÛeerve keâeue kesâ ieg® efMe<Ùe
hejbheje keâe mLeeve Iejevee hejbheje ves ues efueÙee~

YeejleerÙe mebieerle ceW veF&-veF& meesÛe Ùee Deueie-
Deueie cele keâer Glheefòe mes veS-veS IejeveeW keâe pevce
ngDee~ Iejevee Meyo ØeeÛeerve keâeue ceW megveves keâes veneR
efceuelee nw hejvleg Deueie-Deueie cele Ìpe™j ØeÛeueve ceW
Les pewmes- efMeke cele, Yejle cele Deeefo~ ØeeÛeerve keâeue mes
ceOÙe keâeue lekeâ Deueie Deueie ieerefleÙeeB Yeer ØeÛeueve ceW
Leer pewmes- Megæe ieerefle, yesmeje ieerefle, meeOeejCeer ieerefle
Deeefo~ Fve ieerefleÙeeW ceW Iejeves kesâ DebMe efceueles nw~
Iejevee Meyo keâe ØeÙeesie meke&ØeLece GVeermekeer meoer ceW

KÌÙeeue keâer yeÌ{leer ueeskeâefØeÙelee kesâ keâejCe ngDee~ KÌÙeeue
kesâ ›eâefcekeâ efkekeâeme kesâ meeLe-meeLe Deveskeâ IejeveeW keâe
ie"ve ngDee, efpeveceW ikeeefueÙej, peÙehegj, Deeieje, efouueer,
efYeb[er yeeÌpeej, ceskeeleer leLee jecehegj-menmekeeve Iejeves
efkeMes<e ™he mes GuuesKeveerÙe nQ~

ceskeeleer Iejeves keâer Glheefle Skeb efkekeâeme :

19keeR meoer kesâ Glejeæ& ceW ceskeeleer Iejeves keâer
mLeehevee Fboewj kesâ jnves keeues oes YeeFÙeeW Éeje keâer ieF&
- Gmleeo Ieiies veÌpeerj ]Keeve leLee yeÌ[s YeeF& Gmleeo
kenero ]Keeve~

 Gmleeo Ieiies veÌpeerj ]Keeve ves ikeeefueÙej Iejeves kesâ
yeÌ[s ceesncceo ]Keeve meenye kesâ yesšs keeefpeo Deueer Meen
mes ]KÙeeue ieeÙeve meerKee~ Gmleeo Ieiies veÌpeerj ]Keeve keâer
keâesF& Deheveer mebleeve veneR Leer FmeefueS GvneWves Deheves
YeeF& kesâ yesšs Gmleeo cegVekej ]]Keeve meenye keâes ieeso
efueÙee Lee~ Gmleeo cegVekej ]Keeve meenye ves ieeÙeve keâer
leeueerce Ieiies veÌpeerj ]Keeve meenye mes ueer leLee ®õ keerCee
keâer leeueerce Gmleeo kenero ]Keeve mes Øeehle keâer~ Gmleeo
Ieiies veÌpeerj ]Keeve peer keâer ieeefÙekeâer ceW iecekeâ yengle
Ìpeesjoej leLee Deekeâ<e&keâ nesves kesâ keâejCe GvnW ‘Ieiies’
mecceeve ceW keâne peelee Lee DeLee&led GheeefOe keâer lejn~
Ieiies veÌpeerj ]Keeve ves Deheves Yeebpes velLet ueeue leLee efÛeceve
ueeue keâes KÌÙeeue ieeÙeve keâer efMe#ee Ûeewon ke<e& lekeâ oer~
hebef[le velLet ueeue peer ves Deheves Yeebpes hebef[le ceesleerjece
peer keâes ieeÙeve efMe#ee oer~ hebef[le ceesleerjece peer keâMceerj
kesâ jepe ieeÙekeâ Les~ hebef[le ceesleerjece peer kesâ efMe<Ùe
Gvekesâ YeeF& hebef[le pÙeesefle jece, Gvekesâ yesšs hebef[le ceefCe
jece Les~ hebef[le ceefCe jece peer kesâ efMe<Ùe Gvekesâ YeeF&
hebef[le pemejepe peer leLee Yeebpes hebef[le jleve ceesnve Mecee&
jns~ kele&ceeve meceÙe ceW hebef[le pemejepe peer kesâ efMe<Ùe
Fme Iejeves keâe mejb#eCe keâjves ceW Snce Yetefcekeâe efveYee
jns nQ efpeveces mes cegKÙe efMe<Ùe nw- hebef[le mebpeerke DeYÙebkeâj,
hebef[le jleve ceesnve Mecee&, keâuee jeceveeLe, Debefkeâlee
peesMeer, Õeslee Peekesjer, [e@Ê efkeueervee he$ee Deeefo~
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efnbogmleeveer mebieerle ceW ceskeeleer Iejevee yeermekeeR meoer
ceW efkeMes<e ™he mes Øeefmeæ ngDee, efpemekeâe ØecegKe ßesÙe
ceneve ieeÙekeâ hebef[le pemejepe peer keâes efoÙee peelee nw~
ceskeeleer Iejeves keâer ueeskeâefØeÙelee Fme keâejCe Yeer nw keäÙeeWefkeâ
Fme Iejeves ceW efnbogmleeveer mebieerle keâer keâF& efkeOeeSB ieeÙeer-
yepeeÙeer peeleer nw pewmes- KÌÙeeue ieeÙeve efkeOee, nkesueer
mebieerle, DeYebie ieeÙeve, lejevee ieeÙeve, Yepeve Deeefo~
Yepeve pewmeer mebieerle efkeOee keâes Deece ceveg<Ùe Yeer Ûeeke mes
megvelee Deewj mecePelee nw~ hebef[le pemejepe peer kesâ Éeje
jefÛele jeie DeÌ[evee ceW ceelee keâeefuekeâe veece keâer yebefoMe
Yepeve kesâ ™he ceW yengle Øeefmeæ ngF& leLee Fme jÛevee keâes
ßeesleeDeeW ves Ketye mejene~ Fmeer jÛevee kesâ Éeje ceskeeleer
Iejeves keâer ueeskeâefØeÙelee yeÌ{leer Ûeueer ieF&~

ceskeeleer Iejeves keâer ieeefÙekeâer ceW DeeOÙeeeflcekeâ henuet
keâe efkeMes<e ØeYeeke osKee peelee nw~ ceskeeleer Iejeves ceW
KÌÙeeue ieeÙeve kesâ DeejbefYekeâ ÛejCe ceW jeie kesâ Ûeueve kesâ
Deeueehe keâe ØemlegleerkeâjCe DeeOÙeeeflcekeâ ceb$e kesâ Éeje
efkeâÙee peelee nw Fme ceb$e kesâ yeesue Fme Øekeâej nw- ‘Deesce
ßeer Deveble nefj veejeÙeCe’~ ceskeeleer Iejeves keâer hejbheje ceW
De<šÚehe kesâ keâefke metjoeme, kegâbYeveoeme Deewj Úerlemkeeceer
pewmes Yeòeâ keâefkeÙeeW keâer jÛeveeDeeW mes pegÌ[er nesleer nQ~ Fme
Mewueer ceW Oeeefce&keâ «ebLeeW mes efueS ieS heoeW keâes Yeer Meeefceue
efkeâÙee peelee nw~ hebef[le pemejepe ves nkesueer mebieerle keâer
Mewueer Deewj jÛeveeDeeW keâes Deheveer ieeÙekeâer ceW Deelcemeele
efkeâÙee Deewj Fme Øekeâej Skeâ efkeefMe<š meeefneflÙekeâ jbie
ceskeeleer Iejeves ceW peesÌ[e~

efÉ-jeieelcekeâ pegieueyeboer keâer DeefYeveke Mewueer-
pemejbieer ieeÙeve :

Deveskeâ ieeÙeve efkeOeeDeeW kesâ efkekeâeme kesâ meeLe-meeLe
ceskeeleer Iejeves ceW Skeâ vekeerve Mewueer keâe GÆke ngDee, efpemes
pemejbieer ieeÙeve kesâ veece mes peevee peelee nw~ efnbogmleeveer
Meem$eerÙe mebieerle keâer pemejbieer ieeÙeve efkeOee keâe Deefke<keâej
hebef[le pemejepe peer kesâ Éeje efkeâÙee ieeÙee~ Ùen ØeeÛeerve
YeejleerÙe Meem$eerÙe mebieerle keâer cetÚ&vee heÉefle leLee heeMÛeelÙe
keâer necee&sveer heÉefle hej DeeOeeefjle nw~

pemejbieer ieeÙeve ceW oes keâueekeâej Skeâ ner meceÙe
hej oes efYeVe jeieeW keâer Øemlegefle osles nQ, efpemeceW <e[dpe-
ceOÙece mebkeeo DeefvekeeÙe& neslee nw~ Fmes pemejbieer pegieueyeboer
Yeer keâne peelee nw keäÙeeWefkeâ FmeceW oes keâueekeâej Meeefceue
nesles nQ~ pemejbieer ieeÙeve Skeâef$ele keâuee Deefke<keâej keâe
Skeâ ken Deevebefole ™he nw efpeme ceW oes Deueie-Deueie
keâueekeâej Deheves Iejeves keâer ieeefÙekeâer, efkeMes<elee keâes Skeâ
meeLe Øemlegle keâjves keâer mkeleb$ee jKeles nw~ pemejbieer
ieeÙeve keâer henueer Øemlegefle 1992 hegCes ceW ngF&~ kele&ceeve
meceÙe ceW Fme ieeÙeve ßesCeer kesâ keâueekeâej nQ- hebef[le
mebpeerke DeYÙebkeâj leLee [e@ DeefÕeveer efYeÌ[s osMeheeb[s, [e@Ê
efkeueervee he$ee leLee meeFË hebÛece, [e@Ê eEjovee jnmÙee
leLee [e@Ê DeefkeveeMe Deeefo~ ceskeeleer Iejeves ceW pemejbieer
ieeÙeve efkeOee keâe Deeefke<keâej YeejleerÙe Meem$eerÙe mebieerle
kesâ peiele ceW yengle cenlkehetCe& mLeeve jKelee nw~

mebef#ehle ceW ceskeeleer Iejeves keâer efkeMes<eleeSB efvecve
Øekeâej nw :

1. ceskeeleer Iejeves ceW ceeR[, Iemeerš leLee keâCe keâe
yengle ØeÙeesie neslee nw~

2. ceskeeleer Iejeves ceW ieeÙeve kesâ oewjeve MeyoeW keâe
cenlke mLeeefhele keâjvee yengle cenlkehetCe& nw~

3. Fme Iejeves ceW DeeOÙeeeflcekeâ henuet hej yengle OÙeeve
efoÙee peelee nw~

4. ceskeeleer Iejeves ceW Megælee hej efkeMes<e yeue efoÙee
peelee nw Ûeens ken mkej keâer Megælee nes, heo keâer
Megælee nes, jeie keâer Megælee nes Ùee ueÙe keâer
Megælee nes~

5. keâCe Ùegòeâ Úesšer cegefke&âÙeeW keâe ØeÙeesie~

6. MeyoeW leLee mkejeW kesâ Yeeke he#e hej efkeMes<e yeue
efoÙee peelee nw~

7. jeie kesâ jme keâes peerefkele jKevee~

8. ceskeeleer Iejeves ceW keâb" keâer lewÙeejer ceW efkeMes<e yeue
efoÙee peelee nw~
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efnbogmleeveer mebieerle kesâ ØelÙeskeâ Iejeves mes Deueie-
Deueie ieeÙeve Mewueer keâe efvecee&Ce neslee nw~ FmeerefueS
efnbogmleeveer mebieerle ceW Iejevee heÉefle yengle efkeMes<e cenlke
jKeleer nw~ ieg® efMe<Ùe hejcheje pewmeer ceneve YeejleerÙe
mebmke=âefle Deepe Yeer Iejeves kesâ ceeOÙece mes ner megjef#ele nw~
ceskeeleer Iejevee efnbogmleeveer Meem$eerÙe mebieerle keâe Skeâ
YeekeØeOeeve Deewj Yeefòeâ-ØeOeeve Iejevee nw, efpemeves ieeÙeve
keâes mejuelee, Yeekeveelcekeâ ienjeF& Deewj DeOÙeelce mes
mece=æ efkeâÙee~ hebef[le pemejepe pewmes ceneve ieeÙekeâeW kesâ
ceeOÙece mes Fme Iejeves ves pemejbieer pewmeer veF& efkeOeeDeeW
keâer Meg®Deele keâer Deewj mebieerle keâes Devleje&<š^erÙe mlej hej
heâwueeÙee~ Fme Iejeves keâe Ùeesieoeve YeejleerÙe mebieerle keâes

Skeâ veF& efoMee Deewj henÛeeve osves ceW DelÙeble cenlkehetCe&
jne nw~

meboYe& «ebLe metÛeer :

1. kegâceej Ûeewyes ([e@Ê) megMeerue, mebieerle kesâ IejeveeW keâer ÛeÛee&
(1977)~

2. yegefæjepee, megveerlee, jmejepe hebef[le pemejepe (2018)~

3. efceßee, MecYetveeLe, efnbogmleeveer Meem$eerÙe mebieerle keâer Iejevee
hejbheje (2014)~

4. DeYÙebkeâj, mebpeerke, ‘hebef[le pemejepe’, mebieerle keâuee
efkenej (Dekeäštyej vekebyej 2002)~

5. Mecee&, Yeiekele MejCe, YeejleerÙe mebieerle keâe Fefleneme
(2019)~
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jeceÛeefjleceeveme ceW DeefYekÙeòeâ DeeOÙeeeflcekeâlee keâer Gòej
DeeOegefvekeâleekeeoer Ùegie ceW Øeemebefiekeâlee

hegveerle kegâceej jesefyeve
MeesOeeLeer&, efnboer efkeYeeie MeesOeeLeer&, efnboer-efkeYeeie
nefjÙeeCee kesâbõerÙe efkeÕeefkeÅeeueÙe, nefjÙeeCee kesâbõerÙe efkeÕeefkeÅeeueÙe,
cenWõieÌ{, nefjÙeeCee cenWõieÌ{, nefjÙeeCee

MeesOe meej :

YeejleerÙe meYÙelee Deewj mebmke=âefle efpeleveer ØeeÛeerve nw Gleveer ner Øeemebefiekeâ Yeer~ Fme meYÙelee keâe GoÙe kesâkeue
kegâÚ ke<ee&s keâer keâneveer cee$e vener nw Fmekeâer Skeâ uebyeer hejbheje jner nw~ YeejleerÙe mebmke=âefle keâer Skeâ yeÌ[er cenlkehetCe&
efkeMes<elee nw efkeâ Ùeneb hej meceÙe-meceÙe hej Deveskeâ mebmke=âefleÙeeW keâe Deeieceve ngDee heefjCeecemke™he mebmke=âefleÙeeW keâer
škeâjenš ngF& nw efpememes Skeâ veF& Ûecelke=âle mebmke=âefle keâe efkekeâeme ngDee nw, efpemekesâ ØeYeeke mke®he YeejleerÙe meceepe,
mebmke=âefle Deewj Yee<eeSb Yeer ØeYeeefkele ngF& nw~YeejleerÙe mebmke=âefle efvejvlej ieefleMeerue jner nw Deewj Deveskeâ efkeÛeejOeejeDeeW
keâe ØeYeeke Fme hej heÌ[e nw~ meeefneflÙekeâ Âef<š mes osKes lees Yeefòeâkeâeue keâe meeefnlÙe efnboer veneR Deefheleg meYeer YeejleerÙe
Yee<eeDeeW keâe mkeefCe&ce keâeue jne nw efpemekeâe kewefÕekeâ mlej hej veweflekeâ Skeb DeeOÙeeeflcekeâ cenlke nw~leguemeeroeme efkeÕe
Yej kesâ meeefnlÙe ceW YeejleerÙe mebmke=âefle keâe ØeefleefveefOelke keâjves keeues jeceÛeefjleceeveme keâe ØeCeÙeve Oecee&ÛejCe,
meoeÛeej, DevegMeemeve Skeb keâòe&kÙe heeueve pewmes iegCeeW keâes meceeefnle keâjkesâ keâjles nQ~ Gvekesâ efÛebleve ceW Oece& Skeb
mebmke=âefle kesâ hees<ekeâ lelke meefcceefuele nw pees ÙegieeW ÙegieeW lekeâ Fme «evLe keâes mLeeefÙelke Øeoeve keâjlee nw~ leguemeer
DeOÙeelce keâes Meefòeâ kesâ ™he ceW efoKeeles nQ Deewj Ùen Yeer efmeæ keâjles nw efkeâ efkeâme Øekeâej mes efkeveerle iegCeeW mes yeÌ[s
yeÌ[s meb«eece peerles pee mekeâles nQ~ kele&ceeve meceÙe ceW Yeer ceveg<Ùe Ébo Deewj efÛebleeDeeW mes efvejvlej meb«eece ueÌ[ jne nw,
Ssmes ceW jeceÛeefjleceeveme ceW DeefYekÙeòeâ DeeOÙeeeflcekeâlee keâer kele&ceeve Øeemebefiekeâlee keâes mhe<š keâjvee Fme MeesOe he$e
keâe GösMÙe nw~ efvemebkeâesÛe Ùen yeele mkeerke=âle keâer pee mekeâleer nw efkeâ DeOÙeelce Deepe kesâ Ùegie keâer DeekeMÙekeâlee nw
ueieYeie meYeer efÛeblekeâ, efkeÛeejkeâ, kew%eeefvekeâ Deewj ceveeskew%eeefvekeâ Fmekeâer DeekeMÙekeâlee keâes DevegYeke keâjves ueies nQ~
kele&ceeve meceÙe ceW DeOÙeelce keâe mke™he yeenjer keâce&keâeb[ Oeeefce&keâ keâójlee mes Thej G"keâj Deebleefjkeâ ceevekeerÙe
ef›eâÙee kÙeeheejeW hej DeeOeeefjle nes ieÙee nw~ DeOÙeelce peerkeve Âef<š Deewj peerkeve Mewueer keâe mecevkeÙe nw Ùen peerkeve
keâes mece«e {bie mes osKeves keâe Skeâ vepeefjÙee nw Ùen peerkeve keâer peÌ[eW lekeâ hengbÛeeves keâe Skeâ ceeie& nw~ efve<keâ<e&le:
Ùen keâne pee mekeâlee nw efkeâ kele&ceeve Ùegie ceW DeOÙeelce keâe ceeveke peerkeve hej yengDeeÙeeceer ØeYeeke heÌ[e nw~ Ùen ceveg<Ùe
keâes Ssmee ceeie& Øeoeve keâjlee nw pees Deelcee Deewj yegefæ oesveeW keâe hetjkeâ nw Fmemes kÙeefòeâ efpelevee Deebleefjkeâ ™he mes
ÂÌ{ neslee nw Glevee ner yeenjer ™he mes~ efkeÕe keâes Skeâ keâjves ceW DeOÙeelce cenlkehetCe& Yetefcekeâe efveYee mekeâlee nw~
kemlegle: Ùen YeejleerÙe mebmke=âefle keâe DeefYeVe Debie nw pees Deepe kÙeehekeâ mlej hej ceevekeerÙe meke&ueeskeâ efnlekeâejer yevekeâj
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hetjs efkeÕe kesâ meeceves DeeÙee nw~ Gòej DeeOegefvekeâleekeeo ves efkeÕe kesâ meeceves keâF& ÛegveewefleÙeeb jKeer nw Ùen Ûegveewleer efpeleveer
meeceeefpekeâ nw Gleveer ner kewÙeefòeâkeâ Yeer, Dele: Fve oesveeW mecemÙeeDeeW kesâ yeerÛe meecebpemÙe yeveeves ceW efkeâme Øekeâej
DeOÙeelce Skeâ cenlkehetCe& keâejkeâ yevelee nw, Fme yeele keâes Yeer Fme MeesOe he$e ceW efoKeeÙee peeSiee~

yeerpe Meyo :

Gòej DeeOegefvekeâlee, DeOÙeelce, Yeefòeâ, Yeeweflekeâlee, veweflekeâlee, DeeÛejCe Skeb mebmke=âefle~

cetue DeeuesKe :

leguemeeroeme efnboer meeefnlÙe kesâ ner veneR efkeÕe meeefnlÙe
kesâ ceneve keâefkeÙeeW ceW mes Skeâ Les~ leguemeeroeme Yeefòeâkeâeueerve
meiegCeOeeje keâer jeceeßeÙeer meeKee kesâ Yeòeâ keâefke Les efpevneWves
Yeefòeâ Deeboesueve keâes Skeâ kewÛeeefjkeâ he=…Yetefce Øeoeve keâer
nw~ ken Deheveer jÛeveeDeeW kesâ ceeOÙece mes Yeefòeâ kesâ ceeie&
ceW DeeOÙeeeflcekeâlee kesâ cenlke keâes efoKeeles nQ~ leguemeer
efpelevee meceepe kesâ Øeefle peeie™keâ nQ Glevee ner kÙeefòeâ
kesâ Øeefle meÛesle Yeer~ DeeOÙeeeflcekeâlee Deewj Yeefòeâ Yeekevee
Gvekesâ keâekÙe ceW ienjeF& mes meceeF& ngF& nw~ jeceÛeefjleceeveme
leguemeeroeme Éeje jefÛele Skeâ cenlkehetCe& «ebLe nw, pees
ßeerjece kesâ peerkeve Deewj Gvekesâ DeeoMeeX keâe keCe&ve keâjlee
nw~ Fme «ebLe keâe ØeYeeke kesâkeue Skeâ Oeeefce&keâ hegmlekeâ kesâ
™he ceW veneR nw yeefukeâ FmeceW DeefYekÙeòeâ veweflekeâlee Deewj
DeeOÙeeeflcekeâlee keâe YeejleerÙe meceepe hej ienje ØeYeeke
nw~ leguemeeroeme ves jeceÛeefjleceeveme ceW Yeiekeeve jece kesâ
Øeefle Deheves Øesce Deewj mecehe&Ce kesâ ceeOÙece mes Yeefòeâ kesâ
efkeefYeVe henuegDeeW keâes Gpeeiej efkeâÙee, pees ceveg<Ùe kesâ
efueS ceeie&oMe&keâ yeveleer nw~ leguemeeroeme ves DeeOÙeeeflcekeâlee
keâes peefšue Deewj keâef"ve ve ceeveles ngS Gmes mejue Deewj
megueYe yeveeves keâer keâesefMeMe keâer~ GvneWves Yeefòeâ keâes
efkeâmeer efkeMes<e keie& Ùee peeefle mes peesÌ[ves kesâ yepeeÙe
meeke&Yeewefcekeâ DeeOÙeeeflcekeâlee mes peesÌ[e~ Gvekeâer ceevÙelee
Leer efkeâ F&Õej keâer Yeefòeâ ceW peeefle, Oece& Deewj meeceeefpekeâ
YesoYeeke keâe keâesF& mLeeve veneR nw Ùener keâejCe Lee efkeâ
GvneWves meeceeefpekeâ Yeso keâes kegâÚ keâce keâj, meceepe keâes
hegve: Skeâerke=âle keâjves keâe meÌHeâue ØeÙeeme efkeâÙee~ leguemeer
keâer DeeOÙeeeflcekeâ Yeekevee Deewj ceeveme keâer ÛeewheeFÙeeW keâe
YeejleerÙe meceepe hej Skeâ uebyee Deewj ienje ØeYeeke jne

nw~ Gvekeâer keâefkeleeSb meeceevÙe ueesieeW keâes Fleveer Ùeeo nw
efkeâ kes efnboer Yee<ee keâe cegnekeje yeve ieF& nQ~ jece kesâ
Ûeefj$e keâes F&ÕejerÙe mke™he Øeoeve keâj keeuceerefkeâ ves
cevegpe keâes F&Õej mes peesÌ[e lees leguemeer ves F&ÕejerÙe jece
keâes mebIe<e& Deewj ceevekeerÙe iegCeeW mes Ùegòeâ keâj ueeskeâ keâe
veeÙekeâ yeveeÙee~

efkeâmeer Yeer keâefke keâer jÛevee kesâ cetuÙeebkeâve keâe
ØecegKe DeeOeej nesleer nw Gmekeâer lelkeâeueerve Øeemebefiekeâlee,
jeceÛeefjleceeveme ceW keefCe&le Deveskeâ Øekeâej kesâ iegCeeW keâes
osKee pee mekeâlee nw pees kele&ceeve meceÙe ceW meceepe kesâ
efueS keâuÙeeCekeâejer Deewj ueeYekeâejer nw~ leguemeeroeme kesâ
keâekÙe ceW DeefYekÙeòeâ Yeefòeâ megueYe ceeie&, jecejepÙe keâer
heefjkeâuhevee, m$eer hejeOeervelee, meecebleer efkeÛeejeW keâe efkejesOe
Deewj ceevekeerÙe mebkesoveeDeeW keâe cenlke Gvekeâer meceepe
efke<eÙekeâ efÛeblee keâes efoKeelee nw~ leguemeer keâer Yeefòeâ Yeekevee
ueeskeâcebieue keâer DekeOeejCee hej DeeOeeefjle nw GmeceW
Oeeefce&keâ meefn<Ceglee veneR nw, efkeâmeer Oece& kesâ efueS keâójYeeke
veneR nw ken cetuele: ceevekekeeoer nw Gvekeâer cenlkelee
meeceeefpekeâ mebyebOeeW kesâ keCe&ve keâjves ceW nw, pevemeeOeejCe
keâer kesovee Deewj cegefòeâ keâer keâecevee ceW nw~ ‘‘leguemeeroeme
keâer Yeefòeâ mebyebOeer mLeehevee kesâkeue meecebleer efkeÛeejeW mes
ueÌ[ves ceW ner ceoo veneR osleer yeefukeâ ken hetbpeerkeeoer
efmeæebleeW mes Yeer ueÌ[ves ceW ceeie& oMe&ve keâjleer nw~’’1

DeeOegefvekeâ meceepe ceW Gòej DeeOegefvekeâleekeeo peerkeve keâer
Skeâ Mewueer nw, efpemeves ceeveke ceeveke kesâ ceOÙe otjer
meceehle keâjkesâ Skeâ efkeÕe mebmke=âefle kesâ efvecee&Ce keâe
ØeÙeeme efkeâÙee nw~ meeceevÙe ™he mes Úesšs-yeÌ[s, cegKÙe-
efheÚÌ[s meYeer keâer Deekeepe keâes Gòej DeeOegefvekeâleekeeo ceW
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G"eÙee ieÙee nw~ Fmeves MeefòeâÙeeW keâes yentkesâbõerÙe yeveeÙee
meeLe ner meeLe efkekesâbõerÙelee Deewj #es$eerÙelee keâes Øeeslmeenve
efoÙee nw~ DeefleMeÙe leeefke&âkeâlee Deewj yeewefækeâlee kesâ keâejCe
Deepe Ssmee mecePee peelee nw efkeâ pees Ûeerpe efye›eâer kesâ ÙeesiÙe
veneR nw ken cetuÙenerve nw~ keâuee mebmke=âefle,pÙeesefle<e Yeiekeeve,
ceevekeerÙe mebkesovee, osMeYeefòeâ, DehejeOe Skeb DeOÙeelce meYeer
keâes yeepeejkeeoer kÙekemLee ceW efyekeâeT ceevee peelee nw
uesefkeâve Gòej DeeOegefvekeâleekeeo Fme yeepeejkeeoer kÙekemLee
keâe efkejesOe keâjlee nw Deewj efke%eeve keâer peien DevegYeke
keâer keehemeer keâes ØecegKelee oslee nw~ Gòej DeeOegefvekeâlee ves
ceveg<Ùe keâer YeekeveeDeeW Deewj mebkesoveeDeeW keâes vepeoerkeâ
efkeâÙee nw meeLe ner meeLe peerkeve ceW Øesce, Meebefle, KegMeer
Deewj efkekeskeâ pewmes he#eeW hej Yeer peesj efoÙee nw~ Ùen nceejs
ceeveefmekeâ peerkeve Deewj Deebleefjkeâ peerkeve keâes mece=æ
keâjves kesâ meeLe-meeLe nceejs Deehemeer mebyebOeeW keâes Yeer
yesnlej yeveelee nw~ Gòej DeeOegefvekeâlee ceW Fme yeele hej
peesj efoÙee ieÙee nw efkeâ ØeefleÙeesefielee Deewj nesÌ[ keâer Fme
ogefveÙee ceW DeOÙeelce, ceveg<Ùe keâes meblees<e Deewj efkeveÙe
pewmes iegCe Øeoeve keâj mekeâlee nw~

Gòej-DeeOegefvekeâleekeeo kesâ efueS Deb«espeer ceW heesmš
cee@[efve&pce Meyo keâe ØeÙeesie neslee nw~ Meyo keâer mebjÛevee
kesâ keâejCe mes Fmekesâ keâF& DeeLe& «enCe efkeâS peeles nQ
hejbleg Fmes DeeOegefvekeâlee keâe Deieuee ÛejCe vee ceevekeâj
Fmes DeeOegefvekeâlee keâer DeefleMÙelee mes cegefòeâ ceevevee ÛeeefnS~
Gòej DeeOegefvekeâleekeeo cetuele: Skeâ efkeÛeejOeeje nw pees
DeeOegefvekeâlee keâer yeewefækeâ ceevÙeleeDeeW Deewj cetuÙeeW kesâ
efke®æ Skeâ Øeef›eâÙee nw~ megOeerMe heÛeewjer ke=âle ‘Gòej
DeeOegefvekeâ meeefneflÙekeâ efkece&Me’ ceW Fme leLÙe keâe GuuesKe
efceuelee nw efkeâ ‘‘Gòej DeeOegefvekeâleekeeo DeeOegefvekeâlee keâe
Debeflece efyebog veneR yeefukeâ GmeceW ceewpeto Skeâ veÙee efyebog
nw~’’2 efvemebkeâesÛe Ùen yeele mkeerke=âle keâer pee mekeâleer nw
efkeâ DeOÙeelce Deepe kesâ Ùegie keâer DeekeMÙekeâlee nw ueieYeie
meYeer efÛeblekeâ, efkeÛeejkeâ, kew%eeefvekeâ Deewj ceveeskew%eeefvekeâ
Fmekeâer DeekeMÙekeâlee keâes DevegYeke keâjves ueies nQ~ kele&ceeve
meceÙe ceW DeOÙeelce keâe mke™he yeenjer keâce&keâeb[, Oeeefce&keâ

keâójlee mes Thej G"keâj ceevekeerÙe ef›eâÙee kÙeeheejeW hej
DeeOeeefjle nes ieÙee nw~ DeOÙeelce peerkeve Âef<š Deewj
peerkeveMewueer keâe mecevkeÙe nw Ùen peerkeve keâes mece«e Âef<š
mes osKeves keâe Skeâ vepeefjÙee nw Ùen peerkeve keâer peÌ[eW lekeâ
hengbÛeves keâe Skeâ ceeie& nw~ ‘‘leguemeeroeme keâer DeeOÙeeeflcekeâ
Yeekevee ve kesâkeue Yeefòeâ kesâ Øeefle Gvekeâer ienjer DeemLee
keâes oMee&leer nw, yeefukeâ Ùen ceevekelee kesâ efueS Skeâ ØesjCeeoeÙekeâ
ceeie& Yeer Øemlegle keâjleer nw~ leguemeer keâe efkekeskeâ kegâÚ
cetuÙeeW hej DeeOeeefjle nw~ Gve cetuÙeeW kesâ Øeleerkeâ jece nQ
Ûetbefkeâ jece hejelhej yeÇÿee nesves kesâ meeLe meeLe ueeskeâcebieue
kesâ Yeer efkeOeeÙekeâ nw, Dele: ken peerkevekeeoer nw Deewj mebIe<e&
keâjves keeues nw Deewj jece keâe efkekeskeâÙegòeâ mebIe<e& efke<ecelee
ceW Yeer ceveg<Ùe keâes ØesjCee oslee nQ~’’3 leguemeer keâer Ûeslevee
keâuhevee kesâ Éeje kele&ceeve mes otj Deleerle Deewj Yeefke<Ùe
oesveeW ceW hengBÛeleer nw Deewj peve peerkeve ceW meboYe&keeve yeveleer
nw, efpemekesâ keâejCe jeceÛeefjleceeveme keâer cenòee Gòej
DeeOegefvekeâleekeeoer Ùegie ceW Yeer yeveer ngF& nw~

leguemeeroeme ves peerkeve ceW yeej-yeej ÙegæeW kesâ keâejCe
Deece pevelee keâes $eeefn-$eeefn keâjles ngS osKee Lee, Gme
hej Dekeämej ceneceejer keâe Øekeâeshe nes peeÙee keâjlee Lee~
leguemeeroeme ves peerkeve kesâ Debeflece meceÙe ceW Yeer Fme
Øekeâeshe keâes Pesuee Lee Deewj Dekeâeue ceW ueesiees keâes Deheves
meies mebyebefOeÙeeW keâes Keesles ngS osKee Lee efpeme keâejCe kees
efueKeles nw ‘‘keâefue yeejefnb yeej ogkeâeue hejs’’4 Deepe
efkeÕe mlej hej keâesjesvee pewmeer efkeveeMekeâejer ceneceejer ves
Yeer ueesieeW kesâ peerkeve ceW $eemeoer ceÛeeF& nw efpeme keâejCe
ceveg<Ùe keâer DeeefLe&keâ Deewj meeceeefpekeâ efmLeefle hej ner veneR
ceeveefmekeâ efmLeefle hej ØeYeeke heÌ[e nw~ Ssmes vekeâejelcekeâ
meceÙe ceW Deheves Deboj keâer Meebefle keâes yeveeS jKeves kesâ
efueS DeOÙeelce pe™jer nw~ keâF& efkeÉeveeW keâe Ùen Yeer
ceevevee nw efkeâ DeOÙeeeflcekeâ oMe&ve ceveg<Ùe keâer mecemÙeeDeeW
kesâ ue#eCe keâes Kelce ner veneR keâjlee nw Deefheleg Gmes otj
Yeer keâjlee nw~ leguemeeroeme Fme yeele keâes mkeerkeâej keâjles
nw efkeâ DeOÙeelce Kego mes yeÌ[er Meefòeâ keâes cenmetme keâjves
keâer Øeef›eâÙee nw DeeOÙeelce efkeâmeer kÙeefòeâ keâes peerkeve oMe&ve
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Øeoeve keâjlee nw~ meeLe ner meeLe DeOÙeelce Skeâ vepeefjÙee
oslee nw, efpememes ceve Deewj Mejerj ceW mkemLe DeeoleW mekesâb~
DeOÙeelce Deehekeâes ceeveefmekeâ Deewj Yeekeveelcekeâ Meebefle
Øeoeve keâjlee nw~

leguemeeroeme efpeme Øekeâej efveie&gCe Deewj meiegCe kesâ
Yeso keâes otj keâjles nQ~ Mewke Deewj kew<Ceke mebØeoeÙe kesâ
DevegÙeeefÙeÙeeW keâes Skeâ keâjles nQ ken Fme lejn mecevkeÙe
keâer efkeješ Ûes<še Øemlegle keâjles nQ Deewj YeejleerÙe meceepe
keâes Skeâerke=âle keâjves keâe ØeÙeeme keâjles nQ~ ‘‘kes efpeme jece
kesâ Gheemekeâ nQ kes meiegCe Deewj efveie&gCe, ØelÙe#e Deewj hejes#e
oesveeW nw~ FmeefueS leguemeeroeme ve lees efkeMegæ meiegCeceieer&
nw ve efkeMegæ efveie&gCeceeieer&’’5 leguemeeroeme mkeÙeb efueKeles
nQ efkeâ -

‘‘DeiegCe meiegCe ogF& yeÇÿee me®hee~
DekeâLe DeieeOe Deveeefo Devethee~~’’6

Fve heoeW keâer jeceefkeueeme Mecee& ves DeeOegefvekeâ meboYe&
ceW kÙeeKÙee keâer nw ‘‘Ùeefo ØeeÛeerve oMe&ve keâer Meyoekeueer
keâes LeesÌ[er osj kesâ efueS ÚesÌ[ oW lees Fme Ùegefòeâ ceW Ssmeer
keâesF& yeele veneR nw pees DeeOegefvekeâ efke%eeve keâe Dee«en
nes~ ceveg<Ùe keâe %eeve meerefcele nw Gmekesâ %eeve kesâ meeOeve
meerefcele nQ~ peiele Deveble nw, FmeefueS ken efpelevee peevelee
nw, ken hetCe& FkeâeF& keâe DebMe cee$e ner nw~’’7 Fme Øekeâej
mes nce Ùen Yeer keân mekeâles nw efpemes nce osKeles nQ, ken
DeveosKes mes efkeueie veneR nw, ken Gmeer keâe DeefYeVe Debie
nw~ leguemeer Yeer Fmeer Øekeâej meiegCe Deewj efveie&gCe keâes efyeukegâue
Deueie ve ceevekeâj Gmes Skeâ hejes#e meòee mes peesÌ[les nQ
efpememes mecemle mebmeej GvnW jececeÙe efoKelee nw :

‘‘efmeÙee jececeÙe ceW meye peie peeveer~
keâjGB ØeCeece peesjer pegie heeveer~~’’8

leguemeeroeme keâer jeceefke<eÙekeâ Ûeslevee Fleveer kÙeehekeâ
nw efkeâ ken Deepe Yeer Øeemebefiekeâ nw~ kes peÌ[ Deewj Ûesleve
oesveeW keâes jece keâer Yeefòeâ ceW Skeâ keâj osles nQ Gmeer Øekeâej
Gòej DeeOegefvekeâleekeeo ves Yeer peÌ[ Deewj Ûesleve keâes
Skeâerke=âle mke™he ceW mkeerkeâej efkeâÙee nw~ ‘‘Gòej DeeOegefvekeâlee

nj cenevelee keâes efkeoeF& osleer nw Deewj Skeâ meeceevÙelee
Ùee vÙetvelecelee meyekeâes mebYeke keâjleer nw~’’9

‘peÌ[ Ûesleve peie peerke pele mekeâue jececeÙe peeefve
yevosG meyekesâ heo keâceue meoe peesjer pegie heeefve’’10

Gòej DeeOegefvekeâleekeeo keâer meyemes yeÌ[er efkeMes<elee
Ùen nw efkeâ ken efkeâmeer Skeâ efmeæeble keâe veneR kejve
Deveskeâ efmeæebleeW keâe he#eOeejer nw FmeceW veF& DeefYeke=efòeÙeeb
Deewj yeewefækeâlee kesâ vetleve he#e Yeer osKeves keâes efceueles nQ~
Ùen Skeâ veF& meebmke=âeflekeâ DekemLee nw~ pees veF& efkeâmce
kesâ DevegYekeeW, kÙekenejeW Deewj efpeboefieÙeeW mes neskeâj iegpej
jne nw Ùen met#ce mes Yeer met#ce yeeleeW kesâ Øeefle meÛesle nw~
Gòej DeeOegefvekeâleekeeo keâe meboYe& meebmke=âeflekeâ lelkeeW mes
nw, Fmekeâe leelheÙe& keâuee, efheâuce hegjelelke leLee Fme lejn
keâer meebmke=âeflekeâ kemlegDeeW mes nw Ùen mebhetCe& DekeOeejCee
meebmke=âeflekeâ nw Deewj Fmekesâ keâejCe Fmekesâ meebmke=âeflekeâ
cenlke keâe efkeMues<eCe keâjles ngS Fmes DeeOÙeeeflcekeâlee mes
Yeer peesÌ[e peelee nw~ DeeOegefvekeâlee kesâ keâejCe ceveg<Ùe
DeefleMÙe yeewefækeâ nes ieÙee efpemekesâ heefjCeece mke®he
heÛeeme ke<e& kesâ Deblejeue ceW ner ogefveÙee keâes oes efkeÕe Ùegæ
keâe meecevee keâjvee heÌ[e Fmemes GlheVe $eeme Deewj ceevekeerÙe
mebkesoveeDeeW kesâ #eÙe nesves kesâ keâejCe ueesie DeeOÙeelce keâer
Deesj De«emej ngS efpemekesâ heefjCeece mke®he Ùen Gòej
DeeOegefvekeâlee keâer Skeâ cegKÙe efkeMes<elee yevee nw~

kele&ceeve heefjÂMÙe ceW osKeW lees Ùen yeele mhe<š nes
peeleer nw efkeâ DeOÙeelce keâe mebyebOe kesâkeue hegjeves peceeves
Ùee mebmkeâejeW mes ner veneR nw Fmekeâe mebhetCe& DeeMeÙe Yeefòeâ
lekeâ ve neskeâj kÙeefòeâ keâer ceeveefmekeâ efmLeefle lekeâ nw~
‘‘Oece& Gòej DeeOegefvekeâleekeeo ceW Skeâ kÙeehekeâ OeejCee nw
efpemekeâe cetue GösMÙe ceeveke keâer Yeeweflekeâ Skeb DeeOÙeeeflcekeâ
GVeefle keâjvee nw~’’11 Ùen Øeef›eâÙee ke=æeW kesâ efueS ner
veneR ÙegkekeâeW kesâ efueS Yeer DeekeMÙekeâ Skeb cenlkehetCe& nw~
DeOÙeelce keâe mebyebOe kesâkeue Oeeefce&keâ nesves mes veneR nw
yeefukeâ nj Øekeâej kesâ yebOeveeW mes cegòeâ nesves mes nw~

‘‘Deme ØeYeg oerveyebOeg nefj keâejve jefnle oÙeeue~
leguemeeroeme me" lesefn Yepeg ÚeefÌ[ keâheš pebpeeue~~’’12
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leguemeeroeme ves jece-veece kesâ peheves keâes meYeer kesâ
efueS meceeve ™he mes mkeerkeâeÙe& yeleeÙee, efpememes peeefle,
efuebie Ùee DevÙe YesoYeeke efceš peeles nQ~ GvneWves Ùen
oMee&Ùee efkeâ jece-veece peheves mes meYeer ueesie Skeâ meceeve
™he mes Yeiekeeve kesâ efvekeâš pee mekeâles nQ~ leguemeer keâer
meyemes yeÌ[er efkeMes<elee Ùen nw efkeâ ken Oece& hej Dešue
efkeÕeeme jKeles Les efkeâvleg Gvekeâe Oece& kesâkeue oskeesheemevee
Deewj yeÇÿeÛeej ceW efmeceš keâj jn peeves keeuee Oece& ve Lee
kejved ken veweflekeâ DeeÛejCe keâe Memeòeâ keâjves keeuee Oece&
Lee~ ‘‘leguemeer kesâ Oeeefce&keâ efkeÕeeme kesâ DeeOeejYetle lelke
nQ yeewefækeâ efÛebleve leLee meeeflkekeâ Deewj mecÙekeâ DevegYetefle
Gvekeâe Oeeefce&keâ Âef<škeâesCe DelÙeble meg<š efkeâbleg kÙeehekeâ
nw~’’13 leguemeer kesâkeue Oece& kesâ mewæebeflekeâ he#e lekeâ ner
meerefcele veneR nw ken Gmes DeeÛejCe ceW Yeer ueeves kesâ
he#eOej nQ~

‘‘hej GheosMe kegâMeue yenglesjs~
pes DeeÛejneR les vej ve Ievesjs’’14

‘‘efvece&ue ceve peve mees ceesefn Yeekee,
ceesns keâheš Úue efÚõ vee Yeekee~~’’15

DeeOegefvekeâlee kesâ keâejCe ceveg<Ùe Yeeweflekeâkeeo keâer
Deesj GvcegKe ngDee efpemekesâ keâejCe ceveg<Ùelee keâe heleve
ngDee nw Gòej DeeOegefvekeâleekeeo Fme heleve keâes DeOÙeelce
keâer Âef<š mes jeskeâves keâe ØeÙeeme keâjlee nw ÙegæeW keâer
efkeYeeef<ekeâe kesâ keâejCe ceveg<Ùe Deveskeâ kegâb"eDeeW mes «eefmele
ngDee nw~ ‘‘keâefue yeejefn yeej ogkeâeue hejs, DeVe efyeveg meye
ueesie cejs’’16 ueeYe-neefve, ceeve Deheceeve, megKe-og:Ke,
GlLeeve-heleve meYeer efmLeefleÙeeW ceW DeeOÙeeeflcekeâlee kesâ ceeie&
hej Ûeueves mes kÙeefòeâ Deebleefjkeâ ™he mes meMeòeâ nes mekeâlee
nw~ Gòej DeeOegefvekeâlee Deewj DeOÙeelce oesveeW keâes peye
nce Skeâ meeLe osKeles nQ lees Ùen mhe<š nes peelee nw efkeâ
peerkeve ceW Yeeweflekeâ he#eeW hej efveÙeb$eCe keâj nce DeeOÙeeeflcekeâlee
keâer Deesj yeÌ{ mekeâles nQ, DeÛÚe DeeÛejCe, meoeÛeej, Deelce
DevegMeemeve, mecceeve, ieefjcee pewmes iegCeeW keâes DeeOÙeeeflcekeâ
meeOevee keâjkesâ menpe ner Øeehle keâj mekeâles nQ~

‘‘keâece ›eâesOe ceo ueeYe meye veeLe vejkeâ kesâ hebLe
meye heefjnjer jIegyeerjner YepeeTb Yeepener pesefn meble~~’’17

kele&ceeve peiele ceW peneb meYeer meòee kesâ he#eOej nw~
DeefOekeâebMe efvepe keâuÙeeCe nsleg otmejeW kesâ meeLe DevÙeeÙe
keâj mekeâles nQ keneR DeeOÙeeeflcekeâ jen hej Ûeueves keeuee
kÙeefòeâ meYeer peerkeeW keâes meceeve ceevelee nw leLee ken Deheves
kÙekenej ceW melÙe Deewj keâ®Cee keâe GefÛele mecevkeÙe keâjkesâ
otmejeW keâer meneÙelee Deewj keâuÙeeCe Yeer keâjlee nw~ leguemeeroeme
ves Fme yeele keâes Yeer mkeerkeâejles nw efkeâ pees ceveg<Ùe F&<Ùee&
Deewj És<e keâer Yeekevee jKelee nw kees keâYeer otmejeW keâer
ØemeVelee GVeefle ceW KegMe veneR jn mekeâlee Deewj otmejeW
keâe megKe Gmes meoe ner keâ<š Øeoeve keâjlee nw :

‘‘peie yeng vej mej meefj mece YeeF&~
pes efvepe yeeefÌ{ yeÌ{efnb peue heeF&~~

meppeve meke=âle efmebOeg mece keâesF&~
osefKe hetj efyeOeg yeeÌ{F peesF&~~’’18

leguemeer efueKeles nQ efkeâ Fme peiele ceW leeueeyeeW Deewj
veefoÙeeW kesâ meceeve ceveg<Ùe ner DeefOekeâ nw, pees peue heekeâj
Deheves ner yeeÌ{ mes yeÌ{les nQ DeLee&le Deheveer ner GVeefle mes
ØemeVe nesles nQ~ mecegõ kesâ meceeve lees efkejuee ner keâesF&
meppeve neslee nw pees Ûebõcee keâes hetCe& osKekeâj (otmejeW
keâes Glkeâ<e& osKe) GceÌ[ heÌ[lee nes Ùeefo nce Fmes kele&ceeve
meceÙe ceW osKeW lees Fme meceÙe hetbpeer keâer nesÌ[ ceÛeer ngF&
nw yeepeejeW keâer keâercele yeÌ{ Ûegkeâer nw, kemlegDeeW keâer cenòee
oece Éeje efveOee&efjle keâer peeleer nw Deewj meYeer ueesie
keâbpÙetcej (GheYeesòeâe) yeve Ûegkesâ nQ~ Ssmeer ieueekeâeš
ØeefleÙeesefielee ceW mkeeLe& efmeefæ kesâ efueS ÙeLee-mebYeke ueesie
Dehevee efnle meeOe keâj otmejeW keâe yegje keâj mekeâles nw~
Ssmes ceW leguemeer keâer keeCeer ceW Fbefiele yeeles keâer mebmeej
ceeÙeekeer nw Deewj Yeeweflekeâ mebmeeOeve cee$e m$eesle nes mekeâles
nw meece«eer pegÌ[eves kesâ efueS hejbleg ken meowke nceejs efÛeòe
keâes Meeefvle Øeoeve veneR keâj mekeâles~

leguemeeroeme ves jeceÛeefjleceeveme kesâ GòejkeâeC[ ceW
Fme yeele keâes mkeerkeâej efkeâÙee nw efkeâ DeefleMeÙe DeeOegefvekeâlee
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kesâ keâejCe heeefjkeeefjkeâ mebmLeeveeW keâe #eÙe nesiee Deewj
ceÙee&oeDeeW keâe GuuebIeve nesiee, m$eer keâe Meew<eCe yeÌ{ peeSiee
Deewj veweflekeâ ceevÙeleeDeeW keâe GuuebIeve efkeâÙee peeSiee~
Deepe efkeâmeer Yeer mebyebOeeW keâes ueesie Meefòeâ Deveg™he ner
cenlke osles nQ pees kÙeefòeâ efpelevee DeefOekeâ mece=æ Deewj
yeueMeeueer nesiee Gmekesâ Gleves ner DeefOekeâ mebyebOe neWies~
leguemeer keâer ceevÙelee Ùen nw efkeâ kÙeefòeâiele Skeb heefjkeeefjkeâ
DeeÛejCe meeceeefpekeâ kÙekemLee keâer veeRke nesles nQ Deewj
Gme veeRke keâes megÂÌ{ keâjves kesâ efueS kÙeefòeâ kesâ ùoÙe ceW
heefj<ke=âle ceveeske=efòe nesveer ÛeeefnS efpemekesâ efueS Gmekesâ
ùoÙe ceW efkeveceÇlee Deewj DeelceerÙelee nesveer ÛeeefnS, Fve
iegCeeW mes nerve kÙeefòeâ kÙeefYeÛeejer Deewj ›eâtj nesiee~

leguemeer Fme yeele mes Dekeiele Les efkeâ m$eer keâe peerkeve
hejeOeervelee mes Yeje ngDee nw ken efueKeles nQ ‘‘hejeOeerve
mehevesng megKe veeefn, nesFS lees Deesnmce veneR’’19 Deewj
efhele=meòeelcekeâ meceepe Deheves GheÙeesefielee Deveg™he ner m$eer
keâe ØeÙeesie keâjlee nw Deewj m$eer keâes yejieueeves keâer #ecelee
Yeer jKelee nQ~ kele&ceeve meceÙe ceW peye efm$eÙeeb efMeef#ele
ngF& Deewj DeeefLe&keâ ™he mes ÂÌ{ ngF& lees ken kÙeefòeâiele
heâwmeueeW kesâ efueS DebMele mkeleb$ele ngF& lees GvneWves Deheves
efueS Gvcegòeâ Øesce ceeie& keâe ÛeÙeve efkeâÙee efpememes efueefkebie
efjuesMeveefMehe, Syee@Me&ve Deewj Meejerefjkeâ Mees<eCe Yeer yeÌ{e
Deewj m$eer keâe oesnje Mees<eCe DeejbYe ngDee~ leguemeeroeme
YeejleerÙe meceepe kesâ efueS oechelÙe peerkeve keâes GheÙegòeâ
ceeveles nQ Deewj keâneR ve keâneR Deepe meerlee jece kesâ peerkeve
mes Ùen mebosMe Øesef<ele neslee nw~

heefle›elee hee$eeW kesâ ceeOÙece mes leguemeer meyekeâes Ùen
mebosMe osvee Ûeenles nQ efkeâ meerlee Gòece keâesefš keâer heefle›elee
veejer nw lees jece Yeer Skeâ helveer ›ele kesâ GÛÛeeoMe& heeueve
keâjves keeues heg®<e nQ~ Gvekeâe ceevevee nw efkeâ Ùeefo m$eer
heefle›ele Oece& keâe heeueve keâjleer nw lees heg®<e kesâ efueS
hejm$eerieceve Yeer ob[veerÙe DehejeOe nw :

‘‘Devegpe yeOet Yeefieveer metle veejer~
megveg me" keâvÙee mece S Ûeejer~

FvneR kegâÂef<š efyeueeskeâF& peesF&~
leeefn yebOes keâÚg heehe ve nesF&~~’’20

 Gòej DeeOegefvekeâleekeeoer meceepe ceW MeemeefkeâÙe leekeâleeW
keâes mejkeâejW mkeÙeb ner efvecebef$ele keâjleer nw, hetbpeer kesâ
yeepeej ceW yeÌ[s-yeÌ[s GÅeesie lees mLeeefhele nes peeles nQ hejbleg
ceOÙekeieer&Ùe Deewj efvecvekeieer&Ùe štš hetBefpeÙee kÙeeheeefjÙeeW
keâer neuele ceboer nes peeleer nw, leguemeer kesâ jecejepÙe keâer
keâuhevee Yeer Fmekeâe hetCe&le: efkejesOe keâjleer nw ken meeke&Yeewefcekeâ
mlelhees<eCeerÙe efkekeâeme hej peesj osles nw, kesâkeue efkeâme Skeâ
keie& kesâ GlLeeve mes ken mencele veneR efoKeeF& heÌ[les :

‘‘cegefKeÙee cegKe mees ÛeeefnS Keeve heeve keântb Skeâ~
heeueF& hees<eF& mekeâue Debie leguemeer meefnle efyeyeskeâ~~’’21

efve:mebkeâesÛe Ùen yeele mkeerke=âle keâer pee mekeâleer nw
efkeâ DeOÙeelce Deepe kesâ Ùegie keâer DeekeMÙekeâlee peerkeve kesâ
ØelÙeskeâ mlej hej nceW DeOÙeelce Skeâ ceeie& ØeMemle keâjlee
nw~ efve<keâ<e&le: Ùen keâne pee mekeâlee nw efkeâ kele&ceeve Ùegie
ceW DeOÙeelce keâe ceeveke peerkeve hej yengDeeÙeeceer ØeYeeke
heÌ[e nw~ Ùen ceveg<Ùe keâes Ssmee ceeie& Øeoeve keâjlee nw pees
Deelcee Deewj yegefæ oesveeW keâe hetjkeâ nw Fmemes kÙeefòeâ
efpelevee Deebleefjkeâ ™he mes ÂÌ{ neslee nw Glevee ner yeenjer
™he mes hetbpeerkeeo kesâ yeÌ{les keÛe&mke kesâ keâejCe Deepe meYÙelee
Deewj mebmke=âefleÙeeW hej mebkeâš yeÌ{lee pee jne nw Ssmeer
hejefmLeefle ceW efkeÕe keâes Skeâ keâjves ceW DeOÙeelce cenlkehetCe&
Yetefcekeâe efveYee mekeâlee nw, kemlegle: jeceÛeefjleceeveme YeejleerÙe
mebmke=âefle keâe DeefYeVe Debie nw pees Deepe kÙeehekeâ mlej hej
ceevekeerÙe meke&ueeskeâ efnlekeâejer yevekeâj hetjs efkeÕe kesâ meeceves
DeeÙee nw~

meboYe& metÛeer :

1. ÛeewOejer, cešgkeâveeLe; jeceÛeefj$eceeveme Deewj keâeceeÙeveer,
keeCeer ØekeâeMeve, oefjÙeeiebpe, veF& efouueer-110007,
ØeLece mebmkeâjCe, he=… mebKÙee-140

2. heÛeewjer, megOeerMe; Gòej meeefneflÙekeâ efkeceMe&, jeOee ke=â<Ce
ØekeâeMeve, peielehegjer, e fouueer-110051, leermeje
mebmkeâjCe, he=Ê mebKÙee-7
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3. efmebn, megOeerj Øeleehe; Deeefokeâeueerve Deewj Yeefòeâkeâeueerve
keâekÙe, ßeer vešjepe ØekeâeMeve, S-507/12, meeGLe
ieeceÌ[er SkeäšWMeve, ØeLece mebmkeâjCe, he=… mebKÙee-408

4. jeceÛeefjleceeveme, GòejkeâeC[, 7/101/10

5. ÛeewOejer, cešgkeâ veeLe; jeceÛeefjleceeveme Deewj keâeceeÙeveer,
keeCeer ØekeâeMeve, oefjÙeeiebpe, veF& efouueer, mebmkeâjCe
2008, he=Ê-41

6. jeceÛeefjleceeveme, yeeuekeâeC[ 1/8/2

4. efmebn, megOeerj Øeleehe; Deeefokeâeueerve Deewj Yeefòeâkeâeueerve
keâekÙe, ßeer vešjepe ØekeâeMeve, S-507/12, meeGLe
ieeceÌ[er SkeäšWMeve, ØeLece mebmkeâjCe, he=… mebKÙee-407

7. Mecee&, jeceefkeueeme; hejbheje keâe cetuÙeebkeâve, keeCeer ØekeâeMeve,
oefjÙeeiebpe, veF& efouueer 110002, ØeLece mebmkeâjCe,
he=Ê-60

8. jeceÛeefjleceeveme, yeeuekeâeC[, 1/23/10

9. heÛeewjer, megOeerMe; DeeueesÛevee mes Deeies, jeOee ke=â<Ce ØekeâeMeve,

peielehegjer, efouueer 110051, le=leerÙe mebmkeâjCe, he=Ê-9

10. jeceÛeefjleceeveme, yeeuekeâeC[ 1/8/23

11. keâewefMekeâ, jepesMe; mceele& Oece& Deewj leguemeer keâe keâekÙe,
mebpeÙe ØekeâeMeve, oefjÙeeiebpe, veF& efouueer, ØeLece mebmkeâjCe,
he=Ê mebKÙee-5

12. jeceÛeefjleceeveme, yeeuekeâeC[, 7/3

13. Megkeäue, [e@Ê ØesceMebkeâj; ieesmkeeceer leguemeeroeme, he=Ê-159

14. jeceÛeefjleceeveme, DeÙeesOÙeekeâeC[ 2/95/3

15. kener, megvojkeâeC[, 37/3

16. kener, uebkeâekeâeC[, 101/10

17. kener, megvojkeâeC[, 37/4

18. kener, yeeuekeâeC[, 47/3

19. kener, yeeuekeâeC[, 46/2

20. kener, DeÙeesOÙeekeâeC[, 237

21. kener, DeÙeesOÙeekeâeC[, 2/3/15
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jsKeebkeâve keâe efkekesÛeveelcekeâ DeOÙeÙeve : YeejleerÙe heejcheefjkeâ
ueIegefÛe$eeW kesâ mevoYe& ceW

jeefOekeâe efkeÕekeâcee&
MeesOe Úe$ee,

efÛe$ekeâuee efkeYeeie, ÂMÙe keâuee mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅeeueÙe, keejeCemeer

MeesOe meej :

Fme MeesOe DeejsKe ceW jsKeebkeâve keâer ØeCeeueer kesâ meejlelke keâe ceveve keâjves kesâ efueS jsKeebkeâve keâe efkekesÛeveelcekeâ
DeOÙeÙeve YeejleerÙe heejcheefjkeâ ueIegefÛe$eeW kesâ mevoYe& ceW GuuesefKele keâjves keâe Skeâ melÙeefve… ØeÙelve efkeâÙee ieÙee nw~
efpememes keâer ueIegefÛe$eeW ceW jsKeebkeâve keâer yeejerefkeâÙeeW Deewj Gmekeâer keâeÙe&Mewueer kesâ efkeMues<eCe keâes efkemleejhetke&keâ mecePee
pee mekesâ~ ceOÙekeâeueerve meceÇešeW kesâ DeeßeÙe ceW efkekeâefmele ngF& keâuee MewefueÙeeB YeejleerÙe efÛe$ekeâuee ceW DelÙeefOekeâ
cenlkehetCe& nQ leLee jepeeefOejepeeDeeW ves DevÙe #es$eeW ceW efkekeâeme kesâ meeLe ner meeLe keâuee keâes Yeer heâueves-heâtueves keâe
Dekemej Øeoeve efkeâÙee~ efpememes ØelÙeskeâ MewueerÙeeW leLee Gvekeâer GheMewueerÙeeW keâer Deheveer mkeleb$e efkeOee efkekeâefmele ngF&~
kemlegle: Ùen MeesOe he$e Gme keâeueekeefOe ceW efkekeâefmele nes jner jsKeebkeâve keâer me=peveelcekeâ Ùee$eeDeeW keâe helee ueieeves nsleg
ueIeg efÛe$eCe keâer keâueelcekeâ Skeb ieerleelcekeâ Meyoekeueer keâes Gpeeiej keâjves keâe ØeÙeeme keâjlee nQ~ ÙeÅeefhe Ùen MeesOe
DeejsKe Gme keâeue keâer meeceeefpekeâ heefjkesMe, ceeveefkeÙe efmLeefleÙeeW leLee ØeYeekeeW kesâ yeejs ceW ienve DeefYekÙeefòeâ keâer
hebefòeâyeæ jeie nQ, leLee FmeceW YeejleerÙe ueIegefÛe$eeW ceW jsKeebkeâve keâe meejCeeryeæ Deewj meewvoÙe&hetCe& ™he mes Debkeâve
keâjves keâe ØeÙelve efkeâÙee ieÙee nw~ keemleke ceW ueIegefÛe$eeW kesâ Fve MewefueÙeeW Deewj GheMewueerÙeeW keâer Yeer Deheveer DeveesKeer
jsKeebkeâve Mewueer, efkeMes<eleeSB Skeb OeejCeeSb Leer~ DeleSke Ùes meYeer keâuee MewueerÙeeB Deheveer-Deheveer mkeleb$e jsKeebkeâve keâer
KetefyeÙeeW kesâ meeLe YeejleerÙe keâuee hej Deefceš Úehe ÚesÌ[leer nQ~

yeerpe Meyo :

YeejleerÙe heejcheefjkeâ ueIegefÛe$e, jsKeebkeâve, heeue Mewueer, DeheYeÇbMe Mewueer, cegieue Mewueer, jepemLeeveer Mewueer,
heneÌ[er Mewueer, jeieceeuee, mÙeen-keâuece, Keekeâe, meÛÛeer efšheeF&, KegueeF&, jbiecespeer, keâCe& mheMeer&~

cetue DeejsKe :

Yeejle kesâ ceOÙe keâeueerve keâuee Fefleneme kesâ DeOÙeÙeve
mes helee Ûeuelee nQ efkeâ jepeeßeÙeeW ceW heâueer-heâtueer efÛe$e
MewefueÙeeB yesno cenlkehetCe& nQ~ jsKeebkeâve kesâ Âef<škeâesCe mes
efkeefYeVe jepeIejeveeW kesâ efÛe$e MewueerÙeeW keâes osKee peeS lees

Fve meYeer ves Deheveer Deueie henÛeeve yeveeF& leLee meYeer
MewueerÙeeW keâer jsKee Mewueer hejmhej Skeâ otmejs mes efYeVe nQ~
Fmeer efkeMes<elee ves ØelÙeskeâ efÛe$eebkeâveeW keâes cenòee Øeoeve
efkeâÙee ke lelkeâeueerve mebmke=âefle, meYÙelee, Oece&, Yee<ee,
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FlÙeeefo keâe FmeceW efÛeef$ele efkeâÙes ieÙes efÛe$eeW mes helee Ûeuelee
nQ~ ueieYeie 19keeR Meleeyoer kesâ meceerhe hengBÛeles-hengbÛeles
efÛe$ekeâuee kesâ #es$e ceW keâueeefYekÙeefòeâ kesâ ØelÙeskeâ Yeeie ceW
Skeâ veÙee heefjkele&ve DeeÙee Deewj Ùen ™heeblejCe efYeefòeefÛe$eCe
mes ueIegefÛe$eCe keâer Deesj cegÌ[lee ngDee Yeueer-Yeebefle Øeleerle
nes jne Lee~ ÙeÅeefhe ueIegefue$eeW ceW efYeefòeefÛe$eCe keâer efkeMes<eleeDeeW
keâes cenmetme efkeâÙee pee mekeâlee Lee~ meeceevÙele: heejcheefjkeâ
ueIegefÛe$e Gme meceÙe keâer Skeâue jsKeerÙe lekeâveerkeâ keâes
ØeeLeefcekeâlee osles Les~ Dele: ueIegefÛe$eeW ceW Yeer jsKeebkeâve keâes
meyemes ceewefuekeâ Deewj DeekeMÙekeâ lelke ceevee ieÙee Lee~

ceOÙekeâeueerve Yeejle ceW ueIegefÛe$eCe kÙeehekeâ ceeveob[
hej ngDee nQ~ efpevekeâes Yeespehe$e Deewj leeÌ[he$e hej yeveeÙee
ieÙee Deewj Devle ceW Oeeefce&keâ heeC[gefueheer kesâ ™he ceW keâeiepe
hej efÛeef$ele ngDee~ Yeejle ceW leeÌ[he$e hej efpeve Yeer heeC[gefueefheÙeeW
keâes efÛeef$ele efkeâÙee ieÙee Gvekeâe efke<eÙe yeewæ Oece& Lee Deewj
Ùen heeC[gefueefhe yeewæ Oece& keâer MeeKee ye¿eÙeeve mes hetCe&
™he mes mecyeefvOele Leer~ Yeespehe$e hej efÛe$eeW keâes efveefce&le
keâjves kesâ efueS meyemes henues Fve efÛe$eeW keâe hetje Keekeâe
kee¢e jsKeebkeâve Éeje lewÙeej keâjkesâ, hetjs efÛe$e keâes meheâso
hejle mes {keâ efoÙee peelee Lee~ lelheMÛeeled keCeeX keâes Yejkesâ
efÛe$eeW keâes hetCe& efkeâÙee peelee Lee Deewj Devle ceW kee¢e jsKee
keâes keâeues jbie mes KeerÛee peelee Lee~ heeue Mewueer ceW efÛe$eeW
kesâ jsKeebkeâve keâeues jbie mes yeveeÙes ieÙes nQ, Skeb GvnW osKekeâj
Ssmee DeYeeme neslee nw efkeâ efÛe$ekeâejeW ves legefuekeâe kesâ mLeeve
hej efveye keâe GheÙeesie efkeâÙee nw~ Fme Mewueer keâer efÛe$eeW kesâ
jsKeebkeâve ceW ØekeenceÙelee lees efceueleer nQ, hejvleg ›eâefcekeâ
™he mes jsKeeDeeW ceW Gleej-ÛeÌ{eke vener efceuelee nw~ Fve
Â<šeble efÛe$eeW ceW Deuebkeâeefjkeâlee keâes heÙee&hle ™he mes meceekesefMele
efkeâÙee ieÙee nw~ hejvleg efÛe$eeW ceW DeeBKes ke=no, keâCe&mheMeer&
Skeb ke›eâ jsKeeDeeW mes yeveeF& ieÙeer nQ~ ‘‘YeejleerÙe efÛe$ekeâuee
kesâ Fefleneme ceW iegpejele Mewueer DeheYeÇbMe Mewueer Deewj pewve
Mewueer keâe veece FmeefueÙes GuuesKeveerÙe nw efkeâ Gvekesâ Éeje
peneb YeejleerÙe efÛe$ekeâuee keâe Gppekeue Deleerle Dekeueesefkeâle
neslee nQ, keneb Gvekesâ meceeiece mes megvenjs Yeefke<Ùe keâer
he=…Yetefce keâe efvecee&Ce neslee nQ~’’1

DeheYeÇbMe Mewueer kesâ efÛe$eeW ceW ceevekeeke=âefleÙeeW kesâ
Ûesnjs mekeeÛeMce Skeb Skeâ ner pewmes yeves nQ~ Fve Deeke=âefleÙeeW
keâer veekeâ Devegheele mes pÙeeoe uebyeer, vegkeâerueer Deewj heleues
ieeue keâer meercee jsKee mes Deeies efvekeâueer yeveeF& ieÙeer nQ~
DeeBKes heeme-heeme, yeÌ[er-yeÌ[er hejkeue keâer heâekeâ pewmeer kegâÚ
vegkeâerueer, keâše#e jsKee otj lekeâ yeÌ{er ngF& Deewj hegleueer
yengle Úesšer yeveeves kesâ efueS oes ke›eâeW kesâ yeerÛe ceW efyevoer
meer ueiee oer peeleer Leer~ Dele: hegleueer mes yeveekeš Skeb
meercee jsKee mes yeenj efvekeâues nesves kesâ keâejCe DeebKeW ceW
G«elee kesâ Yeeke efoKeeF& osles Les~ neLe keâer GbieefueÙeeW keâe
jsKeebkeâve keâ"esj, keâcepeesj, DelÙeefOekeâ Deuebkeâeefjkeâ Skeb
™efÌ{yeælee mes heefjhetCe& nQ~ Deeke=âefleÙeeW keâer meercee jsKeeSB
keâeueer mÙeener mes yeveeF& ieF& nw leLee jsKeebkeâve kele&gueekeâej
kesâ peien hej keâesCeelcekeâ ØeYeeke GlheVe keâjleer nQ ke GmeceW
keâesceuelee keâe hetCe& DeYeeke nQ~ meYeer peien hej jsKeeSB
Skeâ ner lejn keâer ceesšeF& efueS efÛeef$ele keâer ieF& nQ~

Yeejle ceW lewcetj kebMe kesâ meeLe ner cegieue keâuee keâer
Meg™Deele nes peeleer nw~ ‘‘MenbMeen Dekeâyej henuee keâuee
Øesceer Meemekeâ Lee, efpemeves Øemeghle YeejleerÙe efÛe$ekeâuee keâes
hegve™ppeerefkele efkeâÙee~’’2 ÙeÅeefhe cegefmueceeW ceW keâuee mechetCe&
™he mes ØeefleyebefOele Les Deewj GmeceW efkeefYeVe Øekeâej kesâ efve<esOe
LeW~ Fmekesâ yeeo Yeer cegieue meceÇeš keâuee kesâ Øeefle ye[sÌ
GoejefÛeòe jns~ DeleSke Yeejle ceW cegieue meeceÇepÙe keâer
mLeehevee kesâ yeeo ner keâuee kesâ #es$e ceW vekeerve ceeie& ØeMebmeveerÙe
ngS~ Â{ efveMÛeÙeer Meemekeâ yeeyej ves YeÙebkeâj celeYeso kesâ
heMÛeele Yeejle keâes Deheves ØeYeglke ceW keâj efueÙee~ ‘‘MenbMeen
yeeyej Skeâ DeÆtle keâuee heejKeer Meemekeâ Lee~ ken Skeâ
efmeÉevle keâefke Deewj meeLe ner megvoj ieÅe uesKekeâ Lee~’’3

Meemeve keâer kÙemleleeDeeW kesâ keâejCekeMe keâuee Øesceer nesves
kesâ yeeo Yeer ken keâuee kesâ #es$e ceW kegâÚ Keeme keâj veneR
heeÙeW~ neueebefkeâ Deheves keâuee kesâ Øeefle Øesce kesâ mebmkeâej
keâes Deheves heg$e ngceeÙetB keâes efkejemele mke™he os ieÙes~

keâueeefYe™efÛe lees ngceeÙetB keâes efkejemele ceW efceueer
Leer~ efkeâvleg peerkeve ceW jepeveweflekeâ Gleej-ÛeÌ{eke ves Gvekesâ
keâuee kesâ ØeÙelveeW ceW kÙekeOeeve GlheVe efkeâÙee~ ngceeÙetB kesâ
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F&jeve Øekeeme mes ueewšves kesâ oewjeve leyejspe ceW oes ceneve
keâueekeâej Deyogmmeceo Meerjepeer Deewj ceerj mewÙÙeo Deueer
mes Gvekeâer cegueekeâele ngF&~ Ùes oesveeW ner efÛe$ekeâej ‘Meerjer
keâuece’ ceW efvehegCe Les~ efpeveceW Deyogmmeceo Meerjepeer
heMeg-efÛe$eCe ke ceerj mewÙÙeo Deueer «eecÙe efÛe$eCe ceW heejbiele
Les~ Dele: yeeoMeen ves efouueer keâer meuuelevele mebYeeueves
kesâ heMÛeele Fve oesveeW efÛe$ekeâejeW keâes Deheves Meener ojyeej
ceW Deecebef$ele efkeâÙee~ cegieue keâeueerve efÛe$eeW ceW oes Øekeâej
keâer MewefueÙeeW keâe efceßeCe osKeves osKeves keâes efceuelee nQ~
efpemeceW mes Skeâ YeejleerÙe leLee otmejer F&jeveer Mewueer Leer~

‘‘Ùen Mewueer yeeyej kesâ jepÙe keâeue ceW F&jeve mes
Deekeâj Yeejle ceW Øeefke<š ngF&, ngceeÙetB kesâ meceÙe ceW Fmekeâe
yeerpeejesheCe ngDee~ Dekeâyej kesâ jepÙe ceW Ùen efkekeâefmele
ngF&, penebieerj kesâ meceÙe ceW hetCe&lee keâes Øeehle ngF&, Meenpeneb
kesâ meceÙe ceW heleve kesâ efÛevn efoKeeF& osves ueies Deewj
Deewjbiepesye kesâ meceÙe ceW ØeeÙe: meceehle nes ieÙeer~ Fme
Øekeâej Ùen Mewueer kesâkeue 200 ke<e& kesâ Devoj Deheves
pevce, GlLeeve heleve keâe Ùegie osKekeâj efyeÇefšMe meeceepÙe
kesâ ØeejcYe nesles-nesles meceehle nes ieÙeer~’’4

cegieue efÛe$eeW ceW yeejerkeâ Skeb vegkeâerueer legefuekeâe Éeje
meeheâ, keâesceue ceefnve Skeb efueefhe mes meceevelee jKeleer
ngF& jsKeebkeâve KeerÛeeR ieF& nw Skeb cegieue keâeueerve efÛe$eeW kesâ
jsKeeDeeW ceW ieesueeF&, kesie ke peerkeleblee kesâ keâejCe Ûecekeâ
Øemhegâefšle nesleer nQ~ Fme Mewueer kesâ efÛe$eeW kesâ jsKeebkeâve
hej F&jeveer keâuee,Ûeerveer keâuee, Fmueeceer vekeäkeâeMeer Deeefo
keâe ØeYeeke õ<škÙe neslee nQ~ Dele: Ùen keâne pee mekeâlee nw
efkeâ mejue Deewj MeeefòeâMeeueer jsKeebkeâve ke TBÛeer ceveg<Ùeeke=âefleÙeeB
Fme Mewueer keâer ØecegKe efkeMes<eleeSB jner nQ~

jsKeebkeâve kesâ heefjÂMÙe mes MeenpeneB keâe meceÙe yengle
ner DeefvekeeÙe& jne nQ~ leLeeefhe Fmekesâ Meemevekeâeue ceW
mLeehelÙe keâuee ves DeefÉleerÙe mLeeve Øeehle efkeâÙee~ hejvleg
meeceevÙele: kegâÚ Ssmes efÛe$e Yeer ØekeâeefMele ngS efpevnW
‘mÙeen-keâuece’ veece mes heefjYeeef<ele efkeâÙee ieÙee~ Fme
efkeOee ceW keâeiepe kesâ Thej efheâškeâjer efceued mejsme Ùee
DeC[s keâer meheâsoer keâer hejle ueieekeâj DelÙeefOekeâ mebYeeue

keâj yeejerkeâ yeÇMe mes jsKeebkeâve efkeâÙee ieÙee~ Fme Øekeâej
kesâ jsKeebkeâveeW ceW efmej, oe{er Deeefo kesâ yeeueeW keâes met#celee
mes Debefkeâle efkeâÙee peelee Lee leLee Dees…, nLesueer Skeb
DeeBKeeW ceW keâce mes keâce keCeeX keâe GheÙeesie efkeâÙee ieÙee~
kemlegle: DelÙeefOekeâ keCeeX kesâ ØeÙeesie Éeje ÚeÙee ØekeâeMe
keâes oMee&Ùee ieÙee~ megvenjs Skeb DevÙe nukesâ jbieeW keâe
ØeÙeesie kesâkeue veece cee$e efkeâÙee ieÙee~ ‘‘mecYeke nw, Ùes
efÛe$e Keekesâ kesâ ™he ceW efÛe$ekeâejeW kesâ heeme jnles nes,
efpevekeâer meneÙelee mes Dee%ee Øeehle nesves hej Fvner kesâ
DeeOeej hej efÛe$e yeveekeâj Deewj jbie Yejkeâj efÛe$e efoÙes peeles
nes~’’5 mÙeen-keâuece lekeâveerkeâ ceW jsKeeefÛe$eCe keâjves
keeues cegKÙe efÛe$ekeâejeW ceW ÛelegjceefCe Deewj cegncceo veeefoj
kesâ veece Glke=â<š nQ~

DeleSke cegieue efÛe$e keâueeDeeW ceW jsKeeefÛe$eCe kesâ
leerve mlej osKeves keâes efceueles nQ~ FmeceW henues ÛejCe ceW
jsKeeefÛe$eCe DeOÙeÙeve keâe ØeejefcYekeâ meesheeve Lee, efpemeceW
Ieesškeâj lewÙeej efkeâÙes ieÙes efÛekeâves keâeiepe hej ‘‘efÛe$ekeâej
Skeâ Iegšves yew"keâj leepeer leefyeÙele mes Fmehej jsKeebkeâve
keâjlee Lee~’’6 henueer jsKee efpemes ‘‘efšheeF& keânles nQ hej
oes leerve yeej heejoMeer& meheâso jbie ueiee efoÙee peelee Lee~
Gmekesâ Thej hegve: jsKeebkeâve keâjles Les efpemes ‘meÛÛeer efšheeF&’
keânles nQ~’’7 otmejs Øekeâej kesâ jsKeebkeâve efÛe$eCe ØekeâjCe
keâe Deefvlece mlej neslee Lee~ efpemeceW ‘jbiecespeer’ Deewj ‘ieokeâejer,
kesâ heâuemke™he jsKeebkeâve keâj efÛe$eCe keâes heefjhetCe& efkeâÙee
peelee Lee~ Deewj Fvns efÛe$eeW keâer ‘KegueeF&’ kesâ veece mes
hegkeâejles Les~ leermejs Øekeâej ceW ken jsKeebkeâve meefcceefuele
efkeâS ieS nw, efpevnW ‘mÙeen keâuece’ kesâ veece mes hegkeâeje
ieÙee~ jsKeebkeâve kesâ Øeefle…e ceW cegieue Mewueer ves keâuee kesâ
cenlkehetCe& heefjÂMÙe keâes Deeies yeÌ{eÙee, pees Deeies Ûeuekeâj
jepemLeeveer Mewueer ke heneÌ[er efÛe$ekeâuee kesâ ™he ceW mece=æ
ngDee~

jepemLeeveer Mewueer keâer Glheefòe DeheYeÇbMe Mewueer mes ngF&
Leer~ hejvleg Meg™ ceW Gmehej efkeâmeer Yeer Øekeâej keâe efkeosMeer
ØeYeeke veneR Lee efkeâvleg Ùen Mewueer Oeerjs-Oeerjs cegieue kesâ
mecheke&â ceW DeeF& Deewj Gmemes yengle ØeYeeefkele ngF&~ jepemLeeveer
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Mewueer jsKeeDeeW mes megMeesefYele efÛe$eCe Mewueer nw~ efkeâvleg
heneÌ[er Mewueer keâer Dehes#eeke=âle Fme Mewueer keâer jsKeeSb
keâ"esj nQ~ efkeÉeveeW ves jepemLeeveer keâuee keâes efYeefòeefÛe$eCe
keâer hejcheje keâe ceeie&oMe&keâ ceevee nw~ Fme Mewueer kesâ
efÛe$ekeâejeW ves efke<eÙe kesâ ™he ceW Øesce, Oeeefce&keâ DeeKÙeeveeW,
«eeceerCe efnvot ueeskeâpeerkeve, yeejnceemee, veeefÙekeâe Yeso
FlÙeeefo keâe efÛe$eCe mejuelee Skeb megiecelee kesâ meeLe
DelÙeble ieerleelcekeâ {bie mes me=efpele efkeâÙee Lee~

jepemLeeveer Mewueer keâer Keespe keâe ßesÙe [e@Ê Deevevo
kegâceej mkeeceer keâes efoÙee peelee nQ~ Gvnesves Fmes jepehetle
Mewueer veece mes keieer&ke=âle efkeâÙee Lee~ efpemes yeeo ceW jepemLeeveer
Mewueer kesâ veece mes henÛeevee ieÙee~ [e@Ê efÛe$euesKee efmebn
kesâ veerÛes efueKes ieÙes efkeÛeej mes mecemle jepemLeeveer jsKeebkeâveeW
keâe meejleòke Øemlegle neslee nw :

“The drawing of Rajasthan school, it
should be observed, are not at all to be
dismissed as decorative art, thought they
passess those qualites of rhythm and disien
which are essential to all the greatest art.
For the most part they are not even book
illustrations, but independent works. They
reflect with Extraodinary intimacy both-
The life and the ideals of serious men.”8

meeceevÙele: peÙehegj kesâ kegâÚ jsKeebkeâve Ûeejkeâesue mes
me=efpele efkeâS ieÙes Les, kener Dehekeeo mke™he nw yeeefkeâ
mechetCe& jsKeebkeâve hesefvmeue Deewj jyej keâer meneÙelee mes
De%eele keâueekeâejeW ves letefuekeâe mes ner yeveeÙes nQ~ ÙeneB
veÙes efÛe$eeW keâer efveefce&leer kesâ meeLe ner meeLe hegjeves efÛe$eeW
keâer ØeefleefueefheÙeeB Yeer yeveleer Leer~ veÙes efÛe$eeW kesâ efvecee&Ce
ceW keâueekeâej ueeue jbie mes jsKeebkeâve keâjles Les~ hejvleg
peÙehegj ceW yeveeÙes ieÙes Úefke efÛe$eeW kesâ jsKeebkeâve ceW
meerefheÙee Ùee keâeues keCee&s keâe GheÙeesie ngDee nw~ efÛe$eeW kesâ
jsKeebkeâve hetCe& nesves kesâ heMÛeeled Gmehej meheâso hejle
ÛeÌ{e oer peeleer Leer~ efpemeceW mes ueeue jsKeebkeâve mhe<š
™he mes Peuekeâlee Lee~ Gmekesâ yeeo Deewj DeefOekeâ efkekejCe
Deewj megOeej kesâ meeLe DeefOekeâ heefj<ke=âle jsKeebkeâve efkeâÙee

peelee Lee~ Ùen keâeÙe& ØeLece jsKeebkeâve keâes DeeOeej yeveekeâj
ner efkeâÙee peelee Lee~ efÛe$eeW ceW $egefšÙeeW kesâ efvekeejCe kesâ
efueS meheâso hejle ueieekeâj Gmekesâ Thej jsKeebkeâve keâj
efoÙee peelee Lee Deewj Devle ceW yeeoeceer, keâeueer jsKeeDeeW
mes mechetCe& keâeÙe& keâes hetCe& keâj efoÙee peelee Lee~ Fmekesâ
Deefleefjòeâ efÛe$ekeâej efÛe$eeW keâer Øeefleke=âefleÙeeB lewÙeej keâjves
ceW efpeme ØeCeeueer keâes GheÙeesie ceW ueeles Les, Gmes Keekeâe
keânles Les~ meeceevÙele: keâueekeâej Deheves keâeÙeeX keâes megjef#ele
keâjves kesâ efueS Ùee Gmekeâes Deheveer Deieueer heerÌ{er lekeâ
hengBÛeeves kesâ efueS ØeefleefueefheÙeeB yeveeles Les~ leLee Ùen
ØeefleefueefheÙeeB keâYeer-keâYeer Fleveer ÙeLeeLe& yevee oer peeleer
Leer efkeâ cetue Deewj Devegke=âefle ceW Devlej mhe<š veneR efkeâÙee
pee mekeâlee Lee~ Fme Øekeâej keâer keâeÙe& efkeefOe ceW cegKÙe
keâeÙe& keâes keâF& len keeues ceesšs keâeiepe hej jKekeâj
®heekeâejeW keâer kee¢e jsKee hej DelÙeefOekeâ met#celece megF&
mes efÚõ keâjves kesâ heMÛeeled efÚõ efkeâS ieÙes keâeiepe keâes
otmejs keâeiepe hej jKekeâj Ûeejkeâesue kesâ ÛetCe& keâes efÚÌ[keâj
efÛe$e keâes Gleej efueÙee peelee Lee, Fmekesâ yeeo meheâso jbie
keâer heleueer len ueieekeâj Gmehej meerefheÙee jbie mes hegve:
jsKeebkeâve keâj efueÙee peelee Lee ke Fme Øekeâej keâer keâF&
Øeefleke=âefleÙeeb yevee ueer peeleer Leer~

neueebefkeâ jepemLeeveer Mewueer ceW kegâÚ nukeâer jbiele
keeues jsKeebkeâve Yeer efceueles nQ~ efpeveceW keCeeX keâes yengle
keâce cenlke efoÙee ieÙee nw~ Fme Øekeâej keâer nukeâer jbiele
keeues jsKeebkeâve ceW efÛe$ekeâej yengle keâesceue Skeb meheeš
jbieeW keâe GheÙeesie keâjlee Lee~ Ssmes GoenjCe DeOÙeÙeve
nsleg DeYÙeeme kesâ ™he ceW Ùee mkeleb$e keâeÙe& kesâ ™he ceW
oesveeW Øekeâej mes efkeâÙes ieÙes Les~ Fmeer ›eâce ces Deiej
jepemLeeveer Mewueer keâer GheMewueer efkeâMeveieÌ{ kesâ jsKeebkeâveeW
keâer ÛeÛee& keâer peeS lees Fme Mewueer keâer jsKeeSB ceefnve ke
keâesceue nQ~ leLee Fvekeâer cece&mheMeer& jsKeeDeeW ceW ØekeenceÙelee
leLee ieeflehetCe&lee mhe<š ™he mes oefMe&le nesleer nQ~ ceefnve-
ceefnve jsKeeDeeW kesâ Éeje YeewnW leLee kesâMeeW keâes yeveeÙee
ieÙee nw efÛe$eeW kesâ Devle ceW keâeueer jsKeeDeeW keâe GheÙeesie
efkeâÙee ieÙee nw~
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ÙeneB hej jepemLeeveer Mewueer kesâ kegâÚ jsKeebkeâveeW keâe
keCe&ve efkeâÙee pee jne nQ~ efpememes keâer Fme Mewueer kesâ
jsKeebkeâve heæefle keâes Deemeeveer mes mecePee pee mekesâ~

leesles hej jeOee Deewj ke=â<Ce :

Fme jsKeebkeâve ceW jeOee Deewj ke=â<Ce Skeâ leesles hej
mekeej nQ pees Skeâ mechetCe& Øeke=âefle kesâ meeLe Skeâlee keâe
metÛekeâ nQ~ Skeâ Ûeewjer yepeeves keeuee GÌ[ve Kešesuee GÌ[e
jne nQ~ oes mebieerlekeâej Skeâ vele&keâ Deewj Skeâ Ì{esueefkeâÙee,
Fme DeveesKeer Iešvee kesâ DeeveboceÙe Yeeieeroej nQ~ ke leesles
kesâ Ûesnjs hej mevlegef<š keâe Yeeke Øekeâš neslee nQ~ Dele: Fme
mece«e mebÙeesefpele jsKeebkeâve ceW ueÙeelcekeâlee Skeb ØekeenhetCe&lee
keâe Yeeke Âef<šieesÛej neslee nw~ (efÛe$e mebÊ-01)

Ûeej efmejeW keâe DeOÙeÙeve :

Ùen efÛe$e DeefYekÙebpeveelcekeâ ÛesnjeW kesâ meeLe Skeâ
DeÆgle jsKeeefÛe$eCe nw~ Fme jsKeebkeâve ceW Skeâ Deeke=âefle
Ûeesšer yeeBOes efkeâmeer heefke$e kÙeefòeâ keâe Øeleerle nesleer nw, pees
ieescegKe ceW Deheveer ceeuee efieve jns nQ~ DevÙe lehemkeer kesâ
efmej Yeer Skeâ ner pewmes jsKeebefkeâle efkeâS ieS nQ~ (efÛe$e
mebKÙee-02)

heneÌ[er Mewueer cegieue efÛe$ekeâuee kesâ SÕeÙe& ke mLeeveerÙe
megvojlee keâe Skeâ efceuelee peguelee Deekeâ<e&keâ ™he Lee~
Fme Mewueer kesâ efÛe$e Meem$eerÙe mebieerle meeefnlÙe ke mLeeveerÙe
meebmke=âeflekeâ hejchejeDeeW mes Øesefjle Les~ Fme Mewueer ceW
Øeke=âefle, m$eer kesâ meeLe ner meeLe mebj#ekeâeW kesâ Yeer kÙeefòeâefÛe$e
Glke=â<šlee mes efÛeef$ele efkeâS ieS~ ›eâceMe Fme Mewueer ceW
heneefÌ[ÙeeW kesâ veerÛes kesâ YeeieeW ceW yeejerkeâ jsKee ke kele&lee
kesâ Éeje ienjs keCeeX mes ÚeÙee leLee ØekeâeMe keâe Skeâ ner
meeLe DeeYeeme os efoÙee ieÙee Lee~ ‘‘keâesceue jsKeeSB cebo
ceOegj Úše ueekeCÙe Skeb megjcÙe Øeke=âefle keâe heeÕe&Yetefce kesâ
efueS efkeâÙee GheÙeesie DevÙelece efkeMes<eleeSB nQ~’’9 DeleSke
heneÌ[er efÛe$ekeâuee Depevlee keâer keâuee kesâ mece™he efkeMes<e
™he mes jsKee hej DeeOeeefjle Leer~ Fme Mewueer kesâ efÛe$eeW kesâ
efke<eÙe kew<Ceke Oece& mes mecyeefvOele Les~ ke jereflekeâeueerve keâefkeÙeeW
leguemeeroeme, metjoeme, kesâMeke, ceeflejece, oske Deewj efyenejer
Deeefo kesâ keâekÙeeW hej DeeOeeefjle efÛe$eCe yenguelee mes efÛeef$ele
efkeâÙes ieÙes Les Fmekesâ Deefleefjòeâ ‘jeieceeuee’ ceW jeieeW keâe
kÙeefòeâkeâjCe keâjkesâ efÛe$eeW keâes DelÙevle Deekeâef<e&le lejerkesâ
mes efÛeef$ele efkeâS ieÙes Les~ heneÌ[er Mewueer keâer GheMewefueÙeeB
ceW Yeer jsKeeSB Deheveer Deueie-Deueie efkeMes<eleeSB jKeleer
nQ~ pewmes- ‘‘keâebieÌ[e Mewueer kesâ efÛe$eeW keâer Mewueer keâer ØecegKe
efkeMes<elee jsKee keâer keâesceuelee, jbieeW keâer Ûecekeâ leLee Deeuebkeâeefjkeâ
efkekejCeeW keâer met#celee nw Depevlee keâer keâuee kesâ meceeve
keâebieÌ[e keâer keâuee Yeer efkeMes<e ™he mes jsKee keâer keâuee
nw~ Deevevo kegâceej mkeeceer ves keâebie[e Mewueer ceW MeefòeâMeeueer
ke›eâerÙe meercee jsKee keâes efÛe$e keâer Yee<ee keâe DeeOeej ceevee
nQ~ keemleke ceW jsKee keâer keâesceuelee Øeehle keâjves kesâ efueS
keâueekeâej ves efieuenjer kesâ yeeueeW keâer yeveer letefuekeâe keâe
ØeÙeesie efkeâÙee nw~’’10

keâebie[e Mewueer kesâ efÛe$eeW ceW cegieue efÛe$eeW keâer YeeBefle
ef#eeflepe jsKeeSB veerÛes keâer lejheâ yeveeÙeer ieÙeer nQ~ yemeesnueer
Mewueer keâer jsKeeDeeW ceW ieefle Deewj Gvcegòeâlee keâe DeeYeeme
neslee nQ leLee Ûecyee Mewueer kesâ efÛe$eeW ceW keâesceue Skeb yeejerkeâ
jsKeeDeeW keâe ØeÙeesie ngDee Lee~ Fmeer ›eâceyeælee ceW ieÌ{keeue
Mewueer kesâ efÛe$eeW ceW jsKee keâce keâesceue, keâce ieesueeF&Ùegòeâ
Deewj [ewuehetCe& veneR nQ~ Fme Mewueer kesâ efÛe$eeW ceW jsKeebkeâve
DeefOekeâ MeefòeâMeeueer leLee ØekeenhetCe& nQ~
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Dele: jsKeeDeeW Éeje Deeke=âefleÙeeW leLee cegõeDeeW ceW
YeekeeW keâer efpeleveer meheâue DeefYekÙeefòeâ heneÌ[er Mewueer ceW
ngF&, Gleveer jepemLeeveer Mewueer ceW veneR ngF&~ heneÌ[er Mewueer
keâer jsKeeDeeW ceW peerkeveØekeen, ce=oglee leLee YeekeeW keâe mhebove
nw Deewj meeLe ner ueIegefÛe$eeW keâer hejchejeDeeW keâes Yeer
meewvoÙe&yeæ ™he ceW ØeoefMe&le efkeâÙee ieÙee nw~

jsKeebkeâve Skeb efšheeF& keâjvee :

letefuekeâe Skeb keâeiepe yeveeves kesâ Ghejevle keâueekeâej
ies® keâe jbie ueskeâj keâeiepe hej efÛe$e yeveevee Meg™ keâjlee
Lee~ ØeLece jsKeebkeâve keâes efšheeF& Ùee Deebkeâvee keânles Les~
ØeLece jsKeebkeâve kesâ efueS ies™ kesâ jbie kesâ Deefleefjòeâ heskeÌ[er,
keâepeue, nefjleeue, pewmes efveefMÛele keCe& Yeer ØeÙeesie efkeâS
peeles Les~ ‘‘efšheeF& oes ÛejCeeW ceW keâer peeleer Leer~ ØeLece
keâÛÛeer efšheeF& pees efkeâ ies™ hÙeesÌ[er Deeefo mes keâer peeleer
Leer~ Fmekesâ Ghejevle Keekesâ hej meheâsoe Ùee KeefÌ[Ùee kesâ
jbie keâer heleueer len ueieeles Les~ Fme Øeef›eâÙee keâes peceerve
yeeBOevee keânles nQ~ Ùen len nukeâer heejoMeer& ueieeF& peeleer
Leer, efpememes veerÛes keâer jsKeeSB Úghe ve peeÙes~ Ssmee FmeefueS
keâjles Les efpememes keâÛÛeer efšheeF& ceW peneB ieueleer ngF& nes,
Gmes megOeeje pee mekesâ~ Fmekesâ heMÛeele nukesâ keâeues jbie
mes meÛÛeer efšheeF& keâjles Les, efpemes mÙeen keâuece keânles
nQ~’’11

KegueeF& DeLekee Deefvlece jsKeebkeâve :

‘‘Deefvlece jsKeebkeâve keâes KegueeF& (Gvceerueve) keânles
Les~’’12 Fmemes efÛe$e keâes hetCe&lee Øeehle neslee nQ~ jbie ceW
GheefmLele Oeyyees keâes Kelce keâjves leLee ÚeÙee ueieeves kesâ
efueS hejoepe keâe GheÙeesie efkeâÙee peelee Lee~ ÙeneB ÚeÙee
keâe GheÙeesie ieesueeF& leLee GYeej efoKeeves kesâ GösMÙe mes
efkeâÙee peelee Lee~ hejoepe keâes efkeefYeVe Øekeâej mes Deveskeâ
Øekeâej keâer jsKeeDeeW kesâ ceeOÙece mes ØeoefMe&le efkeâÙee ieÙee
Lee~ ‘‘meerOeer jsKeeDeeW Éeje oMee&Ùee ieÙee hejoepe Kele
hejoepe, efyevogDeeW Éeje oevee hejoepe, hejmhej keâešleer
jsKeeDeeW Éeje peeueer hejoepe leLee efpemeceW Skeâ-Skeâ yeeue
mhe<š efoKeeF& os Gmes Skeâ yeeue hejoepe keânles nQ~
Fmekesâ Deefleefjòeâ efceefßele hejoepe keâes Oetne keânles nQ~’’13

ÙeneB heneÌ[er Mewueer kesâ kegâÚ jsKeebkeâveeW keâer ÛeÛee&
keâer pee jner nw, pees Gvekeâer keâueelcekeâ henuegDeeW keâes
mecePeves ceW meneÙelee Øeoeve keâjsieer~

meble keâyeerj Deheves DevegÙeeefÙeÙeeW kesâ meeLe :

Ùen jsKeebkeâve meerefheÙee jbie ceW kegâÚ jbie kesâ Oeyyees
kesâ meeLe efÛeef$ele efkeâÙee ieÙee nw leLee efÛe$e ceW Ûesnjs kesâ
Yeeke keâesceue Deewj mebkesoveMeerue nQ~ Fme mebÙeespeve ceW
meble keâyeerj Deheveer kegâefšÙee kesâ yeenj Oeesleer henves oMee&Ùes
ieÙes nQ Deewj DevÙe oes Deeieblegkeâ pees cegefmuece Øeleerle nes
jns nw, peecee Deewj šesheer henves ngS nw~ keâyeerj Deheveer
Keeoer hej kÙemle nw~ DeleSke keâyeerj efnvogDeeW Deewj
cegmeueceeveeW kesâ meeLe Oeeefce&keâ ßeesleeDeeW Deewj ØekeÛeveeW kesâ
efueS peeves peeles Les~ (efÛe$e meb0-3)

Yeiekeeve efke<Ceg Deewj oskeer ue#ceer :

Fme jsKeebkeâve ceW Yeiekeeve efke<Ceg Deewj oskeer ue#ceer
keâes keâceue kesâ MeÙeveemeve hej yew"s ngS oMee&Ùee ieÙee nw
Skeb oskeer ue#ceer kesâ efÛe$e keâes nukesâ veejbieer jbie efÛeef$ele
efkeâÙee ieÙee nw~ (efÛe$e meb0-4)
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efve<keâ<e& :

GheÙe&gòeâ uesKe mes mhe<š nw efkeâ YeejleerÙe heejcheefjkeâ
ueIeg efÛe$ekeâuee ceW Yeer jsKeebkeâve keâe DeOÙeÙeve yengle
ienjeF& mes efkeâÙee ieÙee nw~ YeejleerÙe efÛe$ekeâuee ceW jsKee
keâe ØecegKe mLeeve nw~ leLee jsKeeDeeW Éeje ueIeg efÛe$ekeâuee
kesâ #es$e ceW Yeer efkeefYeVe ØeÙeesie efkeâS ieÙes~ efpemekeâe
heefjCeece nceW Yeejle kesâ heneÌ[er #es$eeW ceW efkekeâefmele nes
jner efkeefYeVe MewueerÙeeW ceW mhe<š ™he mes osKeves keâes efceuelee
nQ~ GoenjCe mke™he heeue Mewueer ke DeheYeÇbMe Mewveer kesâ
jsKeeDeeW ceW keâesceuelee keâe DeYeeke nw leLee efÛe$e keâesCeelcekeâ
ØeYeeke GlheVe keâjles nQ~ keneR cegieue ueIeg efÛe$eeW keâer jsKeeSB
yeejerkeâ meeheâ Deewj efueefhe keâer jsKeeDeeW pewmeer meceleguÙelee
jKeleer nw~ Fmeer ›eâce ceW Deiej jepemLeeveer Skeb heneÌ[er
Mewueer kesâ jsKeebkeâveeW keâe keCe&ve efkeâÙee peeS lees Fme MewueerÙeeW
keâer jsKeeSB keâesceue, yeejerkeâ, YeekehetCe& leLee ueÙeelcekeâ
nQ~ Fve MewueerÙeeW keâer jsKeeDeeW ceW ØekeenhetCe&lee kesâ meeLe
ner meeLe hebefòeâyeæ ieerleelcekeâ jsKeeDeeW keâer mhe<šlee keâes
Yeueer-Yeebefle DevegYetle efkeâÙee pee mekeâlee nw~ Dele: Fme
meceÙeekeefOe kesâ keâueekeâejeW ves Yeer jsKeebkeâve ceW mebØeYeglke
mLeeefhele keâjves kesâ efueS jsKeebkeâve DevegMeerueve keâer DeefvekeeÙe&lee
hej DeefOekeâ yeue efoÙee~ Fve MewueerÙeeW kesâ efÛe$ekeâejeW ves
Deheveer keâuee kesâ ceeOÙece mes Fme yeele hej peesj efoÙee
efkeâ jsKeeefÛe$eCe ceW efmeænòe nesves kesâ efueS OewÙe& Deewj
meleled mecehe&Ce keâer DeekeMÙekeâlee nesleer nw~ Dele: mhe<š
nw efkeâ heejcheefjkeâ MewueerÙeeW Skeb GheMewueerÙeeW keâer jsKeebkeâve

heæefle Deheveer-Deheveer KeeefmeÙele kesâ meeLe YeejleerÙe keâuee
hej Dehevee Demeerce ØeYeeke jKeleer nQ~
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Abstract :

Anita Desai’s selected novels serve as a lens through which to examine the role of
women in Indian society. It illustrates the significance of women in a variety of contexts,
including the home, the community, and the workplace. In almost every aspect of women’s
lives in Desai’s novels demonstrate how thegroups of women in India are entwined with
one another. She engages with the middle-class Indian woman, who is representative of
the great majority of Indian women, rather than fleeing the conventional world of Indian
women. She has written a great deal on Indian women today and the challenges they
encounter. She has also studied the obligations and responsibilities Indian women have
to society and to themselves. They are quite cognisant of themselves. For them, a mother
and a wife are insufficient; they need more. The search for female characters in Anita
Desai’s writings have been compared and contrasted on different view of points.

Keywords :

Feminist perspectives, women equality.
Introduction :

From past to present, women have been
the subject of numerous literary works. It
is difficult to overlook half of the popula-
tion in a time when everything is changing
and developing. English-language Indian
writers have also emerged from their “non-
attachment” shells and begun to recognise
the importance of Indian women in a cul-
ture dominated by men. The idea of Indian
women has changed dramatically through-
out the years and is as diverse as the nation
itself. India has experienced several trans-

formations, including from agrarian revo-
lution to cyber technology, from spiritual
supremacy to communal conflicts, from
captivity to independence, and from a
brilliant past to deterioration. The role of
the Indian woman has also changed from
that of deity to devadasi, from shakti to
abala and from homebound creature to a
professional outfit.

It is crucial to note that Indo-Anglian
fiction also consistently depicts the shift-
ing socioeconomic conditions of this tur-
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bulent century. It might be easy for those
who want to categorise Indian English
fiction to split it into two main groups: wri-
ters from before and after independence.
Her concept of the “nodal period” when
several Indian writers of English-language
fiction attempt to examine and manifest
Indian reality, is aptly matched with the
post-Independence era of recent Indian
history.Those authors attempt to bring
together the traditional outlook of the past
with the rapidly changing realities of
modern living conditions, but they lack the
dedication of the earlier era or even the
humorous narration of the middle class’s
struggles.

The authors of the post-Independence
era turn inward in this endeavour. They
attempt to assess the societal impact on
their characters’ psyches and become
increasingly psychologically prepared.
This shift from externally glaring realities
to internally complex issues found its
spokesperson in a number of female nove-
lists who, due to their unique circumstances,
have been able to observe Indian comple-
xities up close, where sensitive people are
subjected to limitations of many hues and
shades. Women authors’ fiction offers
perspectives, a plethora of knowledge, a
storehouse of meanings, and a topic for
conversation. Women’s issues have gained
attention, and female writers concentrate
on them. Such topics have been covered
in a number of English-language creative
works by authors such as Nayantara Sehgal,
Shashi Deshpande and Shobha De.

Anita Desai is one of the various voices
of contemporary Indian English fiction
among the myriad hues and colours of women
novelists. She documents the problems that

people encounter in the metropolitan envi-
ronment of India. Her 1963 book Cry The
Peacock ushers in a new era of psycholo-
gical realism in this genre. Similar to Kamala
Markandaya, Anita Desai has made
human relationships the focal point of her
creative work. With female characters ser-
ving as the primary protagonists, she is
primarily interested in the journey that her
characters take. Therefore, the suffering
of living in a conservative, male-dominated,
and hostile culture is a recurring theme in
her writings.

Though their approaches differ, con-
temporary women writers have similar
subject concerns. They are all chroniclers
of the conflict that has arisen since India
became a developing country. A conflict
between tradition and modernity can also
be found. Women who are conventional
in their lifestyle yet have a modern perspe-
ctive and the ability to maintain their
individuality are described in the novels
written by women authors. The supremacy
of the traditional social fabric, where the
individual finds his weakness, clashes
with awakened individuals.Anita Desai
has looked for fresh ways to express the
recently discovered inner and exterior reality.
In order to capture the eddies and currents
in her characters’ stream of consciousness,
she has employed a style that is flexible
and suggestive enough to portray the fever
and anxiety.

The interplay of thoughts, feelings and
emotions is reflected in language, syntax
and imagery for her, “it is depth which is
interesting, delving deeper and deeper in
a character, a situation or a scene, rather
than going round about it”. (Jain: “Inter-
view with Anita Desai” P. 68) Anita Desai
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attempts to introduce a contemporary psy-
chological vein that is typically absent from
other Indo-Anglian fiction writers by captu-
ring psychological realism as intensified
impressionism. She conveys an intimate
expression of her characters’ inner worlds
by making the setting less important than
the characters. “Facing, single handed, the
ferocious assaults of existence,” she writes
of her characters. For her, the plot is signifi-
cant mainly because it captures her charac-
ters’ obsessions. Lesser scene and people
are based on real life, according to Anita
Desai’s interview, although lesser characters
and events are either wholly fictional or a
combination of multiple persons and inci-
dents. Virginia Woolf, who likewise pene-
trated the characters’ thoughts and showed
little regard for the actual outside action,
is closely compared to Anita Desai. Similar
to the works of Virginia Woolf and James
Joyce, Desai’s novels focus on human nature
and relationships. Existential tones control
the main theme of Anita Desai’s novels,
which is the interaction between a man
and a woman.

Alienation, despair, dissatisfaction,
anxiety and the emotional life of the indi-
vidual are the primary topics that existen-
tialists address. Desai addresses these
issues as well because she studies the
“emotional life” of individuals and is inte-
rested in the “human condition.” Her main
focus is on the extremely sensitive spouses
and the depressing, heartless, thoughtless,
poorly picked husbands. She has chosen
to depict multiple subjects simultaneously
in her novels, and these themes appear to
repeat in each one. She typically introdu-
ces sensitive and dissimilar characters at
the beginning of her novels.

They become rebels because they are
unable to follow the prevailing trend. They
consequently isolate themselves and lead
a solitary existence on their own islands.
These folks begin to obsess over their life
because they are sensitive. In the end, they
either reach a new insight or recognise the
truth or reality from which they had attem-
pted to flee. However, in some books, cha-
racters are unable to deal with reality and
seek solace in murdering themselves or
other people. As a result, her subjects often
diverge from those of other authors. Every
element blends into the others, and occasi-
onally several themes are interwoven.
Using these themes as a foundation the
writer is able to build up the characters
into significant whole.

In her 1965 second book, Voices in
the City, Anita Desai focusses on the impact
of Calcutta on the three family members
rather than the city’s physical features. The
four portions of the book are called
“Nirode”, “Monisha”, “Amla” and “Mother.”
The personalities mentioned in the title are
the focus of each of these parts. ‘Nirode’,
the opening segment, discusses Nirode’s
mental turmoil and isolation. He is an artist
who is having difficulties in both his life
and his art. He launches a magazine called
Voice, but he is dissatisfied with its perfor-
mance and eventually sells it.

In this book, Anita Desai explores the
issue of connections and alienation. In
Clear Light of Day, she herself states,
“about time as a destroyer, as a preserver,
and about what time does to people,” time
plays a significant role in the book. In the
book, she makes it apparent that although
time goes by, nothing changes-except for
the pattern. The four Das children-Bim,
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Tara, Raja, and Baba-are the focus of the
family drama Clear Light of Day. The narra-
tive is told from the perspective of the book’s
protagonist, Bim.

Their mother passes away from diabe-
tes, and Bim and Tara are sisters. The parents
lived a hectic life playing cards and had no
time for their kids. Bim must take up the
responsibilities of her sister and brothers.
She educates and marries her siblings,
giving up her life for them. She also assumes
responsibility for the deteriorating house,
her elderly aunt Mira Masi and her brother
Baba, who has a mental disability. Tara
travels overseas after marrying Bakul, a
foreign ambassador. Raja also departs
from Bim and his home to see Hyder Ali
in Hyerabad. He settles there after marry-
ing his daughter. Bim feels abandoned and
hurt by everyone.She can’t accept Tara and
Raja. Bim declines to travel to Hyderabad
for Raja’s daughter’s wedding. She consi-
ders sending Baba to the wedding out of
rage, but she quickly realises her error. She
eventually admits her frailty and expresses
regret for what she did to Raja, Baba, and
Tara. She matures to forgive everyone after
realising the truth in Clear Light of Day.

Women have been shifted from various
life stages and the novelist pays close atten-
tion to the woman’s emotional responses
during these encounters. Since she accura-
tely portrays Indian culture’s issues, ambi-
guities, complexities, and paradoxes, she
may be said to as its spokeswoman. She is
skilled at portraying how women respond
to various situations, such as the husband’s
disinterest, the in-laws’ mistreatment, or
the parents’ apathy. Because of her tenacious
spirit and willingness to make concessions,
she portrays the Indian woman as a fighter,

a victim, a survivor, a courageous woman,
and ultimately a winner in her later novels.

The works of Anita Desai have a direct
bearing on societal reality. New family
customs and social realities are linked, and
a girl may find it challenging to cope with
these situations. However, Anita Desai
does not dwell on social issues like other
people do. She delves further into the fac-
tors that influence a woman’s development
in this patriarchal, male-dominated envi-
ronment. Without claiming to be a social
reformer, she investigates social reality
from a psychological perspective. Her
novels explore the inner lives of humans,
and she is skilled at describing small details
that are typically overlooked.

It is a disorder that causes mental insta-
bility, extreme depression, and feelings of
inadequacy and pessimism that make it
difficult to stay interested in life. The same
is true of Anita Desai’s female characters,
who struggle with rejection, despair, and
frustration. They enjoy privacy and solitude.
The despair and oppression of these highly
introverted female characters who are
unable to express their feelings are Anita
Desai’s concerns. As in Cry, the Peacock,
moving from one pit of despair and depre-
ssion toanother, Sita’s feeling of hopeless-
ness and dejection is depicted by: “All
order is gone out of my life. There is no
plan, no peace, nothing to keep me within
the pattern of familiar everyday life.” (79)

There is a significant dispute, quarrel,
or ongoing conflict between the sexes.
Conflict is evident after marriage when
men do not act in a way that meets women’s
expectations and vice versa. When Sita
chooses to travel to the island while preg-
nant, her husband becomes agitated in
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Where Shall We Go this Summer? He says
“Not much longer to go now, Sita, it’ll
soon be over. You are doing a blunder.”
(Anita Desai : 1975; P. 21) But she wasn’t
ready to listen and in frustration she says
“I am trying to escape from the madness
here, escape to a place where it might be
possible to be sane again.” (Anita Desai:
1975 : P. 23)

One of the main causes of marital dis-
cord in Anita Desai’s novels was isolation.
Isolation functions on both a mental and
physical level in the novels. A woman may
experience physical isolation if she is
alone in her home and no one is available
to take care of her, and emotional isolation
if she believes her husband does not value
her. Custody, the absence of unity between
Deven and Sarla is the issue. She anticipa-
tes that her spouse will continue to be res-
ponsible for her care. Their temperaments
are so different that they rarely spend time
together. Sarla suffers from mental trauma
and leads a solitary existence as a result
of this isolation.

A major theme in Anita Desai’s wri-
tings is the alienation between husband
and wife that results from a lack of commu-
nication and erratic inappropriateness. The
love and unity of strength that Anita Desai’s
women recognise as the solution to the
world’s problems are what they yearn for.
Isolation and separation are inevitable
outcomes of their unwillingness to give up
and their inability to accept their partner’s
viewpoint. Because of their inability to
communicate, Sita finds herself estranged
from her husband, just like in Where Shall
We Go This Summer? She is still a forgo-
tten figure. She constructs her own universe
and populates it with incredibly sensitive

creatures. Lack of understanding on the
part of her husband, and incapacity in
them both to strike a sympathetic chord
between each other leads to discord.

Conclusion :

Women’s status in modern India is a
bit of a conundrum. On the one hand, she
is at the pinnacle of achievement, but on
the other hand, she is oblivious to the vio-
lence perpetrated against her by her own
family members. Women in current times
have accomplished far more than women
in the past, yet they have still travelled a
long way. Their route is littered with stum-
bling stones. The women have left the safe
haven of their homes and are now fully
equipped with their abilities on the battle-
field of life. They had proven their worth.
However, they have yet to receive their
dues in India. Their novels seem to have a
repeating topic of marital strife. Marriage
does not appear to provide them with a
remedy, but rather exacerbates their pre-
dicament. Anita Desai’s early works are
mostly about man-woman relationships,
and she depicts the predicament of modern
women in a male-dominated society, as
well as their destruction at the altar of
marriage. According to Anita Desai, the
majority of marriages end in incompatibi-
lity, despite the fact that there are a variety
of reasons for this. A certain sequence and
pattern may be found if one reads her
novels in chronological order. Her novels’
titles themselves are meaningful and hint
at this trend. The prior chapters have gone
into great detail about this. They lose their
ability to reason. Desai’s female characters
reflect life’s hardships, with more females
attempting suicide in the end. Women
require life independence and solutions to
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all of their problems. Desai portrays the
entire chapter as a novel psychological
trick. Thus, it is identified that the majority
of Desai’s novels, which have a female
protagonist, explore the psychological
problems.
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Abstract :

Rhythm is an omnipresent element in human creativity, serving as both a structural
and expressive foundation across artistic disciplines. While its role is deeply studied
within music and dance, its application extends into other Kalās in traditional Indian
arts, that employ rhythm in nuanced, context-specific ways. This study investigates the
manifestation of rhythm in multiple art forms, including Carnatic and Hindustani music,
Bharatanatyam, Kathak, Kerala percussion ensembles, and selected performative
practices among the 64 Kalâs. Drawing on scholarly literature from ethnomusicology,
performance studies, and biomechanics, the paper examines rhythmic organisation in
oral percussion systems like Konnakol, metric layering in Hindustani improvisation,
choreographic translation in classical dance, and cyclical progression in temple
percussion traditions. A minor yet significant focus is given to the 64 Kalās, wherein
rhythm functions as an organisational principle beyond performance, influencing
architecture, sculpture, poetry and martial practices. The findings suggest that rhythm
operates simultaneously as a technical framework, and a cultural semiotic code, uniting
seemingly disparate art forms under a shared temporal logic. This interdisciplinary
analysis highlights rhythm as a connective aesthetic force with applications across
traditional and contemporary creative domains.

Keywords :

Rhythm, Indian classical arts, Konnakol, Bharatanatyam, 64 Kalās.

Introduction :

Rhythm constitutes one of the most
fundamental elements in the arts, serving as
both a temporal and structural framework
for performance and expression. In the

Indian cultural context, rhythm (tāla or
laya) operates not only in music and dance
but also in a variety of traditional practices,
from poetry to martial arts. Within classi-
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cal Indian epistemology, the 64 Kalās has
been enumerated in treatises such as the
Nā.tyaśāstra which represents a holistic
spectrum of human creativity, where
rhythm appears both overtly in performa-
tive forms and subtly in non-performative
disciplines.

While much scholarship addresses
rhythm within single art forms, such as
the metric complexity of Carnatic Konnakōl
(Nelson, 2008) or improvisational timing
in Hindustani music (Bhake, Rao, & Anand,
2025), there is less attention to rhythm as
an interdisciplinary phenomenon spanning
multiple Kalās. This paper seeks to address
that gap by investigating rhythm’s functional
diversity as a codified structure, a perfor-
mative device, and a cultural connector
across arts. The study will focus on selected
representative forms where rhythm is not
merely supportive but intrinsic to the
creative process.

Literature Review :

Rhythmic Codification in Carnatic

Tradition :

Carnatic music provides one of the
most elaborate systems of rhythmic organi-
sation in the world. Nelson (2008) presents
Solkattu and Konnakōl as oral percussion
languages that codify complex rhythmic
structures into syllabic patterns. These
systems not only serve as pedagogical
tools but also facilitate improvisation and
composition.

Reindl (2023) extends this discussion
by noting that Western composers have
adopted Indian rhythmic principles to
expand their temporal palettes. Such inter-
cultural adaptation highlights rhythm’s
universal appeal and adaptability.

Technological Approaches to Dance

Rhythm :

Recent work by Mallick, Das and
Majumdar (2020) explores computational
detection of beats in Bharatanatyam using
speech recognition algorithms. Their
findings underscore that Bharatanatyam’s
footwork (a.davus) integrates rhythm as an
inseparable component of movement
vocabulary, with beat precision central to
choreographic integrity.

Expressive Timing in Hindustani Music :

Bhake, Rao and Anand (2025) analyse
expressive timing in Hindustani vocal per-
formance, showing how deviations from
the metronomic beat create tension and
release, deepening emotional engagement.
Their research underscores that rhythm is
not merely mechanical but an expressive
dimension that interacts dynamically with
melody.

Biomechanics of Dance Footwork :

Bhalerao and Gharote (2024) investi-
gate postural deviations in female Kathak
dancers, linking rhythmic foot patterns
(tatkār) with biomechanical strain. Their
work demonstrates that rhythm has physio-
logical consequences, influencing performer
health and longevity.

Cyclical Rhythm in Kerala Percussion

Traditions :

Kerala’s percussion ensembles, such
as Panchari Melam, offer a contrasting
example of large-scale rhythmic archi-
tecture (Kerala Tourism, 2011; Killius,
2019). These traditions involve a prog-
ressive acceleration of tempo within fixed
cyclic structures, creating both auditory
and kinaesthetic climaxes in temple
festivals.
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Analysis and Discussion :

Rhythm as an Organising Principle in

Performative Kalās :

Across classical dance forms, rhythm
determines not only the timing of steps but
also the architecture of choreography. In
Bharatanatyam, rhythmic structures (tāla)
dictate the arrangement of a.davus into
jathis, linking movement phrases to musical
cycles (Mallick et al., 2020). In Kathak,
the tatkār exemplifies how rhythm is both
an auditory and visual component, with
footwork producing percussive sound that
interacts with accompanying instruments
(Bhalerao & Gharote, 2024).

In Hindustani vocal music, rhythm
manifests through layakari which is the
manipulation of speed and subdivision
within a metric cycle, allowing performers
to weave rhythmic counterpoints against
the underlying tāla (Bhake et al., 2025).
Similarly, in Carnatic Konnakol, verbalised
percussion patterns serve as both perfor-
mance and notation, enabling intricate rhy-
thmic dialogues between artists (Nelson,
2008).

Rhythm in Non-Performative Kalās :

Although rhythm is most visible in
music and dance, it also appears in Kalās
such as architecture, poetry, and martial
arts. Temple architecture in Kerala and
Tamil Nadu employs rhythmic repetition
in structural motifs, creating a sense of
temporal flow in visual space. In poetry,
metre functions as a rhythmic scaffold for
language, paralleling tāla in music. Martial
arts like Kalaripayammu incorporate
sequences of movements executed in time
with rhythmic breathing, demonstrating a
kinesthetic form of temporal regulation.

Cultural Semiotics of Rhythm :

Rhythm also operates as a cultural
signifier. In Kerala’s Panchari Melam, the
gradual acceleration from a slow vilambit
pace to a fast climax symbolises the intensi-
fication of devotional energy (Killius,
2019). In Bharatanatyam, the juxtaposition
of rhythmic precision with expressive ges-
ture (abhinaya) creates layered narratives
that embody cultural and spiritual ideals.

Interdisciplinary Resonances :

When examined across multiple Kalās,
rhythm emerges as a unifying principle.
It is a mnemonic device in oral traditions
(Nelson, 2008), an aesthetic strategy in
choreography (Mallick et al., 2020), a phy-
siological influence on performers (Bha-
lerao & Gharote, 2024), and a symbolic
element in ritual contexts (Kerala Tourism,
2011). This convergence suggests that
rhythm is not merely an artistic technique
but a cognitive and cultural framework.

Conclusion :

Rhythm permeates diverse Indian art
forms, serving as a connective tissue bet-
ween seemingly unrelated practices. While
its technical manifestations vary from the
syllabic articulation of Konnakol to the
accelerating crescendos of Panchari Melam
and its underlying function remains con-
sistent: to structure time, embody cultural
meaning, and engage audiences through
patterned expectation. The minor presence
of rhythm within the broader spectrum of
the 64 Kalās underscores its adaptability
beyond strictly performative contexts, inf-
luencing spatial, linguistic and kinetic arts.
Future research may explore modern inter-
disciplinary practices, such as multimedia
performance that can draw from these
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traditional rhythmic frameworks to create
new hybrid forms.
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Abstract :

Predominantly well known as an icon of ‘Bhakti’, devotion, the sixteenth century
woman poetess of India, Meerabai stands extraordinary celebrated till today. Born as
a beautiful princess during 1555 or 1573 (approximately) in a village named Merta of
Rajasthan in the royal family of Rathores, Meera was a single child of her parents. As
a customary with royal families, she was well trained in music, archery, martial arts,
knowledge of scriptures, horseback riding, driving chariots and also to wield weapons
in case of war.
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The seeds of Divine romance with
Lord Krishna germinated right from her
childhood, when Meera was three years
old girl, a wandering Sadhu came to her
family home and gifted a doll of Sri Krishna
to her father, Raja Ratan Singh Rathore.
Incidentally, the Rathores were great devo-
tees of Lord Vishu. Her father was not
willing to hand over the doll of Krishna
to her, he thought she would not appreciate
it, as a piece of play or sport or toy in this
tender age where children likely are thrilled
with amusements and mere toys. But,

small Meera refused to eat untill the doll
of Krishna was handed over to her. She
was found to be extremely joyfull and
contented holding the doll of Krishna.
Apart from the Rishikas of the Vedic Age,
this was perhaps the first time during the
sixteenth century - one heard a woman
speak. Many of Kabir’s verses, creations,
of longing are voiced as if by a woman
waiting for her faraway lover, the same
applies in the poetry of Soordas. By assum-
ing the female role, these male poets culti-
vated the capacity for the intense emotion
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that they and their culture supposed to be
the particular province of women and also
the sense of homebound captivity that
produced it. In India, images of womanhood
has a constrast to this one of Meerabai’s -
it applies the title Power (sakti) to many
of its goddesses and it recognizes that human
women can be far more threatening to the
men in their lives than their position in
society would imply, but the image of the
tenacious woman whose strength is
learned in love and suffering was the one
that seemed most relevant to the religious
needs of male figures in the Bhakti world.

Vedanta in the Advaita way states,
“Ayam Atma Brahman”- the soul is Brahman,
the Absolute consciousness. It is devoid
of sex where a mere human body of a man
or a woman has no existence. This is the
primary angle of Vedanta, which rotates
in Saint Meerabai’s entire life, personality
and work. For her, womanhood before
God was no religious factor, but a total
identity. Her verses, songs transports her
to a different level in the eyes of those who
look upon her as an ordinary woman.
Though, the yearning, longing towards the
Krishna -Bhakti part relates as the love,
devotion of the ‘Gopis’ yet, Meerabai’s
appeal throws a fearless light as one with
Krishna and not as a ‘Gopi’, a ‘woman’
craving for her lover only. This fearless
approach of Meerabai touches the Vedan-
tic aspect of ‘ABHI’-fearlessness, straight
as a soul-‘Atma’, not a woman body of
flesh and blood of the sixteenth century
India.

Meerabai sings :

‘‘jeCee peer ceeves yeoveeceer }ies ceer"er, keâesF&
efveboe keâesF& efyevee, Ûe}tBieer Ûee} Devet"er''

Glorifying the virtues of Krishna, she
turned to a soul embedded in deep bhakti
and devotion. Attaining to the Supreme
divine was the sole goal and highest aim
of her life in context of the ‘Jivatma’ (a
living body of a human or a creature) and
‘Paramatma’ (the Supreme consciousness
according to Vedanta), the relationship of
Meerabai with Krishna is similar to a worl-
dly soul with constant yearning towards
the Supreme in the path of Yoga and unifi-
cation of the Divine and human spirit. Her
inner eyes forever fixed on the path intensely
awaiting for Him (Krishna), constantly
praising His glories-Saint Meerabai turned
out to be the apex figure in the world of
‘Bhakti’ and Vedanta in true sense. To
achieve her ultimate goal, unification with
Krishna, she had to face tremendous hurd-
les, most often curses, mockery from her
in-laws, common people of her society, yet
she stood upright with her own convictions,
her ethical principles for which, sometimes
found herself caught among controversies,
severe power struggles. One such striking
incident in Vrindavan was Meerabai’s inte-
raction with Jiva Goswami, the disciple
of Mahaprabhu Shri Chaitanya, which
depicts her extraordinary courage and total
disregard of gender discrimination in a
light of Vedanta. It happened as such as ,
Jiva Goswami refused to come and meet
her because she was a woman by birth.
Fearlessly, Meerabai conveyed him through
a written note, her belief that there lived
only one ‘Purusha’(a male) who was none
other than Giridharilal-Krishna, Himself,
in Vrindavan , rest all others are ‘Gopis’
(female devotees addressed as Gopis). She
threw an open challenge towards the great
Jiva Goswami, who himself was/is an ico-
nic figure among Krishna devotees, that
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if he truly believed himself to be a Purusha
and not a Gopi, he should immediately
leave the holy Vrindavan. Finding Meera-
bai’s stunning message, Jiva Goswami
realised what actually she meant in terms
of Bhakti towards Krishna. He bowed
down in front of Saint Meerabai with high
regard and admiration.

Meerabai sings :

‘‘cesjs lees efiejOej ieeshee} ogmejes ve keâesF&....''

The core concept of Advaita Vedanta
lies in- “Brahma Satya Jagat Mithya”-only
Brahman is real, the truth, the world is
false. Saint Meerabai proved this through
her entire life and footsteps as an insepa-
rable entity from Lord Krishna. Each and
every worldly situation, person, hurdles
came to her turned to be negligible in front
of her worship, love towards Krishna. She
became one with the Supreme being, trans-
cendental state of bliss-Satchidananda-
Existence, Knowledge and Bliss. Never
content with the family that marriage had
given her, Princess Meera proceeded to
replace it with another-the company of the
saints (sadhu sang) who were attached
deeply with Krishna and Bhakti. Her sister-
in-law tried to dissuade her from associa-
ting with wandering sadhus, tried numerous
ways to detach from her holy associates,
also persuaded her to drink a cup of poison,
which she gladly accepted as a nectar. The
poison turned to be a blessing indeed-”as
an immortal liquid from His feet”. This is
one of the central event in Meerabai’s heroic
life which reflects her Vedantic persona-
lity. Her path of extreme surrender to Kri-
shna, her ideal deity, leads as a spiritual,
philosophical , self inquiry in the Vedantic
aspect, totally devoid of worldly pleasures,
mundane happenings-standing erect as an

enlightened, illumined soul of conscious-
ness.

Pure love was Saint Meerabai’s wea-
pon and light. This pure love was intense.
A constant yearning for Krishna which
made her absorbed fully in Krishna cons-
ciousness. A state of a human body with
no worldly agony, fear, expectations-only
pure existence of immortal bliss. With
severe longing for Krishna, Meerabai
sings :

‘‘S jer ceQ lees Øesce oerkeeveer, cesjes oo& ve
peeves keâesS....''

According to the core principles of
Dvaita Vedanta, Reality consists of two
fundamentally different entities: Ishvara
(God)- Supreme, independent and perfect
(identified with Vishnu or Narayana) and
Jiva (Individual Soul)- Dependent, distinct
and eternally separate from God. God and
soul are eternally distinct- there is never a
time when they are or can become one.
Jiva (Soul) are numerous, individual and
eternal. They differ in nature, status and
destiny . Liberation (moksha) is not merging
with God, but living in His presence and
enjoying bliss through devotional service
(bhakti). Bhakti (Devotion) is the primary
path to liberation. Knowledge and good
conduct are important but secondary to
devotion. Dvaita Vedanta accepts the autho-
rity of the Vedas, Upanishads, Bhagavad
Gita, and Brahma Sutras, but interprets
them in a dualistic way. This feature of
Dvaita Vedanta lies densely in Saint Meera-
bai’s entire life, work and personality. As
a North Indian custom decrees of marriage,
particularly a girl’s marriage at an early
age, since the girl is ever expected to regard
her husband’s family as her own, Meera-
bai’s struggles with her husband and his
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family essentially occupied her entire life.
The problem was desperately simple. Ever
she was a little girl, she knew perfectly
well whom she wanted to have for her
husband - Krishna - and no earthly man
could complete. Her countless poems,
verses, rotate around Shri Krishna Girdhar,
Bansiwala, Madan Mohan, Sanwara,
Shyam, Murliwale - the one and only
‘Purusha’, whom she heartily accepts as
her husband - a path of worship, sadhana
through purest love in the arena of Dvaita
Vedanta. The final journey in Meerabai’s
life took her in the opposite direction from
her native Rajasthan towards the western
part of India, to a great temple of Krishna
in Dwaraka, on the shores of the Arabian
sea, to serve her Lord once again.

Viewing in the lens of Vedanta, the
school of Indian philosophy based on the
Upanishads, Brahma Sutras and Bhagavad
Gita-Brahman is the ultimate reality, infi-
nite, eternal, formless, changeless and the
source of all that exists. The individual

soul (Atman) is not different from the uni-
versal soul (Brahman). Realization of this
unity is the goal of Vedanta. The pheno-
menal world appears real but is ultimately
an illusion; it hides the underlying unity
of Brahman. Not knowing one’s true nature
as Brahman leads to ego, attachment and
the cycle of birth and death (samsara).
Freedom is attained through the realization
of one’s true nature as Brahman, beyond
body and mind. The path to realization
involves–inquiry into the Self through
study, reasoning, and meditation. Bhakti
Yoga (Path of devotion)–surrender to God
as a means to purify the heart and realize
unity. Karma Yoga (Path of selfless action)
– performing duty without attachment to
results. Saint Meerabai’s each and every
action, step absolutely matches the Vedantic
philosophy-complete surrender as a devotee,
lover, performing each and every task self-
lessly, unattached to the worldly matters,
affairs false emotions, a communion - Yoga
with her deity, Lord Krishna.
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OeÇgheo ceW [eiej keeCeer keâer Yetefcekeâe – Skeâ Dekeueeskeâve

meercee kegâceejer [e@Ê oerefhle yebmeue
MeesOe Úe$ee MeesOe efveosMekeâ,
mebieerle Skeb ueefuele keâuee mebkeâeÙe SmeesefmeSš Øeesheâmej,
efouueer efkeÕeefkeÅeeueÙe, efouueer mebieerle efJeYeeie, oewuele jece keâe@uespe

efouueer efkeÕeefkeÅeeueÙe, efouueer

meejebMe :

OeÇgheo Yeejle keâer meyemes ØeeÛeerve ieeÙeve Mewueer nw~ Fmekeâer Glheefòe heefke$e mebmke=âle «evLe meecekeso keâer pehe Mewueer
ceW efveefnle nw, efpemeces veeo Ùeesie keâe kesâbõerÙe lelke nw~ OeÇgheo keâe ØeejbYe cebefojeW mes ceevee peelee nw~ DeeOÙeeflcekeâ
efkeMes<elee Fmekeâer Keeme yeele nw~ Fmekeâe cenlke jeie kesâ ØemlegleerkeâjCe kesâ DevegMeemeve ceW nw~ Ùen ueÙe hej efkeMes<e
OÙeeve kesâ meeLe keerj, Yeefòeâ Deewj yengle ner DeefYekÙebpeve Mewueer nw~ meceÙe kesâ meeLe-meeLe OeÇgheo ceW efkeMes<e efYeVeleeDeeW
kesâ keâejCe keeefCeÙeeW keâe pevce ngDee~ OeÇgheo keâer Ûeej keeefCeÙeeeB ieesjnej, Keb[ej, veewnej Deewj [eiejkeeCeer nw~
kele&ceeve ceW ieesjnej Deewj [eiejkeeCeer ner ØeÛeej ceW nw~ ØelÙeskeâ keeCeer ceW Ssmeer ceneve efkeYetefleÙeeeB ngF& nQ, efpevneWves
Deheveer mebieerle meeOevee mes Deheves keeCeer Deewj mebieerle keâes ieewjkeeefvkele keâjves ceW efkeMes<e Yetefcekeâe efveYeeF& nw, efpeveceW
[eiejkeeCeer efkeMes<e mLeeve jKelee nw~ Øemlegle MeesOe he$e Éeje OeÇgheo ceW [eiejkeeCeer keâer Yetefcekeâe hej ØekeâeMe [euee
ieÙee nw~

yeerpe Meyo :

YeejleerÙe Meem$eerÙe mebieerle, OeÇgheo, [eiejkeeCeer, ojyeej, ieeÙeveMewueer~

efke<eÙe ØekesMe :

ØeeÛeerve keâeue ceW OeÇgheo ceW mebmke=âle Mueeskeâ keâes
ieekeâj ner nceejs $e+ef<e cegefve YeieJeeve keâer DeejeOevee
efkeâÙee keâjles Les~ Fme Mewueer ceW OJeefve hej yeÇÿe mes mebJeeo
keâjleer nw~ Fmekeâer meeOevee meyemes keâef"ve ceeveer peeleer
nw~ ØeeÛeerve ØeyebOe ieeÙeve Mewueer mes ner OeÇgheo keâer Glheefòe
ceeveer peeleer nw~ ØeeÛeerve meceÙe ceW ‘meeueie Meg[' ØeyebOe
DeefOekeâ ØeÛeefuele Lee~ OeÇgheo ‘OeÇgJe' Deewj ‘heo' oes
MeyoeW kesâ cesue mes yevee nw~ efpemekeâe DeLe& nw- Dešue
efpemes yeouee veneR pee mekeâlee nw~ Gmes ner efJeæeveeW ves

OeÇgheo keâne nw~1 OeÇgheodkeâejeW kesâ efkeefMemš IejeveeW ceW
[eiej Iejeves keâer hejcheje ØeeÛeerve keâner peeleer nw~ [eiej
Iejeves keâer veeRJe yeeyej kesâ meceÙe ßeer efieefjOejveeLe heeb[sÙe
mes ngF& Leer~ Fvekesâ Øeheew$e ieöeOej Deewj %eeveOeej heeb[sÙe
efpevneWves Je=voeJeve kesâ mJeeceer nefjoeme peer mes mebieerle
keâer efMe#ee «enCe keâer~2 mkeeceer nefjoeme peer keâer hejbheje
keâes Deeies yeÌ{eves keeues cegKÙe OeÇgheodkeâejeW ceW yeeyee ieesheeueoeme
ØecegKe nw~ ieesheeueoeme keâes Gvekesâ meeLeer yeÇecnCeeW ves
yeefn<ke=âle keâj efoÙee Lee~ keäÙeeWefkeâ GvneWves efouueer kesâ
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cegÌieue yeeoMeen cegncceo Meen jbieerues Éeje OeÇgheo kesâ
Glke=â<š ØeoMe&ve kesâ efueS efoS ieS heeve keâes Ûeyee efueÙee
Lee~ Oece& heefjkele&ve kesâ yeeo ieesheeueoeme peer FceeceyekeäMe
[eiej kesâ veece mes Øeefmeæ nes ieS~3 Fvekesâ oes heg$e ngS
nwoj Keeb leLee yesnjece Keeb [eiej pees 18keeR Meleeyoer
kesâ GlejeOe& mes 19keeR Meleeyoer lekeâ kesâ Øeefmeæ OeÇgheodkeâej
ngS~ GVeerme heerefÌ{ÙeeW kesâ Fefleneme mes Ùes helee Ûeuelee nw
efkeâ [eiej hejbheje kesâ Gmleeo yesnjece Keeb keâer kegâMeue
osKe-jsKe ceW Deheveer peÌ[W ceÌpeyetle keâer~ yeeyee yesnjece
Keeb [eiej ves peÙehegj ceW Dehevee ieg®kegâue mLeeefHele efkeâÙee~
OeÇgheo ceW Gvekesâ ceneve Ùeesieoeve keâes meYeer mkeerkeâej keâjles
nQ~ Gmleeo heânercegöerve [eiej kesâ Devegmeej - ‘[eiej
yesnjeceKeeveer’ Yeer keânueeles nw~ yesnjece Keeb ves Deheves
peerkeve kesâ 120 meeue ieeÙekeâer keâer Megælee mLeeceefle keâjves
Deewj OeÇgheo kesâ meeLe KÙeeue keâes ueeskeâefØeÙe yeveeves ceW
efyeleeÙee~ kes Skeâ yesnlejerve efMe#ekeâ Les~ Gvekesâ efØeÙe efMe<ÙeeW
ceW DeeefueÙee-heâòet, ieesnkeâer yeeF&, keâeues Keeb Deewj Deyoguueen
Keeb Meeefceue Les~ Fvekeâer ce=lÙeg kesâ yeeo Gvekesâ yesšs Gmleeo

meöt Keeve GoÙehegj kesâ cegKÙe ojyeejer mebieerlekeâej yeves~
yesnjece Keeb kesâ heesles cegncceo peeve Keeb kesâ oes Øeefmeæ
yesšs Les- Gmleeo Ìpeefkeâ®öerve Keeb Deewj Gmleeo Deuueeåyebos
Keeb~4 20keeR heerÌ{er ceW meele [eiej ngS Deewj Gvekesâ kegâÚ
megefMeef#ele efMe<Ùe Fme mece=æ efkejemele keâes keâeheâer kegâMeuelee
mes Deeies ye{eÙee~ he©eYet<eCe mes mecceeefvele Gmleeo
Deceervegöerve [eiej ves Deheves yeÌ[s YeeF& vemeerj ceesF&vegöerve
[eiej kesâ meeLe efceuekeâj [eiej keeCeer keâes ve kesâkeue Yeejle
ceW yeefukeâ heefMÛece ceW Yeer ueeskeâefØeÙe yeveeÙee~ Ùes meerefveÙej
[eiej yeÇome& kesâ veece mes peeves peeles Les~ heefjkeej ceW
®õkeerCee kesâ Gmleeo ef]peÙee ceesF&vegöerve [eiej Deewj Gvekesâ
Úesšs YeeF& Gmleeo ef]peÙee heâjerogöerve [eiej ves OeÇgheo kesâbõ
Yeesheeue ceW ieg® kesâ ™he ceW Deveskeâ efMe<Ùe-efMe<ÙeeDeeW keâes
OeÇgheo keâer leeueerce oer leLee Ketye Øemeej-ØeÛeej efkeâÙee~
OeÇgheo ceW Ùes Gòece ieg® ngS leLee megj keâer yeejerefkeâÙeeW keâes
mecePeves Deewj mecePeeves ceW GvnW cenejLe neefmeue Leer~
Fvekeâe keânvee Lee efkeâ mkejeW kesâ DeeIeele kesâ hetke& mkejeW
keâe DeeYeeme nesvee ÛeeefnS~ Fvnesves OeÇgheo keâer efMe#ee
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osves ceW pees mebIe<e& efkeâÙee kees Gvekesâ efMe<ÙeeW ceW ØelÙe#e osKeves
keâes efceuelee nw~ ÛeÛesjs YeeFÙeeW ceW Gmleeo vemeerj Ìpener®öerve
leLee vemeerj heâwÙeeÌpegöerve pees petefveÙej [eiej yeÇome& kesâ veece
mes ueeskeâefØeÙe Les, Fvnesves Yeer OeÇgheo keâe DeÛÚs mes Øemeej–
ØeÛeej efkeâÙee~ Gmleeo heânercegöerve [eiej OeÇgheo kesâ ceneve
efkeÉeved leLee OeÇgheo kesâ mewOeebeflekeâ Deewj kÙeekeneefjkeâ henuegDeeW
kesâ ØeoMe&ve ceW yengle kegâMeue Les leLee Gmleeo ngmewve mewogöerve
[eiej Yeer Deeueehe Deewj OeÇgheo keâer YeekehetCe& Deewj ceOegj
Øemlegefle kesâ efueS peeves peeles Les~

kele&ceeve ceW Ûeej mebieerlekeâej [eiej Iejeves (heefjkeej)
kesâ nw- Gmleeo ef]peÙee ceesefnGöerve [eiej kesâ yesšs Gmleeo
ceesefn yeneGöerve [eiej pees ®õkeerCee keeove ceW yengle
kegâMeue nw~ Gmleeo heâwÙeeÌpegöerve kesâ yesšs Gmleeo heâwÙÙeepe
keeefmehegâöerve [eiej nw pees OeÇgheo kesâ DeefÉleerÙe keâueekeâej
nw Fvekesâ õgle Deeueehe keâes ueesieeW ceW yengle hemebo efkeâÙee
peelee nw~ Gmleeo ngmewve mewogöerve [eiej kesâ yesšs Deefvemegöerve
[eiej Deewj veeefheâmegöerve [eiej pees pegieueyeboer ØeoMe&ve
keâjles nQ~6 meb#eshe ceW keânW lees [eiej Iejeves kesâ OeÇgheodkeâejeW
leLee yeervekeâejeW keâer Ùen hejbheje Deepe Yeer OeÇgheo ieeÙekeâer
kesâ DeeOeej mlecYe kesâ ™he ceW YeejleerÙe mebieerle ceW Øeefleef‰le
nw~ nceejs hetke&peeW Éeje mebieerle kesâ efpeme DeeOÙeeeflcekeâ
he#e keâer mejenvee keâj mebieerle keâes cees#e Øeoeve keâjeves
keeueer keâuee keâne nw, Gmekeâe mepeerke efÛe$eCe ‘[eiej
Iejeves’ kesâ DeeueeheÛeejer Debie ceW KeeRÛee jnlee nw~

[eiej hejbheje keâer mebieerleelcekeâ efkeMes<eleeSB :

ØecegKe efkeMes<eleeSb : [eiej hejbheje ceW keâb" mebmkeâej
(Cultured Voice) yengle ner cenlkehetCe& nw~ Fme
hejbheje ceW Deeueehe hej efkeMes<e OÙeeve efoÙee peelee nw~
peye ßeeslee Deeueehe megveles nQ lees GvnW Skeâ Deueie ner
Deevebo keâer DevegYetefle nesleer nw~ Deeueehe keâes Skeâ-Skeâ
mkej-mebkeeo kesâ meeLe Øemlegle efkeâÙee peelee nw leLee megjeW
keâer yeejerefkeâÙeeW hes efkeMes<e OÙeeve efoÙee peelee nw~ Fve
meg#ce mkejeW keâe mener GheÙeesie keâjves kesâ efueS mebieerle ceW
keâeveeW keâes keâF& ke<eeX keâe ØeefMe#eCe uesvee heÌ[lee nw~

Gmleeo heâwÙeeÌpe keeefmehegâöerve [eiej peer kesâ Devegmeej–
OeÇgheo keâer [eiej keeCeer ceW ome mkej ue#eCe ceeves ieÙes
nQ– Deekeâej, [iej, Oegjve, cegjve, keâefchele, Deeboesefuele,
uenkeâ, iecekeâ, ngÌ[keâ, mhetâleea meeLe ner ceerÌ[ Deewj metle
Ùes yeejn hetCe& efmeOoeble keânueeles nw~ efkeâvleg OeÇgheo kesâ
cenlkehetCe& efmeOoeble ome nw~ ceerÌ[ Deewj megle KÙeeue ceW
Yeer yejlee peelee nw~

‘‘Deesce Devlejced lkeced lejve leejve lkeced DeVele nefj
– veejeÙeCe Deesce’’ Ùes Deueie–Deueie ef›eâÙeeDeeW kesâ Éeje
Deeueehe ceW yejlee peelee nw~ Deekeâej, meekeâej, veekeâej,
Gkeâej, Ùes ef›eâÙeeDeeW keâe Skeâ efmemšce nw~ leeueg, efpekne,
oblekÙe, Deew‰Ùe, cetOe&vÙe, veeefmekeâe, Devegveeefmekeâe, efvejbveeefmekeâe
Fvekesâ ØeÙeesie mes Ùes ieeÙes peeles nw~ Ùen hetje Skeâ kew%eeefvekeâ
lejerkeâe nw~7

Deekeâej [eiej hejbheje keâer ieeÙekeâer keâe ØecegKe Debie
nw~ DeekeeÌpe keâer menpe Glheefòe Deewj efkeMegæ Glheeove
Deekeâej mes ner mebYeke nw~ Fme hejbheje ceW leevehegjs keâer Denced
Yetefcekeâe nesleer nw leLee pÙeeoelej mebieerle meeOekeâ Deeheves
ieeÙeve ceW kesâkeue leevehegje leLee he]Keekepe Deewj keâYeer-
keâYeer ™õ keerCee ner ØeÙeesie ceW ueeles nw, DevÙe keeÅe Ùeb$e
keâe ØeÙeesie veneR kesâ yejeyej neslee nw~

Skeâ mkej mes ueÛekeâleer ngF& ieefle kesâ meeLe efkeâmeer
mkej lekeâ hengBÛevee [iej nw~ Oegjve, cegjve keâer peesÌ[er
Deejesn-Dekejesn ›eâce ceW ieeÙekeâ Éeje Øemlegle efkeâÙee peelee
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nw~ Ùes Guueeefmele leLee veeefcele iecekeâeW keâer lejn nesles
nw~ keâeqchele, Deeboesefuele iecekeâ ceW ceOÙe, õgle ueÙe ceW
Deejesnelcekeâ Dekejesnelcekeâ mLeeÙe keCe& kesâ Gueš-hegueš
ceW DeLekee Skeâ–Skeâ mkej kesâ hegvejeke=efòe iecekeâ keâe cebõ
mkej mes nesles ngS hegve: Gmeer mkej hej hengBÛeeves keâe
ØeÙeesie nw~ uenkeâ ceW meeBme keâe efkeMes<e yeue ØeÙeesie keâjkesâ
Skeâ uenj kesâ meceeve mkej–efkevÙeeme Petuelee nw~ mebieerle
jlveekeâj ceW kee|Cele ngeqcheâle iecekeâ kesâ meceeve ngokeâ keâes
mecePee peelee nw~ FmeceW ngce keâer Okeefve kesâ meeLe iecekeâ
ueer peeleer nw~ mheâte|le ceW õgleieefle ceW mkej mebÛejCe keâF&
mkej mecegoeÙe, Deuebkeâej, leeve Deeefo kesâ menejs uesles
nQ~ Gmleeo heâjerogöerve [eiej peer kesâ Devegmeej– [eiej
Iejeves kesâ efkeefMe<š OeÇgheo ieeÙekeâer MeŒeesòeâ hebÛe ieerefleÙeeW
ceW meeOeejveer ieerefle mes mecyebefOele nw pees Megæe, efYeVee,
ieew[er, yesmeje Fve Ûeej ieerefleÙeeW kesâ efceefßele ™he keâe
ØeceeCe nw~ ØeeÙe: [eiejeW Éeje iesÙe OeÇgheo jÛeveeDeeW keâe
meeefnlÙe Yeiekele ueeruee mes Deesle-Øeesle nw~ [eiej keeCeer
ceW ieeÙeve Deewj keerCee keeove ncesMee mes Skeâ-otmejs kesâ
hetjkeâ jnW nQ~ meYeer DeÛÚs keerCee keeokeâ (yeervekeâej)
DeÛÚer lejn mes ØeefMeef#ele ieeÙekeâ Les~ Gmleeo efÌpeÙee
ceesefnGöerve [eiej pees yeervekeâej Les, kes Skeâ yesnlejerve
ieeÙekeâ Yeer Les~8 Fme Øekeâej OeÇgheo ieeÙekeâer keâes peerefkele
jKeves ke Gmekesâ ØeÛeej ceW menÙeesieer [eiej Iejeves keâer osve
DeefÉleerÙe nw~

OeÇgheo ceW [eiej keeCeer keâer kegâÚ yebefoMeW :

1. jeie Yetheeueer (Ûeejleeue) :

mLeeF& : leeve leuekeej

leej keâer meerÌHeâj efueS efheâjle

iegefÌ[ Deheves ceveceeveer

peneB leneB efpelele hegâjle~

Debleje : megj keâceeve yeesue yeeve Úgšle peeW ner
ueeiele jerPele les ner meye peeveer efkeÅeeOej
Pegjle~~9

2. jeie De[evee (metueleeue) :

mLeeF& : efMeke efMeke efMeke, Mebkeâj Deeefooske
MecYet YeesueeveeLe, Ùeesieer ceneoske~

Debleje : ceneyeueer efMeke, Deeefo Deble efMeke
hetjve mekeâue keâepe, nj nj ceneoske~~10

3. jeie Denerj Yewjke (Oeceej) :

mLeeF& : Ûeuees meKeer ye=pejepe
peiele keâer ueepe meeW veneR keâepe keâjs nes~

Debleje : keâesF& keâns ieesMeece kesâ ef[ie ieF&
peeng eflen osKe Deesj keâneB keâjs nes~~

Øeefmeæ meerefveÙej [eiej yebOeg Éeje ieeÙee ieÙee jeie
ceeuekeâeQme ceW Ûeejleeue ceW yebefoMe :

4. hetpeve Ûeueer ceneoske Ûevõkeoveer ce=ieveÙeveer
nbmeieceveerheejkeleer~

keâj De«e Leeue efueS heg<heeW kesâ iegLes nej cegKe
efoÙeje pejeÙe oskeve ceW ceneoske~~

efve<keâ<e& :

YeejleerÙe Meem$eerÙe mebieerle ceW OeÇgheo mes ner meYeer
ieeÙeve Mewueer keâer Glheefòe ngF& nw~ OeÇgheo ieeÙeve ceW Skeâ
kesâbõerÙe DekeOeejCee veeo Ùeesie keâe DeYÙeeme nw~ [eiejkeeCeer
ceW jeie keâes Skeâ kÙeefòeâlke ceeve kesâ ieeÙee peelee nw~
efmehe&â yebefoMeeW keâe ieeve vener efkeâÙee peelee yeefukeâ Deeueehe
kesâ nj mkej hes OÙeeve efoÙee peelee nw~ Deeueehe ceW mkejeW
hes ner meyemes pÙeeoe OÙeeve efoÙee peelee nw~ kegâÚ ke<eeX ceW
OeÇgheo ves ve kesâkeue Yeejle ceW yeefukeâ Devleje&<š^erÙe cebÛe
hej Yeer peesjoej keehemeer keâer nw~ kele&ceeve meceÙe ceW OeÇgheo
ceW [eiej hejbheje kesâ keâF& keâueekeâej Fme Mewueer keâes Deeies
ues pee jns nw~ efpeveceW hebef[le $e+eqlkekeâ meevÙeeue, he©eßeer
iegbosÛee yevOeg, he©eßeer keeefmehegâöerve [eiej, hebef[le GoÙe
Yekeeuekeâj, hebef[le efvecee&ue [s FlÙeeefo cegKÙe ™he mes
ØeÛeefuele nQ~
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meboYe& metÛeer :

1. Mecee& [e@Ê Deveerlee, øeeÛeerve mebieereflekeâ hejchejeSb SJeb
OeÇgheo Mewueer Skeâ DeOÙeÙeve, mebpeÙe ØekeâeMeve veF& efouueer,
2004 he=Ê mebÊ-1

2. kegâjwMeer ngceje, [eiej Je OeÇgheo, efveÙeesieer yegkeäme veF&
efouueer, 2019 he=Ê mebÊ-27

3. mevÙeeue [e@Ê $e+eqlJekeâ, OeÇgheo keâer [eiej hejbheje,
dhrupad annual vol-1, 1986 he=Ê mebÊ-49

4. mebieerle OeÇgheo- Oeceej Debkeâ peveJejer-1964, he=ÊmebÊ-144

5. lewuebie [e@Ê ceOegYeó, OeÇgJeheo ieeÙeve hejbheje, peJeenj
keâuee kesâbõ peÙehegj, 1995 he=Ê mebÊ-52

6. mevÙeeue [e@Ê $e+eqlJekeâ, [eiej hejbheje, Decesefjkeâe keâe OeÇgheo
mebieerle mebmLeeve, 2022

7. yebOeg iegbosÛee, megvelee nw ieg® %eeveer, cebpegue heefyueefMebie
neGme Yeesheeue, 2019 he=Ê mebÊ-11

8. mevÙeeue [e@Ê $e+eqlJekeâ, [eiej hejbheje, Decesefjkeâe keâe
OeÇgheo mebieerle mebmLeeve, 2022

9. ye=nmheefle DeeÛeeÙe&, OeÇgheo Deewj Gmekeâe efJekeâeme, efyenej
je<š^ Yee<ee heefj<eo, hešvee 1970 he=Ê mebÊ-383

10. https://youtu.be/wdnq5YZHlK4?si=OzYY
jozghsMLLS-0
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keâeMeer kesâ mebieerle ceneslmeke Skeb DeeÙeespeve : hejbheje Deewj
DeeOegefvekeâlee keâe mebiece

ßesÙee efceßee ØeesÊ mebieerlee efmebn
MeesOeeLeer&, keeÅe efkeYeeie MeesOe efveo&sefMekeâe, keeÅe efkeYeeie
mebieerle Skeb cebÛe keâuee mebkeâeÙe mebieerle Skeb cebÛe keâuee mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅeeueÙe keâeMeer efnvot efkeÕeefkeÅeeueÙe

meejebMe :

mebieerle keâer veiejer keâeMeer ke<eeX mes YeejleerÙe mebieerle, mebmke=âefle Deewj DeOÙeelce keâe kesâbõ jner nw~ keâeMeer kesâ mebieerle
ceneslmeke leLee DeeÙeespeveeW ves ve kesâkeue YeejleerÙe Meem$eerÙe mebieerle keâes mebjef#ele ke mebyebefOele jKee yeefukeâ Gmeves ÙeneB
keâer hejbhejeDeeW keâes peerefkele jKeles ngS Gmes DeeOegefvekeâlee leLee vekeeÛeej mes Yeer peesÌ[ jKee nw~ ÙeneB kesâ Deveskeâ
meeefneflÙekeâ keâeÙe&›eâce pewmes keâer iebiee ceneslmeke, keâeMeer mebieerle meccesueve, Ieeš mebOÙee, mebkeâš ceesÛeve mebieerle
meceejesn, OeÇgheo ceneslmeke leLee Gvekesâ meeLe keâF& DeveskeâeW DeeÙeespeve YeejleerÙe Meem$eerÙe mebieerle keâer hejbheje ke efkejemele
keâe peerkeble GoenjCe nw~ Fve keâeÙe&›eâceeW ceW yeveejme Iejeves kesâ efkeKÙeele keâueekeâejeW keâer ØemlegefleÙeeb, Meem$eerÙe mebieerle
keâer hejbheje keâer Deesj oMee&leer nw leLee keneR otmejer Deewj vekeesefole keâueekeâejeW keâer menYeeefielee DeeOegefvekeâ DeefYekÙeefòeâ
leLee vekeerve lekeâveerkeâ ke ØeÙeesie mes pegÌ[er jnleer nw~ kele&ceeve meceÙe ceW meesMeue ceeref[Ùee ke ef[efpešue ceeOÙeceeW kesâ
ceeOÙece mes Ùes ceneslmeke leLee DeeÙeespeve Deye efkeÕe mlej hej hengbÛe jns nQ, efpememes keâeMeer keâer Meem$eerÙe mebieerle
hejbheje efkeÕe hešue hej hengbÛe Ûegkeâer nw~ keâeMeer kesâkeue mebieerle keâuee keâe ner veneR yeefukeâ Oeeefce&keâ leLee meebmke=âeflekeâ
leLee DevÙe keâF& ceeOÙece yeve Ûegkeâer nw~ keâeMeer kesâ hejbhejeDeeW Deewj DeeOegefvekeâlee keâe mebiece Ssefleneefmekeâ Âef<š kesâ
meeLe ner meeLe meebmke=âeflekeâ ™he mes Yeer mece=æ neslee nw~

cegKÙe Meyo :

keâeMeer, mebieerle, hejbheje, keâeÙe&›eâce, ceneslmeke, ef[efpešue huesšheâe@ce&~
efke<eÙe ØekesMe :

keâeMeer ve kesâkeue Yeejleke<e& keâer mebmke=âefle keâer jepeOeeveer
ceeveer peeleer nw yeefukeâ Ùen DeeOÙeelce, oMe&ve Deewj mebieerle
keâeÙe&›eâceeW keâe Yeer kesâbõ jner nw~ keâeMeer keâer mebieerle
hejbheje keâF& ke<eeX hegjeveer nw~ ÙeneB ieefueÙeeW ieefueÙeeW ceW
mebieerle keâer ietbpe ke<eeX mes megveeF& osleer DeeF& nw~ meefoÙeeW
mes Ûeueleer Dee jner mebieerle keâer Fme hejbheje mes keâeMeer keâe

Øesce ke mebieerle kesâ Øeefle ueieeke meceÙe-meceÙe kesâ meeLe-
meeLe ienje neslee Ûeuee ieÙee nw~ Ùen keâeMeer ceW heerefÌ{ÙeeW
mes Ûeueer Dee jner mebieerle hejbheje Deepe Yeer ieg® efMe<Ùe
hejbheje, meebieereflekeâ keâeÙe&›eâce ke mebmLeeiele ØeCeeueer leLee
DevÙe efkeÅeeueÙe ceW efmeKeeS pee jns mebieerle efkeÅee kesâ
Éeje DeYeer Yeer peerefkele nw~ keâeMeer ceW ceveeS peeves keeues
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mebieerle keâeÙe&›eâce ke meebieereflekeâ DeeÙeespeve kele&ceeve ceW
Fme yeele keâe peerkeble GoenjCe nw efkeâ efkeâme Øekeâej mebieerle
hejbheje ke DeeOegefvekeâlee kesâ mebiece keâe mebÙeesie Skeâ meeLe
mebYeke nw~

keâeMeer kesâ ØecegKe mebieerle ceneslmeke ke DeeÙeespeve :

keâeMeer ceW ke<eeX mes Ûeueles Dee jns keâF& mebieerle DeeÙeespeve
leLee ceneslmekeeW ves keâeMeer keâer mebieerle hejbheje keâes peerefkele
jKee nw leLee ÙeneB hej heerÌ{er oj heerÌ{er Ûeueer Dee jner
mebieerle hejbheje vekeesefole keâueekeâejeW leLee ÙegkeeDeeW Éeje
peveceevemeeW lekeâ hengbÛeeF& pee jner nw~ kegâÚ Ssmes meebieereflekeâ
keâeÙe&›eâceeW leLee DeeÙeespeve Skeb ceneslmekeeW kesâ veece Fme
Øekeâej nw :

1. iebiee ceneslmeke :

Ùen ceneslmeke keâeMeer ceW DeeÙeesefpele keâer peeleer nw~
Ùen heebÛe efokemeerÙe keâeÙe&›eâce nw, pees iebiee veoer kesâ
leš hej iebiee veoer keâer meebmke=âeflekeâ efkejemele keâes
oMee&leer nw~ Fme ceneslmeke ceW efkeefYeVe mecceeefvele
yeÌ[s leLee keefj… keâueekeâejeW Éeje Meem$eerÙe mebieerle
leLee ve=lÙe Skeb jbiecebÛe Deeefo ØemlegefleÙeeW meefnle
Deveskeâ keâeÙe&›eâce Øemlegle efkeâS peeles nQ~ Fme keâeÙe&›eâce
kesâ Éeje Yeejle keâer DeeOÙeeeflcekeâ jepeOeeveer kesâ ™he
ceW keâeMeer keâer mebieerle hejbheje keâes yeÌ{ekee efoÙee
peelee nw~

2. mebkeâš ceesÛeve mebieerle meceejesn :

Ùen mebieerle meceejesn nj ke<e& mebkeâš ceesÛeve cebefoj
ceW nvegceeve peÙebleer kesâ heekeve Skeb MegYe Dekemej hej
DeeÙeesefpele efkeâÙee peeves keeuee Skeâ YekÙe mebieerle
meceejesn nw~ efpemeceW osMe-efkeosMe kesâ DeveskeâeW yeÌ[s
Skeb Øeefleef…le keâueekeâej Deheveer mebieerle Øemlegefle
osles nQ~ Ùen meceejesn keâeMeer keâer meyemes yeÌ[er leLee
Øeefleef…le mebieerle hejbhejeDeeW ceW mes Skeâ nw~ Ùen
mebkeâš ceesÛeve keâeÙe&›eâce jeef$e mes ueskeâj Yeesj lekeâ
Ûeueves keeuee keâeÙe&›eâce nw~

3. ßeer keât<ceeb[e ogiee& peer keeef<e&keâ ße=bieej ceneslmeke :

Ùen ßeer keât<ceeb[e ogiee& peer keeef<e&keâ ße=bieej ceneslmeke
meele efokemeerÙe DeeÙeesefpele keâeÙe&›eâce nw, pees ogiee&kegâb[
efmLele ogiee& cebefoj ceW ceeb kesâ ojyeej ceW Gvekesâ mece#e
Øemlegle efkeâÙee peelee nw~ ÙeneB hej Yeer osMe-efkeosMe
kesâ Øeefleef…le keâueekeâej ceeb keâer ßeer ÛejCeeW ceW Deheveer
mebieerle meeOevee mes mebieerleebpeueer Deefhe&le keâjles nQ~
Ùen keâeMeer keâe ØeeÛeervelece, heejbheefjkeâ, DeeOÙeeeflcekeâ
leLee De«eCeer mebieerle meceejesn ceevee peelee nw~

4. iegueeye yeeÌ[er mebieerle meccesueve :

nesueer kesâ GuueemeceÙe heke& kesâ yeeo peye Ûew$e ceeme
ceW iegueeye heg<heeW keâer ceveceesnkeâ megiebefOe mes keeleekejCe
ceonesMe nesves ueielee Lee, lees iegueeye heg<heeW mes
megiebefOele keeleekejCe ceW iegueeye yeeÌ[er mebieerle meccesueve
ceW Ûewleer ieeÙeve keâer cenefheâue kesâ DeeÙeespeve kesâ efueS
keâeMeer kesâ jF&meeW ceW nesÌ[ ueie peeÙee keâjleer Leer~ Fme
meccesueve ceW iegueeyeer heieÌ[er, iegueeyeer kegâle&s, iegueeyeer
Oeesleer, Ûeeoj, ogheós ceW Ùen ueesie Skeâ otmejs keâes
Deyeerj iegueeue ueieeles ngS mebieerle keâe Deevebo uesles
nQ~ Fme meccesueve ceW iegueeyeer ØekeâeMekÙekemLee, iegueeyeer
heefjOeeve, iegueeyeer DeekejCe meppee, cebÛe kÙekemLee,
iegueeye peue efÚÌ[keâeke, iegueeye heg<he keâer ke<ee&, F$e
iegueeye mes megiebefOele keeleekejCe mes megMeesefYele Fme
mebieerle cenefÌHeâue keâes iegueeye yeeÌ[er mebieerle meccesueve
keâne ieÙee~1 Ùen meccesueve Ûew$e ceeme ceW DeeÙeesefpele
efkeâÙee peelee nw~ Ùen mebieerle meccesueve Guueeme
GlmekeeW ceW mes Skeâ ceevee peelee nw~

5. OeÇgheo cesuee :

OeÇgheo cesuee nj ke<e& leguemeer Ieeš hej DeeÙeesefpele
efkeâÙee peeves keeuee Skeâ keeef<e&keâ Glmeke cesuee nw,
peneB ØeeÛeerve YeejleerÙe Meem$eerÙe mebieerle keâe Glmeke
ceveeÙee peelee nw~ Fme OeÇgheo cesuee kesâ ceneslmeke ceW
osMe-efkeosMe Yej kesâ Øeefmeæ OeÇgheo keâueekeâej Deewj
mebieerlekeâej Skeâ meeLe Meeefceue nesles nQ Deewj efkeefYeVe
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ieefleefkeefOeÙeeW kesâ meeLe OeÇgheo cesuee ceW Skeâ cesuee
Yeer ueielee nw pees Fmes cenlkehetCe&, meebmke=âeflekeâ Deewj
heÙe&šve keâeÙe&›eâce yeveelee nw~ Ùen OeÇgheo cesuee ceneslmeke
nj ke<e& heâjkejer Ùee ceeÛe& kesâ cenerves kesâ Deeme-heeme
DeeÙeesefpele neslee nw~ Ùen heebÛe efokemeerÙe ceneslmeke
nw~ OeÇgheo cesuee ceneslmeke, YeejleerÙe Meem$eerÙe mebieerle
keâer mece=æ efkejemele hej Yeer ØekeâeMe [euelee nw~

6. ceefnbõe keâyeerje Glmeke :

Ùen Glmeke nj ke<e& efomebyej kesâ ceen ceW 19 mes
21 efomebyej keâes DeeÙeesefpele efkeâÙee peelee nw~ Ùen
Glmeke iebiee veoer kesâ efkeâveejs DeeÙeesefpele neslee nw~
Fme Glmeke ceW mebieerle, keâuee Deewj meeefnlÙe kesâ
ceeOÙece mes Fme Glmeke keâe peMve ceveeÙee peelee
nw~ FmeceW Fmekeâer Fme ieefleefkeefOe ceW Meem$eerÙe leLee
ueeskeâ mebieerle Deewj kegâÚ keâuee ØeoMe&ve leLee Fmekesâ
meeLe ner meeLe iebiee Deejleer keâe Yeer DeeÙeespeve neslee
nw~ Ùen Glmeke 15keeR meoer kesâ jnmÙekeeoer keâefke
Deewj meble keâyeerj kesâ peerkeve keâe mecceeve keâjlee nw~

keâeMeer keâer mebieerle hejbheje Deewj DeeOegefvekeâlee keâe
mebiece Skeb ØeYeeke :

keâeMeer keâer mebieerle hejbheje keâe ›eâceyeæ Fefleneme
ÙeeW lees ØeceeefCekeâlee kesâ Deveefmlelke ceW DeØeehÙe mee nw~
Yeejleke<e& kesâ kegâÚ ner veiej Ssmes nQ pees kÙeefòeâ-efkeMes<e,
kemleg-efkeMes<e Skeb mebmke=âefle-efkeMes<e kesâ keâejCe meefoÙeeW mes
Deueie henÛeeves peeles nQ~ keâeMeer veiejer keâes Ùen ieewjke
Øeehle nw~2 keâeMeer ceW Ûeueles Dee jns ke<eeX mes Ùen mebieerle
hejbheje Deye efmehe&â Meem$eerÙe megjeW lekeâ ner meerefcele veneR
nw~ kele&ceeve ceW nes jns DeeÙeespeve ke ceneslmeke Deye veF&
lekeâveerkeâeW, Okeefve mebÙeespeve Deewj ef[efpešue ceeOÙeceeW kesâ
ØeÙeesie mes efkeÕe Yej ceW ØeÛeeefjle ke Øemeeefjle nes jns nQ,
leLee Fve ceeOÙeceeW keâe ØeÙeesie keâj keâeÙe&›eâceeW keâes vekeesefole
keâueekeâej Skeb ÙegkeeDeeW keie& kesâ efueS Deewj Yeer Deekeâef<e&le
yeveeÙee pee jne nw~ Deye kesâ meceÙe ceW veF& heerÌ{er kesâ
keâueekeâej DeeOegefvekeâlee keâes Dehevee peÌ[ yeveekeâj Deheveer

Øemlegefle os jns nQ efpemeceW ken heäÙetpeve, yeQ[, Dee@veueeFve
keâesueeyeesjsMeve Deewj veF& lekeâveerkeâ keâe ØeÙeesie keâj mebieerle
hejbheje keâes DeeOegefvekeâlee mes peesÌ[ jns nQ~

meesMeue ceeref[Ùee huesšheâe@ce& keâer yeÌ{leer Yetefcekeâe :

kele&ceeve keâesjesvee meceÙe keâeue kesâ meceÙe mes meesMeue
ceeref[Ùee huesšheâe@ce& ke ef[efpešue ogefveÙee ves veF& jheäleej
hekeâÌ[ ueer~ Fme meceÙe keâeue ceW keâueekeâejeW ves ueeFke
keâbmeš&, ueeFke efjkeâe@ef[Ëie yebo keâj Dee@veueeFve keâeÙe&›eâce
Meg™ keâj efoS, efpemekesâ ceeOÙece mes ÙetšŸetye, Fbmše«eece
Deeefo keâes mebieerle keâeÙe&›eâce keâe peefjÙee yevee efoÙee ieÙee
Deewj mebieerle kesâ ØeÛeej- Øemeej leLee ØeoMe&ve Deewj ØeÙeesie
keâe Yeer veÙee ceeOÙece yevee efoÙee ieÙee~ meesMeue ceeref[Ùee
kesâ ØeÛeej ke ØeÙeesie mes Ùegkee keâueekeâejeW keâes cebÛe ØeoMe&ve
keâe veÙee Dekemej Øeehle ngDee leLee Fve meYeer keâer mebieerle
keâes Skeâ veF& efoMee efceueer nw Deewj Fmeves meeLe ner meeLe
mebieerle hejbheje keâer ienjeF& keâes Yeer peerefkele jKee~

vekeesefole keâueekeâejeW kesâ efueS Dekemej :

Fve meebieereflekeâ DeeÙeespeve ke ceneslmekeeW kesâ ceeOÙece
mes ve kesâkeue keefj… Skeb Øeefleef…le keâueekeâejeW keâes mecceeve
efceue jne nw yeefukeâ Gmekesâ meeLe ner meeLe vekeesefole leLee
Ùegkee keie& kesâ keâueekeâejeW keâes cebÛe Øemlegefle keâe Yeer Dekemej
efceue jne nw, efpememes ken Deheveer ØeefleYeeDeeW keâe cebÛe
ØeoMe&ve keâj Deheveer Ûeueleer Dee jner mebieerle hejbhejeDeeW
keâes Deeies peve-peve lekeâ hengbÛee jns nQ~ Fve ÙegkeeDeeW kesâ
mebieerle ØeoMe&ve mes keâeMeer keâer YeejleerÙe mebieerle keâer efvejblejlee
Deewj mece=efæ peerefkele jn jner nw~ kele&ceeve meceÙe ceW
ef[efpešue huesšheâe@cme& kesâ ceeOÙece mes keâeMeer keâer mebieerle
leLee ÙeneB keâer mebieerle hejbheje hetjs efkeÕe Yej ceW ØeÛeeefjle
leLee Øemeeefjle nes mechetCe& efkeÕe kesâ peve-peve lekeâ Fve
ef[efpešue huesšheâe@cme& kesâ ceeOÙece mes hengbÛe jner nw~

efve<keâ<e& :

keâeMeer keâer mebieerle ceneslmeke mebieerle kesâ Glmeke kesâ
meeLe ner meeLe Skeâ peerefkele hejbheje nw, pees meefoÙeeW mes
heerÌ{er oj heerÌ{er Ûeueer Dee jner nw Deewj ÙeneB keâer mebmke=âefle,
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Yeefòeâ, DeOÙeelce, efkejemele meceÙe kesâ meeLe-meeLe Deeies
yeÌ{ jner nw~ keâeMeer keâer mebieerle hejbheje keâer ienjeF& leLee
DeeOegefvekeâlee keâer vekeervelee Skeâ otmejs mes škeâjeves kesâ
yepeeÙe efceuekeâj Skeâ Ssmee vekeerve Skeb DeÆgle mebiece
yeveleer nw pees ßeesleeDeeW keâes ceb$ecegiOe keâj osleer nw~ keâeMeer
kesâkeue Deheves mebieerle ceneslmeke leLee hejbhejeDeeW kesâ efueS
ner ØeÛeefuele leLee Øeefmeæ ner veneR yeefukeâ DeeOegefvekeâleeDeeW,
vekeerveleeDeeW, DeOÙeelce, Yeefòeâ leLee mebmke=âefle keâe Skeâ
Devet"e mebiece nw~ kele&ceeve ceW Fve DeeÙeespeveeW ceW mebieerle
hejbheje keâer ienjeF& Deewj DeeOegefvekeâlee kesâ vekeervelee keâe

mecevkeÙe osKeves keâes efceuelee nw Deewj hejbheje Deewj DeeOegefvekeâlee
keâe Ùener mebiece keâeMeer keâes ‘mebieerle keâer veiejer-keâeMeer’
kesâ ™he ceW Decej keâjleer nw~ keâeMeer keâer Ùener efkeMes<elee nw
efkeâ peneb hejbheje Deewj DeeOegefvekeâlee Skeâ meeLe Ûeueleer nw
kener megjeW keâer Skeâ DeKeb[ Ùee$ee yeveleer Ûeueer peeleer nw~

meboYe& «ebLe metÛeer :

1. efceße, keâecesÕejveeLe, 1997, keâeMeer keâer mebieerle hejbheje,
mebmkeâjCe-1, he=<š mebKÙee-58

2. efceße, keâecesÕejveeLe, 1997, keâeMeer keâer mebieerle hejbheje,
mebmkeâjCe-1, he=<š mebKÙee-1
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meeceeefpekeâ vÙeeÙe Deewj mecegoeÙe menYeeefielee ceW keâuee efMe#ee
keâer Yetefcekeâe

ßeer megMeerue kegâceej
meneÙekeâ Øeesheâsmej,

ueefuele keâuee efkeYeeie
kegâ®#es$e efkeÕeefkeÅeeueÙe, kegâ®#es$e

meejebMe :

keâuee efMe#ee ceW ken heefjkele&vekeâejer Meefòeâ efveefnle nw pees keâ#ee keâer meerceeDeeW mes hejs peekeâj meeceeefpekeâ vÙeeÙe
kesâ cegöeW keâes mebyeesefOele keâjves Deewj mecegoeÙe keâer meeLe&keâ Yeeieeroejer keâes yeÌ{ekee osves keâe cebÛe Øeoeve keâjleer nw~ Ùen
efMe#ee ve kesâkeue DeeueesÛeveelcekeâ meesÛe, meebmke=âeflekeâ peeie™keâlee Deewj me=peveelcekeâ DeefYekÙeefòeâ keâes Øeeslmeeefnle
keâjleer nw, yeefukeâ Úe$eeW meefnle kÙeefòeâÙeeW keâes meeceeefpekeâ DemeceeveleeDeeW keâes Ûegveewleer osves Deewj neefMeS hej ceewpeto
DeekeepeeW keâes mLeeve osves kesâ efueS meMeòeâ yeveeleer nw~ menYeeieer keâuee DeYÙeemeeW Deewj meceekesMeer efMe#eCe efkeefOeÙeeW
kesâ ceeOÙece mes keâuee efMe#ekeâ Ssmes keeleekejCe keâe efvecee&Ce keâj mekeâles nQ pees menevegYetefle, mebkeeo Deewj meeceeefpekeâ
GòejoeefÙelke keâes Øesefjle keâjW~

mecekeâeueerve meceepe ceW peneB ÂMÙe mebmke=âefle peveÛeslevee keâes ienjeF& mes ØeYeeefkele keâjleer nw, keneB keâuee keâer
Yetefcekeâe meeceeefpekeâ cegöeW hej Âef<škeâesCe Deewj Øeefleef›eâÙeeSB ieÌ{ves ceW Deewj Yeer cenlkehetCe& nes peeleer nw~ peye keâuee
efMe#ee keâes meceevelee Deewj meceekesMeve keâer efoMee ceW kesâbefõle efkeâÙee peelee nw, leye Ùen Úe$eeW keâes vemueYeso, ueQefiekeâ
Demeceevelee, heÙee&kejCeerÙe vÙeeÙe Deewj DeeefLe&keâ efke<ecelee pewmes efke<eÙeeW keâes mecePeves Deewj Gvekeâe meecevee keâjves ceW
me#ece yeveeleer nw~ meecegoeefÙekeâ keâuee heefjÙeespeveeSB meeceeefpekeâ Skeâlee keâe ceeOÙece yevekeâj efkeefkeOe mecegoeÙeeW keâes
mebkeeo Deewj menÙeesie kesâ Dekemej Øeoeve keâjleer nQ~ Ùen MeesOehe$e oMee&lee nw efkeâ keâuee efMe#ee kesâkeue kÙeefòeâiele
efkekeâeme ner veneR, yeefukeâ kÙeehekeâ meeceeefpekeâ heefjkele&ve keâer Øeef›eâÙee ceW Yeer cenlkehetCe& Yetefcekeâe efveYeeleer nw~

cegKÙe Meyo :

keâuee efMe#ee, meeceeefpekeâ vÙeeÙe, mecegoeÙe menYeeefielee, meceekesMeer efMe#eeMeem$e, menYeeieer keâuee~

1. keâuee efMe#ee Deewj meeceeefpekeâ vÙeeÙe : Skeâ
mebef#ehle heefjÛeÙe :

keâuee efMe#ee-efÛe$ekeâuee, cetefle&keâuee, ef[peeFve Deeefo
keâe kÙekeefmLele DeOÙeÙeve nw, pees mebkesieyeesOe, me=peveelcekeâlee,
yeewefækeâ efkekeâeme, Yeekeveelcekeâ mecePe Deewj meebmke=âeflekeâ

Ûeslevee keâes yeÌ{ekee osleer nw~ Yeejle ceW Ùen efMe#ee Meem$eerÙe
Deewj ueeskeâ hejbhejeDeeW mes pegÌ[er jner nw (mekeämesvee,
2010, he=Ê 112)~1

� peesneve keesuheâieQie kee@ve ieesSLes ves keâuee keâes Deelcee
keâer me=peveelcekeâ DeefYekÙeefòeâ ceevee~ ieebOeerpeer ves
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Fmes kÙeekeneefjkeâ efMe#ee Deewj veweflekeâlee mes peesÌ[e
(ieebOeer, 1953, he=Ê-221)~2

� ueesieefke%eeveer jkeervõveeLe "ekegâj ves keâuee keâes Deelcee
keâer me=peveelcekeâ DeefYekÙeefòeâ yeleeÙee ("ekegâj,
1937-2005, he=Ê-58)~3

� mkeeceer efkekeskeâevebo ves Fmes Ûeefj$e-efvecee&Ce Deewj
ceeveefmekeâ efkekeâeme mes peesÌ[e (efkekeskeâevebo, 1963,
Keb[ 3, he=Ê-145)~4

� [ŸetF& ves keâuee keâes DevegYeke ceevee, peyeefkeâ nye&š&
jer[ ves Fmes efMe#ee Deewj ØeoMe&ve keâuee mes pegÌ[e
meecetefnkeâ efMe#eCe yeleeÙee (jer[, 1943-2005,
he=Ê-77)~5

keâuee efMe#ee kesâ ceeOÙece mes me=peveelcekeâ meesÛe,
meebmke=âeflekeâ mecePe, Deelce-heefjÛeÙe Deewj DevÙe efke<eÙeeW
ceW SkeâerkeâjCe mebYeke nw~ Ùen Yeefke<Ùe kesâ efueS DeekeMÙekeâ
vekeeÛeej, ef[]peeFve Deewj GÅeefcelee pewmes keâewMeue Yeer
efkekeâefmele keâjleer nw~

meeceeefpekeâ vÙeeÙe keâe leelheÙe& nw - meYeer keâes
meceeve DeefOekeâej Deewj Dekemej osvee~ FmeceW mecegoeefÙekeâ
menYeeefielee, kÙeefòeâÙeeW keâes peerkeve kesâ ØeMveeW ceW meef›eâÙe
™he mes Yeeie uesves kesâ efueS Øesefjle keâjleer nw (mesve,
2009, he=Ê-35)~6 keâuee Fve oesveeW kesâ yeerÛe mesleg keâe
keâeÙe& keâj mekeâleer nw- ken DemeceeveleeDeeW hej ØeMve G"eves,
DevegYeke meePee keâjves Deewj meecegoeefÙekeâ GheÛeej ceW meneÙekeâ
nesleer nw~

Yeejle ceW ceefnueeSB, Deeefokeemeer #es$e Deewj mejkeâejer
efkeÅeeueÙeeW ceW meecegoeefÙekeâ keâuee heefjÙeespeveeSB neefMeS
kesâ mecegoeÙeeW keâes meMeòeâ yeveeves ceW meneÙekeâ jner nQ
(Mecee&, 2018, he=Ê-89)~7

21keeR Meleeyoer ceW ef[efpešue lekeâveerkeâ Deewj veF&
efMe#ee veerefle 2020 ves keâuee efMe#ee keâes meceekesMeer,
menYeeefieleehetCe& Deewj meeceeefpekeâ mejeskeâejeW mes peesÌ[ves kesâ
Dekemej efoS nQ~ Deepe Ùegkee keâueekeâej meesMeue ceeref[Ùee

kesâ ceeOÙece mes oefuele, Deeefokeemeer Deewj neefMeS keâer DeekeepeeW
keâes Øekeâš keâj jns nQ (kegâceej, 2022, he=Ê- 55)~8

21keeR meoer ceW Yeejle kewÕeerkeâjCe, ef[efpešue heefjkele&ve
Deewj meeceeefpekeâ-jepeveereflekeâ ÛegveewefleÙeeW mes iegpej jne
nw~ Ssmes meceÙe ceW keâuee efMe#ee Skeâ cenlkehetCe&, meceekesMeer
Deewj menYeeefieleehetCe& cebÛe Øeoeve keâjleer nw, pees ÙegkeeDeeW
Deewj mecegoeÙeeW keâes meceeveleecetuekeâ meceepe efvecee&Ce ceW
peesÌ[leer nw (peesMeer, 2021, he=Ê-67)~9

veF& efMe#ee veerefle (2020) ves keâuee keâes cegKÙeOeeje
keâer efMe#ee ceW meefcceefuele keâj me=peveelcekeâ Deewj DevegYekeelcekeâ
efMe#eCe keâes yeÌ{ekee efoÙee nw~ ef[efpešue lekeâveerkeâeW kesâ
ceeOÙece mes Deye keâuee efMe#ee otjmLe #es$eeW lekeâ hengBÛe
jner nw~ Fbmše«eece, ÙetšŸetye pewmes cebÛeeW hej oefuele Deewj
Deeefokeemeer keâueekeâej meeceeefpekeâ vÙeeÙe kesâ he#e ceW Deheveer
Deekeepe yeguebo keâj jns nQ (ieghlee, 2023, he=Ê-118)~10

2. DevegmebOeeve heæefle :

Fme efke<eÙe hej DeheveeF& ieF& heæefle iegCeelcekeâ
mewæebeflekeâ Âef<škeâesCe nw, pees DeeueesÛeveelcekeâ efMe#eeMeem$e
Deewj mevoYee&lcekeâ efkeMues<eCe hej DeeOeeefjle nw~ Ùen efkeefOe
heeGuees Øeâsjs, yesue ntkeäme Deewj pesveskee ies pewmes efMe#eeefkeoeW
kesâ efmeæebleeW hej DeeOeeefjle nw, pees Ùen peebÛeves ceW meneÙelee
keâjles nQ efkeâ keâuee efMe#ee efkeâme Øekeâej meeceeefpekeâ vÙeeÙe
keâes Øeeslmeeefnle keâj mekeâleer nw Deewj neefMeÙes hej efmLele
mecegoeÙeeW keâes meMeòeâ yevee mekeâleer nw~

Ùen heæefle YeejleerÙe heefjØes#Ùe ceW keemleefkekeâ peerkeve
kesâ GoenjCeeW keâe keCe&veelcekeâ efkeMues<eCe Øemlegle keâjleer
nw, pewmes Deeefokeemeer keâuee ™heeW, mecegoeÙe-DeeOeeefjle
keâuee henueeW, Deewj meeceeefpekeâ ™he mes mebueive Mewef#ekeâ
ØeÙeesieeW keâe DeOÙeÙeve~ Ùen Âef<škeâesCe DevegYekeelcekeâ
keâLeeDeeW Deewj kesâme-DeeOeeefjle efkeMues<eCe keâes meefcceefuele
keâj Ùen mhe<š keâjlee nw efkeâ keâuee efkeâme Øekeâej ØeeflejesOe,
ØeefleefveefOelke Deewj menevegYetefle kesâ efvecee&Ce keâe meeOeve yeve
mekeâleer nw~ Ùen Âef<škeâesCe efMe#ee ceW peefšue meeceeefpekeâ
cegöeW keâer heÌ[leeue kesâ efueS GheÙegòeâ nw~
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3. mewæebeflekeâ DeeOeej : keâuee efMe#ee Deewj
meeceeefpekeâ meceekesMeve :

� heeGuees Øeâsjs keâer ef›eâefškeâue hes[eiee@peer efMe#ee keâes
mebkeeoelcekeâ Deewj cegefòeâoeÙeer Øeef›eâÙee ceeveleer nw~
kes yeQefkeâbie cee@[ue keâe efkejesOe keâjles ngS efMe#ekeâ-
Úe$e keâer meePesoejer mes %eeve efvecee&Ce keâes cenlke
osles nQ (Øeâsjs, 1970-2005, he=Ê-72)~11 Yeejle
ceW Ùen efkeÛeej ieebOeerpeer keâer veF& leeueerce Deewj šsieesj
keâer mece«e efMe#ee Âef<š mes cesue Keelee nw~ MebkeâjoÙeeue
Mecee& Deewj peieoerMe Ûebõ yeesme ves Yeer Úe$eÂkesâefvõle
Skeb mLeeveerÙe DevegYeke DeeOeeefjle efMe#ee hej yeue
efoÙee (Mecee&, 1992, he=Ê-43)~12

� keâuee efMe#ee ceW Ùen Âef<škeâesCe efkeÅeeefLe&ÙeeW keâes
meeceeefpekeâ DemeceeveleeDeeW Deewj Deheveer henÛeeve
keâes me=peveelcekeâ ceeOÙeceeW mes DeefYekÙeòeâ keâjves keâer
mkeleb$elee Øeoeve keâjlee nw~

� yesue ngkeäme (Bell Hooks) efMe#ee keâes cegefòeâ keâe
DeYÙeeme ceeveleer nQ~ kes peeefle, keie& Deewj efuebie pewmes
DeeÙeeceeW keâes keâ#ee ceW mLeeve osves keâer yeele keâjleer
nQ (ngkeäme, 1994, he=Ê-110)~13 Yeejle pewmes
meceepe ceW peneB efhele=meòee Deewj peeeflekeeo ienjs nQ,
Ùen Âef<škeâesCe meceekesMeer keâuee efMe#ee keâes yeÌ{ekee
oslee nw~ Keespe Deewj Deeš&jerÛe Fbef[Ùee pewmes mecetn
Fme efkeÛeejOeeje mes Øesefjle nQ~

meebmke=âeflekeâ yengueleekeeoer efMe#ee efkeefYeVe meebmke=âeflekeâ
Yetefce keâes hee"Ÿe›eâce mes peesÌ[leer nw~ Yeejle ceW Ùen efceóer,
uekeâÌ[er, keejueer pewmeer ueeskeâ keâueeDeeW keâes Meeefceue keâj
efkeÅeeefLe&ÙeeW keâes meebmke=âeflekeâ ieke& Deewj DeeueesÛeveelcekeâ
Âef<š Øeoeve keâjleer nw (keâMÙehe, 2015, he=Ê-89)~14

ceeref[Ùee keâueeSB, pewmes efheâuce, mš^erš Deeš& Ùee
ceercme, meeceeefpekeâ Ûeslevee keâe meMeòeâ ceeOÙece nQ~ Yethesve
KeKKej Deewj Mesyyeer SveÊ heerÊ pewmes keâueekeâejeW ves Fmes
meeceeefpekeâ yeoueeke keâe Deewpeej yeveeÙee~ keâuee efMe#ee
ceW Fmekeâer Yetefcekeâe efkeÅeeefLe&ÙeeW keâes peeie™keâ veeieefjkeâ
yeveeves ceW cenlkehetCe& nw (peesMeer, 2020, he=Ê-67)~15

4. keâuee efMe#ee Deewj meeceeefpekeâ vÙeeÙe :

keâuee efMe#ee Deepe meeceeefpekeâ vÙeeÙe keâes yeÌ{ekee
osves keâe Skeâ ØeYeekeMeeueer cebÛe yeve Ûegkeâer nw~ Ùen ve
kesâkeue henÛeeve, DeefYekÙeefòeâ Deewj menevegYetefle keâes efkekeâefmele
keâjleer nw, yeefukeâ efkeÅeeefLe&ÙeeW keâes meeceeefpekeâ cegöeW hej
meesÛeves Deewj Øeefleef›eâÙee osves kesâ efueS Øesefjle keâjleer nw~
keâuee keâer me=peveelcekeâ Deewj Yeekeveelcekeâ Meefòeâ Yee<eeÙeer
Deewj meebmke=âeflekeâ meerceeDeeW keâes heej keâj, efMe#eCe keâes
Skeâ heefjkele&veMeerue Øeef›eâÙee ceW yeoue osleer nw~

� ØeeflejesOe Deewj DeefYekÙeefòeâ keâe ceeOÙece :

Fefleneme ceW keâuee DevÙeeÙe kesâ efke®æ ØeeflejesOe keâe
meeOeve jner nw-Ûeens ken jepeveereflekeâ «ewefheâšer nes
Ùee efkejesOe heesmšj~ efMe#ee ceW Ùen efkeÅeeefLe&ÙeeW keâes
efkekeeoemheo efke<eÙeeW hej efkeÛeej keâjves Deewj Deheveer
Âef<š Øemlegle keâjves keâe Dekemej osleer nw~ heeGuees
Øeâsjs (1970-2005, he=Ê-72)16 kesâ Devegmeej
efMe#ee ‘mkeleb$elee keâer Øeef›eâÙee’ nesveer ÛeeefnS Deewj
keâuee Fmekesâ efueS Skeâ meMeòeâ ceeOÙece nw~

� neefMeS keâer DeekeepeeW keâe ØeefleefveefOelke :

yesue ngkeäme (1994, he=Ê-110)17 ves efMe#ee ceW
‘kee@Ùeme’ keâer Yetefcekeâe hej yeue efoÙee~ Gvekesâ Devegmeej
keâ#eeDeeW keâes efkeÅeeefLe&ÙeeW keâes Gvekeâer meebmke=âeflekeâ
Yetefce mes yeesueves keâer mkeleb$elee osveer ÛeeefnS~ keâuee
efMe#ee oefuele, Deeefokeemeer, mU"pÌHeâ Deewj Øekeemeer
mecetneW keâes Deheveer keâneefveÙeeB keânves keâe Dekemej
osleer nw~ peye Fvekesâ DevegYekeeW keâes hee"Ÿe›eâce ceW
Meeefceue efkeâÙee peelee nw lees ken kesâbefõle keâuee
Fefleneme keâes Ûegveewleer oslee nw~

� peeefle, efuebie Deewj keie& hej mebkeeo :

keâuee peeefle, efuebie Deewj keie& pewmes mebkesoveMeerue
cegöeW hej mebkeeo keâes mebYeke yeveeleer nw~ Yeercepeer
[keâkeeues, keâbkeue Deesyesje@Ùe Deewj SmeÊ Deeskeskeeskes
pewmes keâueekeâejeW kesâ keâeÙe& efkeÅeeefLe&ÙeeW keâes Demeceevelee,
henÛeeve Deewj ØeeflejesOe hej meesÛeves kesâ efueS Øesefjle
keâjles nQ (peesMeer, 2020, he=Ê-67)~18
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� menevegYetefle Deewj meef›eâÙelee keâe efkekeâeme :

keâuee efMe#ee efkeÅeeefLe&ÙeeW ceW menevegYetefle keâes efkekeâefmele
keâjleer nw~ peye kes Deheveer Ùee otmejeW keâer keâneefveÙeeW keâes
keâueelcekeâ ™he ceW kÙeòeâ keâjles nQ, lees kes meeceeefpekeâ
efkeYesoeW keâes mecePeves ueieles nQ~ Ùen GvnW DeefOekeâ mebkeeoMeerue,
efpeccesoej Deewj meef›eâÙe veeieefjkeâ yeveves keâer efoMee ceW
Øesefjle keâjleer nw (keâMÙehe, 2015, he=Ê-90)~19

5. keâuee kesâ ceeOÙece mes meecegoeefÙekeâ menYeeefielee :

� meecegoeefÙekeâ keâuee heefjYee<ee Deewj mke™he :

meecegoeefÙekeâ keâuee ken Øeef›eâÙee nw efpemeceW keâueekeâej,
efMe#ekeâ Deewj mecegoeÙe efceuekeâj mLeeveerÙe Fefleneme,
henÛeeve Deewj meeceeefpekeâ cegöeW hej DeeOeeefjle keâueeke=âefleÙeeB
lewÙeej keâjles nQ~ Yeejle pewmes meebmke=âeflekeâ efkeefkeOelee
keeues osMe ceW Ùen keâuee meeceeefpekeâ Skeâlee, meebmke=âeflekeâ
mebIe<eeX kesâ mebj#eCe Deewj mecekeâeueerve mecemÙeeDeeW
kesâ meceeOeeve ceW meneÙekeâ nesleer nw~ Ùen «eeceerCe-
Menjer, heejbheefjkeâ-DeeOegefvekeâ Deewj efkeMes<eeefOekeâej
Øeehle-kebefÛele mecetneW kesâ yeerÛe mebkeeo keâe hegue
yeveleer nw (mesve, 2012, he=Ê-85)~20

� meecegoeefÙekeâ keâuee keâer heefjYee<ee Deewj #es$e :

meecegoeefÙekeâ keâuee Ùee meeceeefpekeâ ™he mes pegÌ[er
keâuee, menYeeefielee Deewj meceekesMeer Øeke=efòeÙeeW hej
DeeOeeefjle nesleer nw, efpemeceW meeceeefpekeâ meboYe& keâes
ØeeLeefcekeâlee oer peeleer nw~ Ùen heejbheefjkeâ oerIee&DeeW
mes yeenj-meeke&peefvekeâ mLeeveeW, ieeBkeeW Deewj meecegoeefÙekeâ
kesâbõeW ceW DeefYekÙeòeâ nesleer nw~ Yeejle ceW Fmekeâer
efkeefkeOelee ueeskeâ Deewj pevepeeleerÙe keâueeDeeW mes ueskeâj
DeeOegefvekeâ efYeefòe efÛe$eeW Deewj ØeoMe&veeW lekeâ heâwueer
ngF& nw~ Ùen hejbhejeiele MewefueÙeeW (pewmes-keejueer,
ceOegyeveer, ieeW[) keâes DeeOegefvekeâ efke<eÙeeW mes peesÌ[leer
nw (kesâmšj, 2004, he=Ê-56)~21

� meecegoeefÙekeâ keâuee heefjÙeespeveeDeeW kesâ ueeYe :

meecegoeefÙekeâ keâuee meebmke=âeflekeâ henÛeeve keâes mebjef#ele
keâjleer nw Deewj heejbheefjkeâ keâueeDeeW keâes peerefkele jKeleer

nw~ GoenjCemke™he, ceneje<š^ ceW keejueer efÛe$ekeâuee
ves Deeefokeemeer ceefnueeDeeW keâes DeelceefveYe&jlee
Deewj Deelceyeue Øeoeve efkeâÙee (Mecee&, 2018,
he=Ê-102)~22

� Ùen neefMeS hej jn jns ueesieeW keâes meeke&peefvekeâ cebÛe
osleer nw, pewmes PegefiieÙeeW ceW efkeâS ieS efYeefòe efÛe$e~

� Ùen efkeefYeVe mecegoeÙeeW ceW mebkeeo Deewj meecetefnkeâlee
keâes yeÌ{ekee osleer nw, efkeMes<ekeâj cegbyeF& Deewj yeQieueesj
pewmes yeng-meebmke=âeflekeâ MenjeW ceW~

� Ùen efMe#ee Deewj peeie™keâlee keâe ceeOÙece yeveleer
nw, pewmes-peue mebkeâš Ùee Øeot<eCe hej DeeOeeefjle
heÙee&kejCeerÙe keâuee~

ØecegKe GoenjCe :

efouueer keâe Keespe FbšjvesMeveue Øeespeskeäš, Menj
keâer PegefiieÙeeW ceW mšeš& Fbef[Ùee heâeGb[sMeve Deewj cegbyeF&
keâe Oeejekeer keâuee keâ#e meeceeefpekeâ cegöeW hej mebkeeo Deewj
meecegoeefÙekeâ menYeeefielee keâes Øeeslmeeefnle keâjles nQ (ieghleeS
2020, he=Ê-61)~23

meebmke=âeflekeâ henÛeeve Deewj meeceeefpekeâ Skeâlee ceW
keâuee keâer Yetefcekeâe :

keâuee mecegoeÙeeW keâes Gvekeâer meebmke=âeflekeâ peÌ[eW mes
peesÌ[leer nw Deewj Deehemeer mecceeve ke menevegYetefle keâer
Yeekevee keâes efkekeâefmele keâjleer nw~ Yeejle pewmes yengueleekeeoer
meceepe ceW Ùen meeceeefpekeâ meewneo& Deewj meceekesefMelee keâes
yeÌ{ekee osleer nw (peesMeer, 2021 he=Ê-44)~24

6. menYeeefielee keâuee ØeLeeSB :

menYeeefielee keâuee ØeLeeSB keâueekeâejeW, efMe#ekeâeW Deewj
mecegoeÙeeW kesâ menÙeesie hej DeeOeeefjle nesleer nQ, peneB mLeeveerÙe
DeekeepeeW Deewj Fefleneme keâes jÛeveelcekeâ DeefYekÙeefòeâ keâe
kesâbõ yeveeÙee peelee nw~ Yeejle pewmes meebmke=âeflekeâ ™he mes
efkeefkeOe Deewj meeceeefpekeâ ™he mes peefšue osMe ceW Ùen
heæefle Ghesef#ele mecegoeÙeeW keâes peesÌ[ves, ueeskeâ-hejbhejeDeeW
keâes mebjef#ele keâjves Deewj meeceeefpekeâ cegöeW keâes meecetefnkeâ
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jÛeveelcekeâlee mes kÙeòeâ keâjves keâe ØeYeekeer ceeOÙece yeve
Ûegkeâer nw (kesâmšj, 2004, he=Ê-88)~25

� keâueekeâej, efMe#ekeâ Deewj mecegoeÙe keâe menÙeesie :

Ùen Øeef›eâÙee heejbheefjkeâ keâuee-efvecee&Ce keâer DeewheÛeeefjkeâ
mebjÛeveeDeeW keâes Ûegveewleer osleer nw, efpememes mecegoeÙe
kesâkeue oMe&keâ veneR yeefukeâ me=peve ceW Yeeieeroej yeveles
nQ~ nefjÙeeCee ceW ueefuele keâuee efkeMes<e%e ueefuele
Mecee& Éeje «eeceerCe ueeskeâ keâLeeDeeW keâes efÛe$ekeâLeeDeeW
Deewj ØeoMe&veeW kesâ ceeOÙece mes mebjef#ele keâjves kesâ
ØeÙeeme keâuee keâes efMe#ee Deewj mLeeveerÙe %eeve mes
peesÌ[les nQ (efce$ee, 2012, he=Ê-143)~26 Fmeer
lejn, ‘MeeceÇgkeâõg’ keâe keâuee Yekeve Yeer «eeceerCe
efkekeâeme mes pegÌ[er meecegoeefÙekeâ keâuee heefjÙeespeveeDeeW
keâes Øeeslmeeefnle keâjlee nw~

� mLeeveerÙe Fefleneme Deewj keâLeeDeeW keâe meceskeâve :

pevepeeleerÙe keâuee pewmeer efkeOeeDeeW ceW heejbheefjkeâ ØeleerkeâeW
Deewj keâLeeDeeW keâes mecekeâeueerve ™he ceW hegvepeer&efkele
efkeâÙee peelee nw~ efouueer mš^erš Deeš& Øeespeskeäš ceW
MeenpeneBhegj Deewj newpe Keeme pewmes FueekeâeW keâer
mLeeveerÙe keâneefveÙeeB efYeefòe efÛe$eeW kesâ peefjS kÙeòeâ
keâer ieFË, efpememes mecegoeÙe keâer henÛeeve Deewj Yeeieeroejer
keâes yeue efceuee (mesve, 2015, he=Ê-97)~27

� mLeue-efkeMes<e Deewj mebkeeoelcekeâ heefjÙeespeveeSB :

cegbyeF& keâer ‘heäueeFDeeskej Deešdme&’ henue Deewj kesâjue
ceW ceÚgDeejeW kesâ meeLe keâer ieF& heefjÙeespeveeSB meeceeefpekeâ
Deewj heÙee&kejCeerÙe mejeskeâejeW keâes peesÌ[leer nQ~ Ùes
keâueelcekeâ nmle#eshe ve kesâkeue meeke&peefvekeâ mLeueeW
keâes hegvepeer&efkele keâjles nQ yeefukeâ mebkeeo Deewj Ûeslevee
keâe ceeOÙece yeveles nQ (jwvee, 2018 he=Ê-211)~28

� meecegoeefÙekeâ mebkeeo Deewj GheÛeej :

ÛesVeF& ceW ‘Deeš& heâe@j heerme’ pewmeer henueW keâuee keâes
mebkeeo, menevegYetefle Deewj meecetefnkeâ GheÛeej keâe ceeOÙece

yeveeleer nQ~ keâuee keâeÙe&MeeueeDeeW Deewj meecetefnkeâ
ØeoMe&veeW kesâ peefjS Yeeie uesves keeues mecegoeÙeeW keâes
DeefYekÙeefòeâ Deewj hegveefve&cee&Ce keâe Dekemej efceuelee
nw~ Fme Øekeâej menYeeefielee keâuee meeceeefpekeâ Skeâpegšlee
Deewj ceeveefmekeâ hegvepee&iejCe keâes mebYeke yeveeleer nw
(kesâmšj, 2011, he=Ê-132)~29

7. õMÙe keâuee efMe#ekeâeW keâer Yetefcekeâe :

Yeejle ceW keâuee efMe#ekeâ ve kesâkeue meb%eeveelcekeâ keâewMeue
keâes efkekeâefmele keâjves ceW meneÙekeâ nesles nQ, yeefukeâ efkeÅeeefLe&ÙeeW
ceW meeceeefpekeâ Ûeslevee Deewj DeeueesÛeveelcekeâ Âef<škeâesCe
keâes Yeer Øeeslmeeefnle keâjles nQ~ peeefle, efuebie, Oece& Deewj
keie& pewmes ØeMveeW mes ØeYeeefkele YeejleerÙe meboYe& ceW, keâuee
efMe#ekeâ meeceeefpekeâ heefjkele&ve kesâ ØeYeekekeâejer SpeWš yeve
mekeâles nQ~

meeceeefpekeâ heefjkele&ve kesâ keenkeâ kesâ ™he ceW efMe#ekeâ
YeejleerÙe keâuee efMe#ee heejbheefjkeâ Yetefcekeâe mes Deeies yeÌ{keâj
mebkeeo, menÙeesie Deewj efÛebleve keâes Øeeslmeeefnle keâjles nQ~
heÙee&kejCe, ueQefiekeâ Demeceevelee, meebmke=âeflekeâ henÛeeve pewmes
efke<eÙeeW hej DeeOeeefjle keâueelcekeâ ieefleefkeefOeÙeeB efkeÅeeefLe&ÙeeW
ceW meef›eâÙelee ueeleer nQ~ efceóer, uekeâÌ[er, Deesefjieeceer pewmeer
ueeskeâ keâueeDeeW keâes hee"Ÿe›eâce ceW Meeefceue keâj «eeceerCe-
pevepeeleerÙe henÛeeve keâes ceevÙelee oer peeleer nw, pees Menjer
Âef<škeâesCe keâes Ûegveewleer osleer nw (ogyes Skeb Mecee&, 2018
he=Ê-112)~30

� meceekesMeer Skeb DeeueesÛeveelcekeâ hee"ŸeÛeÙee&
keâe efvecee&Ce :

je<š^erÙe hee"ŸeÛeÙee& ™hejsKee (SvemeerF&Deejšer,
2005, he=Ê-56, 2020 he=Ê-74)31 #es$eerÙe
keâuee ™heeW Deewj meecegoeefÙekeâ FeflenemeeW keâes efMe#ee
ceW peesÌ[ves hej yeue osleer nw~ oefuele, Deeefokeemeer
Deewj ceefnuee Âef<škeâesCe keâes keâuee heefjÙeespeveeDeeW
pewmes ‘Menjer efYeefòeefÛe$eeW’ ceW mLeeve osvee DeekeMÙekeâ
nw (veeFkeâ, 2019; he=Ê-88)32 Deewj hešsue,
2017 he=Ê-56)~33
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� efkeefkeOelee mes Ùegòeâ keâ#eeDeeW keâer ÛegveewefleÙeeB :

keâF& efMe#ekeâ meeceeefpekeâ hetkee&«eneW, Yee<eeF&-meebmke=âeflekeâ
efkeefkeOelee Deewj meerefcele mebmeeOeveeW mes petPeles nQ~
Ssmes ceW efMe#ekeâ keâes hetkee&«en efcešekeâj menevegYetefle
Deewj mebkeeo keâes yeÌ{ekee osvee heÌ[lee nw~ «eeceerCe
Skeb mejkeâejer efkeÅeeueÙeeW ceW keâuee keâer Ghes#ee mes
Demeceevelee Deewj ienjeleer nw~

� kÙeefòeâlke efkekeâeme Deewj meeceeefpekeâ menYeeefielee :

heâeru[ efkeefpeš, keâeÙe&MeeueeSB Deewj meecegoeefÙekeâ
Yeeieeroejer pewmes ceeOÙeceeW mes efMe#ekeâeW keâes meeceeefpekeâ
vÙeeÙe DeeOeeefjle Âef<škeâesCe Deheveevee ÛeeefnS~
efØeâjs (1970 he=Ê-45)34 Deewj yee@ye iet[ue (1994
he=Ê-152)35 kesâ efkeÛeejeW kesâ DeeOeej hej, efMe#ekeâ
keâes men-efMe#eeLeer& yevekeâj mebkeeo Deewj DeeueesÛeveelcekeâlee
keâes yeÌ{ekee osvee ÛeeefnS~

Ùen Yetefcekeâe kesâkeue keâuee efmeKeeves lekeâ meerefcele ve
jnkeâj, meceepe ceW mebkesoveMeeruelee, meceekesefMelee Deewj
heefjkele&ve keâes Øesefjle keâjves lekeâ efkemle=le nes peeleer nw~

8. mebmLeeiele Deewj veerefleiele menÙeesie : keâuee
efMe#ee, meeceeefpekeâ vÙeeÙe Deewj meecegoeefÙekeâ
menYeeefielee :

Yeejle ceW meeceeefpekeâ vÙeeÙe Deewj meecegoeefÙekeâ
menYeeefielee keâes yeÌ{ekee osves kesâ efueS keâuee efMe#ee keâer
Yetefcekeâe mebmLeeiele {eBÛeeW Deewj veerefleiele menÙeesie hej efveYe&j
keâjleer nw~ efkeÅeeueÙe, meb«eneueÙe, meebmke=âeflekeâ mebmLeeve,
mejkeâejer SpeWefmeÙeeB Deewj NGO efceuekeâj Ssmee keeleekejCe
efveefce&le keâjles nQ pees ueeskeâleebef$ekeâlee, meceekesefMelee Deewj
meef›eâÙe Yeeieeroejer keâes Øeeslmeeefnle keâjlee nw~

� efkeÅeeueÙe, meb«eneueÙe Deewj meebmke=âeflekeâ
mebmLeeveeW keâer Yetefcekeâe :

efkeÅeeueÙe keâuee efMe#ee keâe cegKÙe kesâbõ nQ, peneB
SvemeerF&Deejšer Éeje hee"Ÿe›eâce ceW keâuee keâes Meeefceue
efkeâÙee ieÙee nw~ ÙeÅeefhe, Menjer Deewj «eeceerCe #es$eeW

ceW mebmeeOeveeW keâer Demeceevelee Fmekeâe ØeYeeke Iešeleer
nw~ meb«eneueÙe pewmes vesMeveue iewuejer Dee@heâ cee@[ve&
Deeš& (SvepeerSceS) ØeoMe&veer, keâeÙe&MeeueeDeeW Deewj
Mewef#ekeâ ieefleefkeefOeÙeeW kesâ ceeOÙece mes mecegoeÙe mes
pegÌ[les nQ~ Fmeer Øekeâej, veešŸe ceb[efueÙeeB Deewj efLeSšj
«eghe mLeeveerÙe keâueekeâejeW keâes oMe&keâeW Deewj DeeOegefvekeâ
Âef<škeâesCeeW mes peesÌ[les nQ (SvemeerF&Deejšer, 2005,
he=Ê37)~36

� mejkeâejer Deewj SvepeerDees keâe Ùeesieoeve :

meebmke=âeflekeâ ceb$eeueÙe Deewj efMe#ee ceb$eeueÙe Éeje
‘keâuee meebmke=âeflekeâ efkekeâeme Ùeespevee’ pewmeer ÙeespeveeDeeW
mes heejbheefjkeâ Deewj mecekeâeueerve keâueeDeeW keâes Øeeslmeenve
efceuelee nw~ keneR, Keespe Deewj meeceeefpekeâ heefjkele&ve
kesâ efueS keâuee pewmes SvepeerDees mecegoeÙeeW ceW keâuee
kesâ ceeOÙece mes meeceeefpekeâ cegöeW hej meef›eâÙelee heâwueeles
nQ~ ÙeÅeefhe, heâbef[bie Deewj mebmLeeiele ÛegveewefleÙeeW kesâ
keâejCe Fve ØeÙeemeeW keâe ØeYeeke meerefcele jnlee nw
(ieghlee, 2012, he=Ê-89)~37

� meeceeefpekeâ vÙeeÙe kesâ hee"Ÿe›eâce ceW meceekesMeve :

veF& efMe#ee veerefle 2020 ceW meceekesMeer efMe#ee,
meebmke=âeflekeâ efkeefkeOelee Deewj meef›eâÙe efÛebleve keâes cenlke
efoÙee ieÙee nw~ SvemeerF&Deejšer keâer hegmlekeâeW ceW Deye
ueeskeâkeâuee Deewj heejbheefjkeâ keâueeDeeW keâes Meeefceue
efkeâÙee pee jne nw, efkeâvleg peeefle, efuebie Deewj heÙee&kejCe
vÙeeÙe pewmes efke<eÙeeW hej meece«eer Deewj efMe#ekeâeW keâe
ØeefMe#eCe DeYeer DeheÙee&hle nw (veF& efMe#ee veerefle
2020, efMe#ee ceb$eeueÙe, he=Ê-45)~38

9. ÛegveewefleÙeeB Deewj meerceeSB :

Yeejle ceW keâuee efMe#ee keâes meeceeefpekeâ vÙeeÙe Deewj
meecegoeefÙekeâ menYeeefielee mes peesÌ[ves keâer yeÌ[er mebYeekeveeSB
nQ, efkeâvleg Fmekesâ keâeÙee&vkeÙeve ceW keâF& ÛegveewefleÙeeB meeceves
Deeleer nQ~ efkeÅeeueÙeeW ceW meeceeefpekeâ, peeefleiele Deewj ueQefiekeâ
efkeefkeOeleeDeeW keâes keâuee kesâ ceeOÙece mes G"evee Dekeämej
efkekeeoemheo ceevee peelee nw~ hejer#ee-kesâbefõle efMe#ee kÙekemLee
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Deewj DeefYeYeekekeâeW keâer Dehes#eeDeeW kesâ keâejCe keâuee
kesâkeue meneÙekeâ efke<eÙe lekeâ meerefcele jn peeleer nw (kegâceej,
2019; Mecee&, Deewj cesnlee, kesâÊ 2020, he=Ê-42)~39

«eeceerCe Deewj mejkeâejer efkeÅeeueÙeeW ceW mebmeeOeveeW,
ØeefMeef#ele efMe#ekeâeW Deewj GefÛele mLeeve keâer keâceer ØecegKe
yeeOeeSB nQ, peyeefkeâ efvepeer efkeÅeeueÙeeW ceW Dehes#eeke=âle megefkeOeeSB
yesnlej nQ (SvemeerF&Deejšer, 2020, he=Ê-37)~40 peeefle
Deewj efuebie DeeOeeefjle YesoYeeke kebefÛele mecegoeÙeeW kesâ efkeÅeeefLe&ÙeeW
keâer Yeeieeroejer meerefcele keâjles nQ (vešjepeve, 2016,
he=Ê-65)~41

meebmke=âeflekeâ efkeefkeOelee Deewj mLeeveerÙe Âef<škeâesCeeW
keâer DeveosKeer mes meeceeefpekeâ efkejesOe Deewj meebmke=âeflekeâ
efkeKeb[ve keâer DeeMebkeâe Yeer jnleer nw (efjpekeer, 2020,
he=Ê-78)~42 meeLe ner, keâuee efMe#ee kesâ meeceeefpekeâ ØeYeeke
pewmes meceekesefMelee Deewj meef›eâÙelee keâes ceehevee keâef"ve
neslee nw (hešsue, 2019, he=Ê-91)~43

10. Yeefke<Ùe keâer efoMeeSBue keâuee efMe#ee Deewj
meeceeefpekeâ vÙeeÙe :

pewmes-pewmes YeejleerÙe meceepe jepeveereflekeâ, meeceeefpekeâ
Deewj lekeâveerkeâer ™he mes efkekeâefmele nes jne nw, keâuee
efMe#ee keâes meeceeefpekeâ vÙeeÙe keâer efoMee ceW veS DekemejeW
Deewj ÛegveewefleÙeeW kesâ Deveg™he {uevee nesiee~ Fmekesâ Ûeej
ØecegKe DeeÙeece GYejles nQ~

� ef[efpešue keâuee Deewj meesMeue ceeref[Ùee :

DeeOegefvekeâ meceÙe ceW keâueekeâej Deewj efMe#ekeâ meesMeue
ceeref[Ùee pewmes Fbmše«eece, ÙetšŸetye Deewj efšdkešj
keâe ØeÙeesie meeceeefpekeâ ØeMveeW keâes G"eves ceW keâj
jns nQ~ Deeefš&efkemš Fbef[Ùee Deewj oefuele keâuee
meb«en pewmes huesšheâe@ce& veF& DeekeepeeW keâes cebÛe Øeoeve
keâjles nQ (efjpekeer, 2020, he=Ê-112)~44

� kewefÕekeâ Âef<škeâesCe Deewj menÙeesie :

Ùetvesmkeâes Deewj mebÙegòeâ je<š^ pewmeer mebmLeeSB keâuee
keâes meceekesMeer meceepe efvecee&Ce keâe meeOeve ceeveleer

nQ~ YeejleerÙe efkeÕeefkeÅeeueÙe Debleje&<š̂erÙe mebmLeeveeW kesâ
meeLe efceuekeâj meebmke=âeflekeâ efkeefkeOelee, henÛeeve Deewj
ceevekeeefOekeâej hej MeesOe ke Devegoeve keâeÙe&›eâce Ûeuee
jns nQ (SvemeerF&Deejšer, 2020, he=Ê-56)~45

� Debleefke&<eÙeer Âef<škeâesCe Deewj vekeeÛeej :

keâuee keâes heÙee&kejCe efke%eeve, ceeref[Ùee DeOÙeÙeve
Deewj ceveesefke%eeve mes peesÌ[keâj Úe$eeW keâes meeceeefpekeâ
ØeMveeW hej me=peveelcekeâ meesÛe efkekeâefmele keâjves kesâ
Dekemej efoS pee jns nQ~ je<šêrÙe efMe#ee veerefle
2020 Yeer Debleefke&<eÙeer efMe#ee hej yeue osleer nw
(Mecee&, Deewj cesnlee, kesâ, 2020, he=Ê-74)~46

11. efve<keâ<e& :

Yeejle ceW keâuee efMe#ee meeceeefpekeâ vÙeeÙe keâes yeÌ{ekee
osves, menevegYetefle efkekeâefmele keâjves Deewj kebefÛele mecegoeÙeeW
keâes meMeòeâ yeveeves keâe meMeòeâ ceeOÙece nw~ heejbheefjkeâ
efYeefòeefÛe$eeW mes ueskeâj ef[efpešue meef›eâÙelee lekeâ, keâuee
DemeceeveleeDeeW keâes Ûegveewleer osves Deewj heefjkele&ve ueeves keâer
Yee<ee yeveleer nw~ Fme MeesOe ceW DeeueesÛeveelcekeâ efMe#eeMeem$e,
meecegoeefÙekeâ keâuee Deewj Debleefke&<eÙeerÙe vekeeÛeejeW hej ÛeÛee&
ngF& nw~ Yeejle keâer peeefle, efuebie Deewj keie&iele efke<eceleeDeeW
keâes osKeles ngS hee"Ÿe›eâce, veerefleÙeeW Deewj kÙekenej ceW
meeceeefpekeâ ™he mes mebueive keâuee keâe meceekesMe DeekeMÙekeâ
nw~ meceekesMeer, YeeieeroejerhetCe& Deewj meebmke=âeflekeâ ™he mes
DeeOeeefjle Âef<škeâesCeeW keâes Deheveeles ngS efMe#ekeâeW,
keâueekeâejeW, veerefle-efvecee&leeDeeW Deewj SvepeerDees kesâ meecetefnkeâ
ØeÙeeme mes ner vÙeeÙe Deewj meecetefnkeâ GheÛeej keâer efoMee
ceW meeLe&keâ Øeieefle mebYeke nw~

meceeefhle veesš :

1. mekeämesvee, SmeÊ (2010), YeejleerÙe keâuee efMe#ee keâe
Fefleneme, ØeÙeeie heefyuekesâMeve~

2. ieebOeer, SceÊ kesâÊ (1953), yesefmekeâ SpegkesâMeve, vekepeerkeve
ØekeâeMeve~

3. "ekegâj, jÊ (2005), meeOevee (cetue ØekeâeMeve 1937),
efkeÕe Yeejleer~
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5. jer[, nÊ (2005), SpegkesâMeve : Deeš& (cetue ØekeâeMeve
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ØekeâeMeve~
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14. keâMÙehe, [erÊ (2015), YeejleerÙe ueeskeâkeâuee Deewj
efMe#ee, keejeCemeer : YeejleerÙe %eeveheer"~
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Deewj efMe#ee, efouueer : ØeÙeeie ØekeâeMeve~
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efkeÕeefkeÅeeueÙe Øesme~

22. Mecee&, SmeÊ (2018), Deeefokeemeer keâuee Deewj ceefnuee
meMeefòeâkeâjCe~ keejeCemeer : YeejleerÙe %eeveheer"~

23. ieghlee, DeejÊ (2020), Yeejle ceW meecegoeefÙekeâ keâuee
ØeLeeSB~ veF& efouueer : keeCeer ØekeâeMeve~

24. peesMeer, SÊ (2021), keâuee, mebmke=âefle Deewj meeceeefpekeâ
mecejmelee~ efouueer : jepekeâceue ØekeâeMeve

25. kesâmšj, peerÊ SÛeÊ (2004), keelee&ueehe ke=âefleÙeeB™
DeeOegefvekeâ keâuee ceW mecegoeÙe Deewj mebÛeej~ yeke&âues :
keâwefueheâesefve&Ùee efkeÕeefkeÅeeueÙe Øesme~

26. efce$ee, Sme, (2012), Yeejle ceW meecegoeefÙekeâ keâuee
heæefleÙeeB~ veF& efouueer : ™šuespe Fbef[Ùee~
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Deeš&~ veF& efouueer : Dee@keämeheâes[& efkeÕeefkeÅeeueÙe Øesme~

28. jwvee, SÊ (2018), meeke&peefvekeâ keâuee Deewj Menjer
heefjkele&ve~ cegbyeF& : letefuekeâe yegkeäme~

29. kesâmšj, peerÊ SÛeÊ (2011), Skeâ Deewj Deveskeâ : kewefÕekeâ
meboYe& ceW mecekeâeueerve menÙeesieelcekeâ keâuee~ [jnce :
[Ÿetkeâ efkeÕeefkeÅeeueÙe Øesme~
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Abstract :

This paper analyzes Anguri Mein Das Le Biya Naginiya, a Biraha folk song by
Mahendra Misr, exploring its representation of female longing and separation caused
by male migration in Bihar. Bihar’s perpetual socio-economic instability has driven
men to migrate, leaving behind fractured families and women who bear the emotional
burden of absence. Biraha songs serve as an oral archive expressing these experiences,
particularly through women’s voices that reveal suppressed desires and social
constraints. Misr’s song uses the metaphor of the naagin (snake bite) to symbolize the
wife’s repressed sexual anguish, communicated through coded language to navigate
patriarchal taboos on female sexuality. Biraha songs have historically functioned as
both personal lament and collective memory, preserving histories of displacement
and colonial labor migration. The folk form critiques gendered power relations,
revealing how female sexuality and autonomy are controlled and silenced. Through
metaphor, voice, and performance, Anguri Mein Das Le Biya Naginiya exemplifies
the active role of folk traditions in documenting social realities and transmitting cultural
identity across generations. This study contributes to understanding the intersections
of migration, gender, and folklore in Bhojpuri cultural expression.
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The history of migration in Bihar has
spanned centuries and continues to this
day. Perpetual socio-economic collapse
within the state has time and again warranted
the migration of people from their home-
towns to adjacent states (such as Kolkata),

and even foreign countries like Mauritius,
Trinidad, Tobago, Fiji, and Guyana, in the
form of indentured labourers. In addition
to the pervasive presence of illiteracy,
gruesome poverty, seasonal and unsatis-
factory employment and the oppressive
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caste system in India, particularly in Bihar
and eastern Uttar Pradesh; the migration
was influenced by a number of other fac-
tors, including “British revenue policies,
the collapse of local handicraft industries,
and disasters like floods, droughts, and
famines” (Boodho, 2021, p. 21).

The folk cultural expression of Bidesia,
thus emerged as an emotional and political
outlet to express the growing anxieties,
frustrations and loss of the folk due to mig-
ration. As a word, Bidesia can be translated
to ‘foreigner’. When put within the con-
text of the folk idiom, Bidesia can mean a
‘migrant’ who has lost their roots and
connection to their hometown and family.
Such a negative connotation to Bidesia is
also rooted in the historical accounts of
men leaving behind their wives, children,
and families to look for work in other
places, but often settling in ‘Bides’ with
new families, and never returning. This
often led to the permanent separation of
families, friends, and kin. Bidesia, as a
folk form, includes folk theatre, folk songs,
folk dances, and folk art. Some renowned
Bidesia folk song genres include Purbi,
Biraha, Jatsaari, Vilaap Geet, and Sanskaar
Geet. This paper will particularly study the
folk song genre of Biraha, and textually
analyse a popular song in the tradition,
written by Mahender Misr, titled, Anguri
Mein Das Le Biya Naginiya.

The essence of Biraha, according to
Hiralal Yadav, is to “sing out the cry of
separation: the separation that the cowher-
desses experienced when they were sepa-
rated from Lord Krishna; the agony Sita
experienced when she was separated from
Ram” (Narayan, 2018, p. 136). The central
theme of the majority of Biraha songs is

separation, with migration frequently ser-
ving as the narrative and emotional back-
drop. These songs often explore the marital
dislocation brought about by male migra-
tion, expressing the unsaid desires and grief
of women who are left behind, including
the sexual disappointments and anxieties
that are caused by this marital separation.
Therefore, Bhojpuri folk songs that discuss
sexuality have a legitimate context in the
migration of men. The protagonist is mostly
“a lamenting woman whose husband has
migrated leaving her behind in the village”
(Singh, 2015, p. 171). This left-behind
woman expresses her longings through
songs. Some known forms of biraha songs
include, alha, kaubali, kajari, sohar, purbi,
chhaparhiya, gorau geet, kaharwa, dhobi-
yukt geet, chaulriya, nayakwa, belwariya,
khemta, nirgun, birhini, jhoomar, lachari,
piriya geet, dadra and jantsar. Biraha songs
are usually performed with the nine rasas:
shringar, hasya, karun, veer, raudras,
bhayanak, vibhats, adbhut and shantras.
In addition to preserving history, the colle-
ctive consciousness expressed through
these folk songs helps keep it alive in the
collective memory of folk. This is achieved
through various forms of folklore, such
as folk tales, music, myths, rituals, litera-
ture, and other traditions that are created
and passed down over time. Historian
Kerwin Lee Klein once said, “If history is
objective in the coldest, hardest sense of
the word, memory is subjective in the
warmest, most inviting senses of that
word” (Klein, 2000, p. 130).

Written in the late 1800s, Mahendra
Misr’s Anguri Mein Das Le Biya Naginiya
is regarded as one of the most renowned
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works in the Biraha song tradition. Mahen-
der Misr (1886–1946), popularly known
as the ‘Purbiya Samrat’, i.e. the King of
Purbi, was a prominent Bhojpuri poet and
folk artist from Mishrawalia village in
Bihar. Similar to Biraha, Purbi is also a folk
song genre that discusses the themes of
separation, majorly due to migration.
Renowned for his mastery of the Purbi
genre, he composed songs in several folk
song genres, that aimed at reflecting rural
life, devotion, romance, and themes of
social injustices. His major literary works
include Apurva Ramayan, Mahendra
Manjari, Mahendra Diwakar and Krishna
Gitawali. A polyglot, he was fluent in
Bhojpuri, Sanskrit, Hindi, Urdu, Persian,
Bangla, Awadhi, and Braj, and skilled in
instruments like the harmonium, tabla,
sitar, and flute. Misr was also involved in
India’s independence movement, secretly
printing counterfeit currency to support
revolutionaries, for which he was arrested
and jailed. Portions of Apurva Ramayan
were written during his imprisonment. His
songs remain influential in Bhojpuri lite-
rature and folk traditions, blending lyrical
prolificacy with deep cultural resonance.

Anguri Mein Das Le Biya Naginiya
is one of Misr’s masterpieces. It has been
written and performed from the perspec-
tive of a newly married woman, evokingly
conveying her emotional turmoil and
longing for her husband who has migrated
to someplace else. The song uses rich, poetic
imagery to explore the woman’s repressed
desires and anguish without resorting to
overtly sexual language. “Sexuality is a
motif which cuts across all traditions of folk
songs,” Singh says. The most common motif
in which a woman laments her helplessness

in the male genres is her sexual desires,
which are sung in the first-person femi-
nine. (Singh, 2015, p. 175)

The opening stanza of the song
introduces the symbol of the ‘naagin’:

A naagin has bitten my finger, o sister-
in-law

Please turn on the lights

I feel angst perforating through all my
pores, o sister-in-law

Please call your brother (Mishra, n.d.)

The wife’s repressed sexual urges are
symbolised by the snake, aka naagin.
These urges are described as intrusive and
uncontrollable, like snake bite poison. The
allusion to her sister-in-law draws attention
to the wife’s situation: the younger and
more naive sister-in-law serves as a safe
confidante in a patriarchal home where
easy conversations about female sexuality
are treated as taboo. This dynamic empha-
sises how the wife is unable to comfor-
tably express her feelings to other family
members due to the social conventions
that bind her. Her request to “turn on the
lights” is a reflection of her desire, as well
as her attempt to avoid the stigma attached
to her desires. Patriarchal views on female
sexuality are also reflected in the song.
According to Jassal, women’s sexual auto-
nomy is frequently viewed as “potentially
disruptive to the social order” (Jassal,
2012, p. 205), which calls for its control
or suppression. This is highlighted by the
wife’s subdued language, which shows
how she balances expressing her feelings
while also adhering to social norms. She
reinforces the previously discussed argu-
ment by using her silent longing for her
absent husband as a socially acceptable
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framework to express her desires. It also
symbolises how the female body has been
targeted as “a metaphor for nation and
community. Women’s bodies not only
represent honour, but it is the symbolic
marker of the boundary between ‘us’ and
‘them’” (Gopal & Sabala, 2010), where
‘us’, particularly in the context of Biraha
can refer to the family that is left behind,
while ‘them’ refers to the men who would
lust after abandoned wives once their
husbands have migrated. Moreover, control
over the ‘access’ that women should ideally
have of themselves, is the very “keystone
of the [traditional kinship] system.... cont-
rolling women thus means controlling the
reproduction of the production unit”
(Katrak, 2006, p. 199).

The next stanza further portrays her
anguish :

I went to the east, I went to the west

But I couldn’t find any antidote for
this poison, o sister-in-law

Please turn on the lights

A naagin has bitten my finger, o sister-
in-law

Please call your brother (Mishra, n.d.)

Here, the woman’s desperation inten-
sifies. Her quest for an “antidote” might
allude to her attempts to find comfort or
fulfilment in other men’s company when
her husband is not around. But these
efforts are in vain because she only finds
true fulfillment in her husband. The word
“poison” is used to emphasise the damaging
effects of her unmet desires, which slowly
consume her. Her constant cries for her
husband to return represent her frustration
and hopelessness. The “supremacy and
legitimacy of a husband’s sexual rights

and his ownership over his wife’s body”
(Singh, 2015, p. 176) are frequently empha-
sised in Biraha songs, as Singh notes. The
portrayal of the wife as reliant on her hus-
band to alleviate her suffering serves to
further solidify this dynamic.

The final stanza reveals the extent of
her emotional and physical distress :

My body pines and pants, just like a
fish without water

This bed seems like a bed of thorns to
me, o sister-in-law

Please turn on the lights

A naagin has bitten my finger, o sister-
in-law

Please call your brother (Mishra, n.d.)

The wife’s sense of suffocation and
restlessness in her husband’s absence is
portrayed through the metaphor of a fish
out of water. In his absence, the bed, typi-
cally a symbol of marital intimacy, becomes
a place of suffering, and is thus referred
to as a “bed of thorns”. The pain of unmet
desire is perfectly conveyed by this imagery.
She reiterates her request to her sister-in-
law as the song comes to a close, highligh-
ting the intensity of her desire and the
desperate plea that suggests that only her
husband can ease her pain.

Conclusion :

The textual analysis of Anguri Mein
Das Le Biya Naginiya demonstrates how
Bhojpuri folk songs can function as
intensely personal yet universally relevant
manifestations of social constraint, desire,
and separation. The emotional toll that
migration takes on both those who leave
and, perhaps more importantly, those who
remain, is captured in the Biraha genre.
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The song’s female voice serves as a medi-
um for expressing longing, suppressed
sexuality, and the psychological effects of
being abandoned in a patriarchal culture.
The song gently criticises the emotional
costs of gendered silence and the denial
of female autonomy through rich symbo-
lism. In addition, this folk expression
serves as a living memory archive, con-
necting individual suffering to a broader
history of colonial labour exploitation,
displacement, and shattered familial
bonds. Such songs continue to be essential
to comprehending how the rural imagina-
tion navigates trauma and resilience by
capturing the intersection of gender, mig-
ration and cultural identity. Through
performance, metaphor, and voice, they
actively contribute to the transmission of
history in addition to preserving it.
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keueer& ueeskeâ efÛe$ekeâuee keâer GVeefle ke meheâueleeSB

MegYeÇe yejvekeeue [e@Ê veeruece keâevle
MeesOeeLeer& SmeesefmeSš Øeesheâsmej ke efkeYeeieeOÙe#e
efÛe$ekeâuee efkeYeeie efÛe$ekeâuee efkeYeeie
ßeerceleer yeerÊ [erÊ pewve ieume& heerÊ peerÊ ßeerceleer yeerÊ [erÊ pewve ieume& heerÊ peerÊ
keâe@uespe, Deeieje, Gòej ØeosMe keâe@uespe, Deeieje, Gòej ØeosMe
[e@Ê Yeercejeke Deecyes[keâj efkeÕeefkeÅeeueÙe, [e@Ê Yeercejeke Deecyes[keâj efkeÕeefkeÅeeueÙe,
Deeieje, Gòej ØeosMe Deeieje, Gòej ØeosMe

meejebMe :

keueer& ueeskeâ keâuee Yeejle kesâ ceneje<š^ jepÙe keâer keueer& pevepeeefle mes GlheVe Skeâ keâuee nw efpemeves je<š^erÙe ke
Devleje&°^erÙe mlej hej cenlkehetCe& meheâueleeSB Øeehle keâer nQ~ keueer& keâes efkeÕe mlej hej ceevÙelee Øeehle nw~ ØeejcYe ceW
keueer& pevepeeefle kesâ ueesiees keâer peerefkekeâe efMekeâej Leer~ keueer& ueeskeâ keâuee Øeke=âefle keâes cenlke osves keeueer keâuee nw efpemes
hejchejeiele ™he mes kesâkeue ceefnueeDeeW keâes ner efÛe$e yeveeves keâe DeefOekeâej Lee~ meceÙe kesâ meeLe kele&ceeve meceÙe ceW
heg™<e Yeer Fme keâuee ceW Dehevee Ùeesieoeve os jns nQ~ hejchejeiele ™he ceW keueer& efÛe$eeW kesâ efke<eÙe Deveg…eefvekeâ ke
DeewheÛeeefjkeâ ØeÙeespeve Les hejvleg kele&ceeve meceÙe ceW MenjerkeâjCe ke heÙee&kejCe peeie™keâlee pewmes efke<eÙe keueer& efÛe$eeW ceW
yeve jns nQ~ ØeejcYe ceW keueer& efÛe$eCe kesâ efueS ieesyej, Ûeekeue kesâ Deešs kesâ Ieesue keâe ØeÙeesie efkeâÙee peelee Lee hejvleg
kele&ceeve meceÙe ceW Ùes ceeOÙece keâeiepe, keâwvekeeme meeLe ner ef[efpešue ceeref[Ùee kesâ ™he ceW heefjkeefle&le nes ieÙes nQ~ meceÙe
kesâ meeLe keueer& ueeskeâ keâuee ves DevÙe keâueeDeeW kesâ meceeve ner Øeieefle keâer nw efpemeceW keueer& keâueekeâejeW ke keueer& ueeskeâ
keâuee keâes menÙeesie osves keeues mebie"veeW ves Dehevee ØecegKe Ùeesieoeve efoÙee nw DeLee&le Fme ueIeg MeesOe kesâ ceeOÙece mes
keueer& ueeskeâ keâuee keâer Øeieefle ke Gmekeâer cegKÙe meheâueleeDeeW hej DeOÙeÙeve efkeâÙee peeÙesiee~

efkeMes<e Meyo :

keueer& ueeskeâ keâuee, pevepeeefle keâuee, ef[efpešue ceeref[Ùee, efpekÙee meescee cnMes, jepesMe ÛewlÙe keveIe[~

Øemleekevee :

keâuee keâueekeâej kesâ peerkeve Deewj Gmemes pegÌ[er nj
Ûeerpe pewmes Oece&, jerefle-efjkeepe, Deepeerefkekeâe, heefjkeej ke
efjMles, ce=lÙeg kesâ meeLe mecyevOe keâes oMee&leer nw~ cee$e
Fmeer meboYe& ceW keueer& efÛe$eeW kesâ keemleefkekeâ meej keâes mecePee
pee mekeâlee nw~ keueer& efÛe$e keâe veece ceneje<š^ keâer keueer&

pevepeeefle mes efueÙee ieÙee nw~ iegpejele Deewj ceneje<š^ kesâ
kegâÚ efnmmeeW ceW heâwues nesves kesâ yeekepeto keueer& cegKÙe ™he
mes ceneje<š^ kesâ "eCes efpeues kesâ onevet Deewj leueemesjer
leeuegkeâe ceW kesâefvõle nw~ Ùen #es$e heefMÛeceer Ieeš kesâ Gòej
keâer me¢eeõer heneefÌ[ÙeeW hej efmLele nw~ keueer& Meyo ‘kejue’
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Meyo mes efueÙee ieÙee nw efpemekeâe DeLe& neslee nw Yetefce keâe
šgkeâÌ[e Ùee Kesle~1 keueer& keâe Øeke=âefle kesâ meeLe mecyevOe
mecceevepevekeâ Deeoeve-Øeoeve keâe nw~ efkeefYeVe $e+legDeeW ceW
meef›eâÙe Øeke=âefle keâer MeefòeâÙeeW keâes Gvekesâ oskeleeDeeW kesâ
oskelke ceW Øeoeve efkeâÙee peelee nw efpemeceW kesâbefõle mLeeve
ceele= oskeer keâes efoÙee peelee nw~ Ùen mebyebOe keueer& kesâ
meebmke=âeflekeâ peerkeve keâe cenlkehetCe& efyebog nw Deewj efÛe$ekeâuee
Fve MeefòeâÙeeW keâe Øeleerkeâelcekeâ DeefYe<eskeâ nw~

keueer& ueeskeâ efÛe$eCe keâer heejcheefjkeâ ef›eâÙeeefkeefOe :

keueer& ueeskeâ efÛe$e PeesheÌ[er kesâ Deboj yeveeS peeles
nQ~ IejeW keâer oerkeejeW keâes henues efceóer leLee ieesyej kesâ
efceßeCe mes ueerhee peelee nw efheâj he=…Yetefce lewÙeej keâjves kesâ
efueS Gmekesâ Thej ies™Dee jbie ueieeÙee peelee nw~ jsKeebkeâve
kesâ efueS vegkeâerueer yeebme keâer šnefveÙeeW Deewj heleues Ûeekeue
kesâ Ieesue keâe GheÙeesie efkeâÙee peelee nw~ IejeW keâer oerkeejeW
kesâ DeYeeke ceW yeeBme kesâ KecyeeW keâes Yeer Fme Mewueer ceW
megvoj {bie mes efÛeef$ele efkeâÙee peelee nw~2

1. keueer& ueeskeâ efÛe$ekeâuee

keueer& ueeskeâ efÛe$eCe kesâ heejcheefjkeâ efke<eÙe :

keueer& efÛe$ekeâejeW Éeje efveefce&le efkeâS ieÙes efÛe$eeW ceW
Øeke=âefle keâes efkeMes<e cenlke efoÙee ieÙee nw~ hejchejeiele
™he mes efÛe$e ncesMee megkeeefmeveer (efkekeeefnle ceefnueeSB pees
efkeOekee veneR nQ), Oeveuesjer (efkekeeefnle hegpeeefjve) Glmeke
keâe ceenewue yeveeles ngS meeLe-meeLe ieeleer nQ~ efÛe$eeW kesâ
efke<eÙe-kemleg Dekemej Skeb hetpes peeves keeues oskeleeDeeW kesâ
Devegmeej heefjkeefle&le nesles jnles nQ~ efÛe$eeW kesâ DeuebkeâjCe

peefšue mepeekešer nQ pees Deveg…eveeW, ueeskeâ keâLeeDeeW,
hejchejeDeeW ke ueesiees kesâ cegKÙe kÙemleleeDeeW keâes oMee&les nQ
pewmes efMekeâej, yeesDeeF& ke keâšeF&, pevce, efkekeen ke ce=lÙeg,
hesÌ[ pees keueer& keâer Deepeerefkekeâe ceW cenlkehetCe& Yetefcekeâe
efveYeeles nQ Gve efÛe$eeW hej meekeOeeveerhetke&keâ OÙeeve efoÙee
ieÙee nw~ heef#eÙeeW, efieuenefjÙeeW, yebojeW, meeBheeW Deewj DevÙe
peevekejeW kesâ Yeer ef›eâÙeeMeerue ™he keâes efÛeef$ele efkeâÙee ieÙee
nw, pees efÛe$eeW keâes peerkeblelee Deewj ieefle Øeoeve keâjles nQ~
Øeke=âefle ceW DevÙe lelke pewmes OeejeSB Deewj Ûeš=eveW Yeer efÛeef$ele
keâer ieF& nQ~ ceeveke ™heeW keâe GheÙeesie Dekeämej Decetle&
mke™he ke pÙeeefceleerÙe Deeke=âefleÙeeW keâes Øemlegle keâjves kesâ
efueS efkeâÙee peelee nw~ Mewueeriele ™he mes keueer& efÛe$e ceOÙe
Yeejle ceW Mewue efÛe$e kesâ vekehee<eeCe ÛejCe kesâ meeLe mebyebOe
keâe megPeeke osles nQ~

keueer& ueeskeâ efÛe$ekeâuee Deheves ef$ekeâesCeerÙe Deekeâej
kesâ efueS Øeefmeæ nw pees YeejleerÙe Øeeiewefleneefmekeâ
iegheâe efÛe$eeW kesâ meceeve Øeleerle nesleer nw

2. ceOÙe hee<eeCe keâeueerve Øeeiewefleneefmekeâ iegheâe efÛe$e

3. Øeeiewefleneefmekeâ Mewue efÛe$eeW kesâ meeceeve keueer&
ueeskeâ efÛe$e (ueeskeâ Glmeke)
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Øeke=âefle keâes Skeâ meke&kÙeeheer ceeB kesâ ™he ceW osKee
ieÙee nw, efpemeves Deheves ieYe& ceW peerkeve Deewj ce=lÙeg keâes
yeveeS jKee~ oeMe&efvekeâ ™he mes keueer& kesâ efueS efÛe$ekeâuee
keâer Øeef›eâÙee Debeflece efÛe$e mes DeefOekeâ cenlkehetCe& Øeleerle
nesleer nw keäÙeeWefkeâ hetpee kesâ yeeo efÛe$e keâes efceše efoÙee
peelee nw Ùee heâerkeâe heÌ[ves efoÙee peelee nw, pees mebYekele:
peerkeve kesâ meYeer henuegDeeW keâer #eCeYebiegjlee keâe mebkesâle
oslee nw~ GveceW mes DeefOekeâebMe Øeke=âefle ceW Gke&jlee Deewj
Glheeokeâlee hej peesj osles nQ~ hetpee kesâ nj Dekemej hej efÛe$e
keâjves keâe keâeÙe& peerkeble Deewj ÛebÛeue peerkeve mes mece=æ
Deebleefjkeâ ‘ieYe& mLeeve’ ceW yeej-yeej MejCe uesves hej peesj
oslee nw pees Øepeveve kesâ yejeyej nw~

4. heejcheefjkeâ keueer& ueeskeâ efÛe$ekeâuee

keueer& ueeskeâ keâuee kesâ meYeer efÛe$eeW ceW mes efkekeen kesâ
Dekemej hej yeveeS ieS efÛe$e keueer& kesâ hetjs Deefmlelke keâes
meceeefnle keâjles nQ~ Ùen efÛe$e Skeâ cenlkehetCe& Yetefcekeâe
efveYeeles nQ leLee Fve efÛe$eeW keâer DevegheefmLeefle ceW efkekeen
veneR nes mekeâlee~ Fve efÛe$eeW keâes Ûeewkeâ keâne peelee nw,
pees efkemle=le mebkesâefõkeâ mke™he kesâ meeLe yeÌ[s Deuebke=âle
ÛeewkeâeW kesâ ÛeejeW DeuebkeâjCe efkeâS ieS nw~ kevemheefleÙeeW
Deewj peerkeeW kesâ Deueekee, otuns keâer yeejele keâes Dekeämej
Skeâ keâesves ceW oMee&Ùee peelee nw~ Ûeewkeâ ceW meYeer lelke
Øeleerkeâelcekeâlee mes Yejs nesles nQ~ FveceW mes meyemes cenlkehetCe&
nw Gke&jlee keâer oskeer efpemes Ûeewkeâ kesâ yeerÛe ceW ØecegKelee mes
efÛeef$ele efkeâÙee ieÙee nw~

efkekeâeme :

efkeÅeeueÙe efMe#ee kesâ mLeeve hej keueer& pevepeeefle kesâ
ueesie efkejemele ceW Øeehle ueeskeâ keâuee ceW heejbiele nesles nQ~
meved 1966 ceW Deejce keâer nes Skeâ Decesefjkeâekeemeer
keâueeØesceer mesefkekeâe [e@Ê nsceuelee ves ÙeneB kesâ Øekeeme kesâ
oewjeve heejcheefjkeâ efce$e efÛe$eCe keâuee ceW yeÛÛeeW keâer ™efÛe
osKeer lees GvnW Øeeslmeenve osves leLee Gvekeâer ueeskeâ keâuee
pewmeer keâuee keâes kÙeehekeâ cebÛe Øeoeve keâjves kesâ efueS
leevmee Ieešer ceW Deeš& Skeb ›eâeheäš mkeâtue keâer mLeehevee
keâer pees Deeßece kesâ kele&ceeve ieg™ mkeeceer efÛeefÉueeme vebo
(ieb™ceeF&) kesâ efveo&sMeve hej Øemeeo efÛeefkeâlmee mebmLee
Éeje mebÛeeefuele keâer pee jner nw~3 Fmekesâ heMÛeeled keâueekeâejeW
keâes henÛeeve ke Øeeslmeenve Øeehle ngDee ke meved 2002 ceW
GösMÙe Yeeke mes efouueer keâer Dee@ue FefC[Ùee heâeFve
Deeš&dme SC[ ›eâeheäš meesmeeFšer ceW Deeefokeemeer yeÛÛeeW
kesâ kegâÚ ØecegKe efÛe$eeW keâes ØeoefMe&le efkeâÙee ieÙee efpemeceW
yeÌ[er mebKÙee ceW ueesiees ves ØeoMe&veer keâe Dekeueeskeâve efkeâÙee
ke keâueekeâejeW keâes mejenvee Yeer Øeehle ngF&~ Deveskeâ efÛe$eeW
keâer efye›eâer Yeer ngF&~

keueer& ueeskeâ efÛe$ekeâuee keâer meheâueleeSB :

keueer& ueeskeâ keâuee kesâ keâueekeâej efpevnesves Deheveer
hejchejeDeeW ke jerefleefjkeepeeW kesâ Devegmeej efÛe$eCe keâeÙe&
efkeâÙee hejvleg meceÙe kesâ meeLe Fve keâueekeâejeW ves Deheveer
keâuee ceW veS ØeÙeesie efkeâS, keueer& keâueekeâejeW keâer ÛeÛee&
keâjs lees meke&ØeLece ßeer efpekÙee meescee cnMes keâe veece
efueÙee peelee nw leLee Ùener ken ØeLece keâueekeâej Les
efpevekesâ efÛe$eeW mes keueer& ueeskeâ keâuee keâes henÛeeve Øeehle
ngF& Leer~ efpekÙee meescee cnMes ves kesâkeue Oeeefce&keâ keâeÙee&s
hej efÛe$e yeveeves kesâ Deueekee Deheves owefvekeâ peerkeve kesâ
DeeOeej hej Yeer efÛe$e yeveevee DeejcYe efkeâÙee leye meved
1970 ceW keejueer keâuee ceW heefjkele&ve DeeÙee~ Fvekesâ
Fme ngvej keâes peuo ner henÛeevee ieÙee Deewj meved 1976
ceW FvnW je<š^erÙe hegjmkeâej mes vekeepee ieÙee~4 efpekÙee
meescee cnMes keâes keueer& ueeskeâ keâuee ceW Dehevee ØecegKe
Ùeesieoeve osves kesâ keâejCe Fvns je<š^erÙe hegjmkeâej he©e ßeer
mes meved 2011 ceW mecceeefvele efkeâÙee ieÙee~ keâueekeâej
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efpekÙee Meescee cnMes henues Ssmes keueer& keâueekeâej Les
efpevnesves keueer& efÛe$e keâes keâeiepe hej yeveeÙee ke Deheves
efÛe$eeW keâer ØeoMe&veer ueieeF&~ Fvemes ØeYeeefkele neskeâj DevÙe
keâueekeâejeW ves kÙekemeeefÙekeâ ueeYe kesâ efueS keueer& efÛe$eeW
keâes yeveevee ØeejcYe efkeâÙee~ ieCesMe ceneoske keebieÌ[ keueer&
keâuee keâes Deheves kÙekemeeÙe kesâ ™he ceW ØeÙeesie efkeâÙes, Deepe
keueer& keâuee kesâ efÛe$e keâheÌ[es ke keâeiepe hej DeeOegefvekeâ
keâueekeâejeW Éeje efveefce&le keâer pee jner nw~ megceve mebLeeefueÙee,
Fvnesves Yeer keueer& keâuee keâes hegve&peerefkele efkeâÙee~ Fvnesves
keueer& keâuee keâe ØeefMe#eCe efueÙee ke ØeefMe#eCe kesâ heMÛeeled
Fme keâuee ceW vekeerve ØeÙeesie efkeâÙes GoenjCe keueer& Mewueer
kesâ efÛe$eeW keâes hee@šjer, nQ[ces[ heshej, uekeâÌ[er keâer mepeekešer
kemlegDeeW Deewj keâheÌ[es hej Gkesâje ke Fvekesâ Éeje efkeâÙee
ieÙee Ùen vekeerve ØeÙeesie hemevo efkeâÙee peeves ueiee efpememes
Fvekeâer keâueeke=âefleÙeeW keâer ceebie nesves ueieer~ Fme kepen mes
ken efouueer efmLele keâe@šspe FcheesefjÙece ceW efveÙeefcele ™he
mes Deheveer keâueeke=âefleÙeeW keâer mehueeF& keâjleer nQ~5

5. keueer& ueeskeâ keâuee keâe efke%eeheve ceW ØeÙeesie

2010 ceW ‘keâeskeâe keâesuee’keâcheveer Éeje efoheekeueer
kesâ lÙeesnej hej Skeâ TV efke%eeheve keâe efvecee&Ce efkeâÙee
ieÙee efpemeceW keueer& ueeskeâ efÛe$ekeâuee kesâ ÂMÙeeW keâe ØeÙeesie
efkeâÙee~

keueer& efÛe$eeW kesâ mebj#eCe kesâ efueS ‘Deeefokeemeer Ùegkee
meskee mebIe’ keâeÙe&jle nw Deewj Ùen mebIe oneCeg peveheo,
"eves, ceneje<š ̂ceW efmLele nw~ Fme mebIe ves keueer& keâueekeâejeW
keâes Skeâ cebÛe Øeoeve efkeâÙee ke Fvns Fvekeâer keâuee kesâ
ceeOÙece mes ner Deeefpeefkekeâe Yeer Øeoeve keâjeÙee~ Fme mebIe
ves keueer& ueeskeâ efÛe$ekeâuee keâes Skeâ ØecegKe mLeeve efoueeves

ke Deheveer keâuee keâes megjef#ele jKeves kesâ efueS petve
2011 ceW peerÊ DeeF&Ê šwie Øeehle keâjeves kesâ efueS Deekesove
efkeâÙee ke Fme mebIe kesâ ØeÙeeme mes keueer& ueeskeâ keâuee keâes
31 ceeÛe& 2014 ceW peerÊ DeeF&Ê šwie keâer ceevÙelee
Øeehle ngF&~

kele&ceeve meceÙe keâer keueer& ueeskeâ keâuee :

keueer& keâer hejchejeiele Mewueer keâes efkeefYeVe ceeOÙeceeW
ceW efÛeef$ele efkeâÙee ieÙee GoenjCe kesâ ™he ceW heesmšj,
lewue, peue ke Ss›esâefuekeâ jbieeW mes keâeiepe ke keâheÌ[s hej
efÛeef$ele keâjves kesâ Deefleefjòeâ Oeeleg, hueemšj, efceóer, meercesvš,
Lecee&keâesue, hueeefmškeâ Deeefo hej Yeer keâece efkeâÙee ieÙee~
kele&ceeve meceÙe keâer keueer& ueeskeâ keâuee ves Øeieefle keâer nw~
keueer& efÛe$eeW keâe ØeÙeesie DeeOegefvekeâ ceeref[Ùee ceW efkeâÙee pee
jne nw~ heâwMeve, kem$e, yewie, meeÌ[er, šer-Meš&, mšsMevejer,
keâe[&, keâ@ehee&sjsš yeÇebef[bie, hewkesâefpeieb (GoenjCe heâwye Fef[Ùee
Glheeo) ceW keueer& efÛe$ees keâes yeveeÙee pee jne nw~ 3D

efÛe$eCe ceeOÙece mes Yeer keueer& efÛe$e yeveeÙes pee jns nQ~

6. yewie hej keueer& efÛe$eCe

keueer& keâueekeâej jepesMe ÛewlÙe keveIe[ :

jepesMe ÛewlÙe keveIe[ keâe pevce 1975 iebpee[,
ceneje<š^ ceW ngDee Lee~ Fvnesves Deheveer ceeB mes ner keueer&
efÛe$eCe keâer efMe#ee Øeehle keâer nw~ Fvnesves ØeejcYe ceW keueer&
efÛe$eCe keâe keâeÙe& efYeefòe ke keâeiepe hej efkeâÙee hejvleg Fvnesves
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meceÙe kesâ meeLe vekeerve ceeOÙeceeW mes Yeer Deheveer keâuee keâe
ØemlegeflekeâjCe efkeâÙee~ jepesMe ves efMeuhe meb«eneueÙe, efouueer,
nesceer YeeYee šeše cesceesefjÙeue Demheleeue cegcyeF& ke cegcyeF&
kesâ Devlejje<š^erÙe nkeeF& Deñs kesâ šer-2 šefce&veue hej
GuuesKeveerÙe efYeefòe efÛe$eeW keâe efvecee&Ce efkeâÙee nw meeLe ner
peeheeve, pece&veer, mhesve, FbiueQ[ ke DevÙe osMees ceW Deheves
keueer& efÛe$eeW keâes ØeoefMe&le efkeâÙee nw~ Fvekeâe keânvee nw efkeâ
nce keueer& pevepeeefle kesâ ueesie Øeke=âefle keâer ieeso ceW jnles
nQ pees Ùes yeleelee nw efkeâ nce nQ keâewve ke heerefÌ{ÙeeW mes nce
Deheveer keâneefveÙeeW keâes Fme keâuee kesâ ceeOÙece mes keânles
Dee jns nQ hejvleg kele&ceeve meceÙe ceW nceeje Deefmlelke ner
mebkeâš ceW nw~ Fvnesves DeeYeemeer keemleefkekeâlee (Virtual

Reality) kesâ ceeOÙece mes 3D efÛe$eCe kesâ Éeje Deheveer
mebmke=âefle ke hejcheje keâes Øemlegle keâjves keâe vekeerve ØeÙeeme
efkeâÙee~ jepesMe peer ves Fme DeeOegefvekeâ keâuee ceeOÙece mes
Deheveer Deeefokeemeer «eeceerCe mebmke=âefle keâes Âef<šiele keâjves
keâe ØeÙeeme efkeâÙee nw~

efve<keâ<e& :

Fme MeesOe uesKe ceW keueer& ueeskeâ keâuee keâe efkeâme
Øekeâej efkekeâeme ngDee Fme efke<eÙe hej ÛeÛee& keâer ieF& nw~
Ùen ueeskeâ keâuee Skeâ peerkeve Mewueer Leer efpemes meceÙe kesâ
meeLe keueer& keâueekeâejeW ves meceepe mes heefjefÛele keâjeÙee~
Fme ueeskeâ keâuee ves Yeejle keâer DevÙe ueeskeâ keâueeDeeW kesâ
meceeve ner Øeefmeefæ Øeehle keâer nw~ kele&ceeve meceÙe ceW lees
keueer& ueeskeâ keâuee efkeÕe mes heefjefÛele nw leLee meeceevÙe
peve ceW Fmekeâer DeefOekeâ ceebie Yeer nw keäÙeesefkeâ Ùen keâuee
keâeiepe hej efÛe$eCe kesâ meeLe-meeLe GheÙeesieer ke keâueelcekeâ
kemlegDeeW hej Yeer efveefce&le nes jner nw~ keueer& ueeskeâ keâuee
keâes meb«enerle efkeâÙee pee jne nw~ keueer& kesâ ØeejefcYekeâ mke™he
mes ueskeâj kele&ceeve meceÙe lekeâ Fme keâuee ves DeefOekeâ
meheâueleeSB Øeehle keâer nQ DeLee&led keueer& ueeskeâ keâuee
Deheves efkekeâemeheLe hej Ûeue jner nw~

mevoYe& metÛeer :

1. efkeâjCe [e@Ê G<ee, kegâceej ßeer nscevle, 2015, keueer&
ueeskeâ-keâuee : Yeejle keâer mece=æ meebmke=âeflekeâ efkejemele,
Yeejle keâer ueeskeâ keâueeSB, he=Ê mebÊ-27, jIegveeLe ieume&
heerÊ peerÊ keâe@uespe, cesj", GÊØeÊ, Yeejle~

2. Ùeeoke jeceefkeâMeesj, 2015, ceneje<š^ keâer keueer& ueeskeâ
efÛe$ekeâuee Deewj efMeuhe, Yeejle keâer ueeskeâ keâueeSB,
he=Ê mebÊ-9, jIegveeLe ieume& heerÊ peerÊ keâe@uespe, cesj",
GÊ ØeÊ, Yeejle~

3. Ùeeoke jeceefkeâMeesj, 2015, ceneje<š^ keâer keueer& ueeskeâ
efÛe$ekeâuee Deewj efMeuhe, Yeejle keâer ueeskeâ keâueeSB,
he=Ê mebÊ-9, jIegveeLe ieume& heerÊ peerÊ keâe@uespe, cesj",
GÊ ØeÊ, Yeejle~

4. efkeâjCe [e@Ê G<ee, kegâceej ßeer nscevle, 2015, keueer&
ueeskeâ-keâuee : Yeejle keâer mece=æ meebmke=âeflekeâ  efkejemele,
Yeejle keâer ueeskeâ keâueeSB, he=Ê mebÊ-28, jIegveeLe ieume&
heerÊ peerÊ keâe@uespe, cesj", GÊ ØeÊ, Yeejle~

5. efkeâjCe [e@Ê G<ee, kegâceej ßeer nscevle, 2015, keueer&
ueeskeâ-keâuee : Yeejle keâer mece=æ meebmke=âeflekeâ efkejemele,
Yeejle keâer ueeskeâ keâueeSB, he=Ê mebÊ-29, jIegveeLe ieume&

heerÊ peerÊ keâe@uespe, cesj", GÊ ØeÊ, Yeejle~

7. mecekeâeueerve keueer& ueeskeâ efÛe$ekeâuee
efÛe$e efke<eÙe : keeÙeg, peue, peceerve
(efÛe$ekeâej jepesMe ÛewlÙe keveIe[)
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je<š^erÙe efMe#ee veerefle 2020 ceW YeejleerÙe mebieerle efMe#ee

meesveeueer kesâMejer ØeesÊ mebieerlee efmebn
MeesOe Úe$ee, keeÅe efkeYeeie MeesOe-efveo&sefMekeâe, keeÅe efkeYeeie
mebieerle Skeb cebÛe keâuee mebkeâeÙe mebieerle Skeb cebÛe keâuee mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅeeueÙe keâeMeer efnvot efkeÕeefkeÅeeueÙe

MeesOe meej :

YeejleerÙe mebmke=âefle Skeb keâuee DelÙeble ØeeÛeerve nw, efpemeceW mebieerle efMe#ee Yeer DelÙeble mece=æ jner nw~ efMe#ee
ceveg<Ùe kesâ efueS Glevee ner cenlkehetCe& nw, efpelevee keâer ceveg<Ùe keâe meebme uesvee~ Skeâ efMeef#ele ceveg<Ùe ner Deheves
Deeeflcekeâ Øeke=efòeÙeeW keâe efvecee&Ce ke meceepe keâe me=pevekeâlee& nw~ mebieerle efMe#ee ØeeÛeerve keâeue ceW ieg®-efMe<Ùe hejbheje
jner lelheMÛeele Iejeves ceW heefjkeefle&le ngF& Deewj Deye mebmLeeiele efMe#eCe heæefleÙeeW Éeje nes jner nw, efpememes mebieerle
meerKevee megueYe ke Deemeeve nes ieF& nw~ kele&ceeve ceW efMe#ee kesâ #es$e ceW efMe#ee ceb$eeueÙe ves je<š^erÙe efMe#ee veerefle 2020
kesâ Debleie&le meYeer efke<eÙeeW kesâ meeLe mebieerle efMe#ee keâes Yeer DeefvekeeÙe& keâj efoÙee nw, efpememes Úe$eeW keâe mece«e ™he mes
efkekeâeme nes~ je<š^erÙe efMe#ee veerefle 2020 ceW mebieerle keâes cegKÙe efke<eÙe kesâ ™he ceW Ûegvee ieÙee, keäÙeeWefkeâ Yeejle keâer
ØeeÛeerve keâuee, mebmke=âefle keâe mebkeOe&ve ke mece=efæ nes mekesâ~ ØeeÛeerve keâeue mes DeeOegefvekeâ keâeue lekeâ mebieerle efMe#ee ceW
yengle heefjkele&ve ngS~ kele&ceeve ceW meYeer efkeÅeeueÙe Deewj efkeÕeefkeÅeeueÙeeW ceW mebieerle efMe#ee keâes cenlkehetCe& keâj efoÙee
ieÙee nw, efpememes mebieerle keâes veF& henÛeeve efceue jner nw~ mebieerle Skeâ ceveesjbpeve keâe meeOeve ner veneR, Deefheleg Ùen
ceveg<Ùe kesâ ceeveefmekeâ ke Meejerefjkeâ efkekeâeme ceW cenlkehetCe& Yetefcekeâe efveYeelee nw~

cetue Meyo :

mebieerle efMe#ee, mebmke=âefle, keâuee, je<š^erÙe efMe#ee veerefle 2020, vekeeÛeej~
Øemleekevee :

efMe#ee Skeâ meesÛeves, mecePeves keâer Øeef›eâÙee nw, efpeme
hej meceeve ™he mes meYeer ceveg<ÙeeW keâe DeefOekeâej nw~
efMe#ee mes %eeve Deewj meerKeves keâer #ecelee keâes efkekeâefmele
efkeâÙee peelee nw Fmemes kÙeefòeâ kesâ efkeÛeejeW ceW veweflekeâlee,
meeceeefpekeâlee, DeelceefveYe&jlee GlheVe nesleer nw ke meceepe
ceW mekeâejelcekeâ efkeÛeej Øeoeve keâjleer nw~

mee efkeÅee Ùee efkecegòeâÙes~~efke<CeghegjeCe

DeLee&le efkeÅee cees#e keâe meeOeve nw~ efkeÅee Éeje

heefj<ke=âle Deewj efkekeâefmele keâer ieF& yegefæ ner keemleefkekeâ
Meefòeâ nw~ kele&ceeve ceW efMe#ee ceb$eeueÙe Éeje efMe#ee heæefle
ceW efkeefYeVe heefjkele&ve efkeâS ieS, efpememes DeelceefveYe&j meMeòeâ
Yeejle keâer keâuhevee keâer pee mekesâ FmeefueS mkeleb$e Yeejle
keâer leermejer efMe#ee veerefle, je<šêrÙe efMe#ee veerefle 2020
keâes ueeiet efkeâÙee ieÙee~ je<šêrÙe efMe#ee veerefle 2020
keâe ue#Ùe nw, efkeâ YeejleerÙe efMe#ee ØeCeeueer ceW iegCekeòee
hetCe& kÙeehekeâ ™he mes megOeej ueevee~ peneb Skeâ Deesj
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je<š^erÙe efMe#ee veerefle 2020 kesâ Éeje Yeejle keâer ØeeÛeerve
ieewjkeceÙeer mebmke=âefle keâuee hejbheje keâer GVeefle nesieer, kener
otmejer Deesj 21keeR meoer keâer kewefÕekeâ ÛegveewefleÙeeW keâe meecevee
keâjves kesâ efueS Yeejle kesâ ÙegkeeDeeW keâes lelhej keâjsieer~
je<š^erÙe efMe#ee veerefle 2020 Yeejle kesâ mebefkeOeeve ceW
keefCe&le cevekeebefÚle efMe#ee kesâ DeefOekeâej keâes Yeer heefjueef#ele
keâjsieer~ Ùen vevnW yeeuekeâeW keâe Meejerefjkeâ leLee ceeveefmekeâ
oeefÙelke keâes keâce keâjsieer, kener GÛÛe mlej hej efkeÅeeefLe&ÙeeW
kesâ DevegmebOeeveelcekeâ efMe#eCe keâes yeÌ{ekee osieer~ je<š^erÙe
efMe#ee veerefle keâe cegKÙe ue#Ùe nw, efkeâ ken Deepe kesâ
efkeÅeeefLe&ÙeeW kesâ jÛeveelcekeâlee Deewj leeefke&âkeâ meesÛe keâes yeÌ{ekee
os, Gvekeâer DekeOeejCeelcekeâ mecePe yeÌ{s, veweflekeâlee, ceevekeerÙe
Deewj mebkewOeeefvekeâ cetuÙe, yeng-Yeeef<ekeâlee, peerkeve keâewMeue,
meerKeves kesâ efueS melele cetuÙeebkeâve, lekeâveerkeâer hej peesj,
YeejleerÙe mebmke=âefle ke hejbheje keâe mebkeOe&ve, efkeefkeOelee keâes
yeÌ{ekee osvee, Glke=â<š mlej kesâ MeesOe keâes yeÌ{ekee efceues~
ken Úe$e keâes jespeieej kesâ efueS Yeer me#ece yeveeSb,
efpememes Úe$e Deheves Yeefke<Ùe keâe efvecee&Ce keâj mekesâ~

je<š^erÙe efMe#ee veerefle 2020 ceW ØeeÛeerve keâuee,
mebmke=âefle ke mebieerle kesâ mebkeOe&ve leLee mebj#eCe kesâ efueS
mebieerle efke<eÙe keâes meYeer Úe$eeW kesâ efueS DeefvekeeÙe& keâj
efoÙee ieÙee nw~ mebieerle efke<eÙe Skeâ kewkeâefuhele efke<eÙe Lee
kener kele&ceeve ceW mebieerle efke<eÙe keâes cegKÙe keâj efoÙee ieÙee
nw~ mebieerle megveves cee$e mes ner meesÛe Deewj keâewMeue ceW
ke=efæ nesleer nw~ mebieerle efMe#ee meYeer kesâ yeewefækeâ efkekeâeme
keâes yeÌ{eleer nw Skeb meYeer DekemLee kesâ efkeÅeeefLe&ÙeeW kesâ
efueS Mew#eefCekeâ mlej keâes yeÌ{ekee osleer nw~ mebieerle mes
leveeke ceW keâceer, efkeâmeer Yeer ceeveefmekeâ efmLeefle ceW megOeej
Deewj mekeâejelcekeâ keeleekejCe Øeoeve keâjlee nw~ keâuee ke
mebieerle efkeÅeeefLe&ÙeeW keâes mebmke=âefle ke ØeeÛeerve hejbheje mes
peesÌ[ves keâe meeOeve nw~ mebieerle efMe#ee mecetn ceW keâeÙe&
keâjvee, menÙeesie, mecemÙee, meceeOeeve Deewj vekeeÛeej pewmes
efkeefYeVe keâewMeueeW keâe efkekeâeme keâjleer nw~ Ùen Úe$eeW keâes
Deelce-meboYe& Deewj mke-DeOÙeÙeve keâe cenlke efmeKeelee
nw, efpememes Gvekeâer mkeleb$elee Deewj mebkesoveMeeruelee yeÌ{leer

nw~ mebieerle mes ceveg<Ùe kesâ jÛeveelcekeâ, Yeekeelcekeâ ceefmle<keâ
keâe efkekeâeme neslee nw~ mebieerle efMe#ee mes Úe$e kesâ meb%eeveelcekeâ
#es$e ceW Yeer efkekeâeme neslee nw~

kele&ceeve ceW mebieerle efMe#ee kesâ cegKÙe GösMÙe nw, efkeâ :

1. mebieerle Éeje kÙeefòeâlke keâe efkekeâeme keâjvee~

2. mebieerle efMe#ee Éeje cebÛe ØeoMe&keâeW keâe efvecee&Ce
keâjvee~

3. mebieerle keâer efYeVe-efYeVe MeeKeeDeeW pewmes- Meem$eerÙe
mebieerle, GheMeem$eerÙe mebieerle, ueeskeâ mebieerle, ieeÙeve,
keeove, jeie, leeue Deewj mebieerle kesâ Fefleneme Deeefo
keâe DeOÙeÙeve Deewj mecePeves keâe mlej yeÌ{s~

je<š^erÙe efMe#ee veerefle 2020 kesâ Devegmeej kesâkeue
hegmlekeâeW Ùee «ebLeeW keâe %eeve leLee keâ#eeDeeW ceW kÙeeKÙeeve
osves mes efMe#ee hetjer veneR nes mekeâleer~ Skeâ Glke=â<š efMe#ee
kesâ efueS kÙeekeneefjkeâ, Meem$e, mecetn ceW ÛeÛee& kesâ meeLe
ner meeLe, yee¢e peiele kesâ ieefleefkeefOeÙeeW hej DeeOeeefjle
Skeb keâewMeue ØeOeeve %eeve keâes meerKevee Deefle DeekeMÙekeâ
nw~ efMe#ee ceb$eeueÙe ves je<š^erÙe efMe#ee veerefle 2020 kesâ
lenle DevÙe efke<eÙeeW kesâ meeLe-ner-meeLe mebieerle efke<eÙe keâes
Yeer peesÌ[e nw, efpememes meebmke=âeflekeâ Øeieefle, Yee<ee keâe efkekeâeme
Deewj meeceeefpekeâ menieceve keâer DevegYetefle nes mekesâ~ mebieerle
efMe#ee keâes efkeÅeeueÙeer Skeb efkeÕeefkeÅeeueÙe mlej hej Yeer
DeefvekeeÙe& efkeâÙee ieÙee nw, efpememes ®efÛeMeerue Úe$e efMe#ee
Øeehle keâj mekesâ~ Úe$eeW keâes efMe#ee kesâ veS-veS GoenjCe
kesâ meeLe Deewj lekeâveerkeâeW kesâ meeLe efMe#ee oer pee mekesâ~
mebieerle kesâ Éeje meebieereflekeâ keâeÙe&›eâce keâe DeeÙeespeve nes
jne efpememes Úe$e Deheves keâuee kesâ ceeOÙece mes mes Deheves
jÛeveelcekeâlee keâes kÙeòeâ keâj jns nw~ je<šêrÙe efMe#ee
veerefle 2020 kesâ lenle mebieerle efke<eÙe keâes FmeefueS DeefvekeeÙe&
efkeâÙee ieÙee nw, keäÙeeWefkeâ mebieerle ceW [esheeceeFve Deewj
mesjesšesefveve veecekeâ jmeeÙeve efvekeâueves keâe meeceLÙe& nw,
efpememes ceveg<Ùe ceW mekeâejelcekeâ DevegYeke DeeefkeYe&tle nesles
nw FvneR DevegYekeeW mes efkeÅeeefLe&ÙeeW ceW DeelceefkeÕeeme Deewj
jÛeveelcekeâlee keâe efkekeâeme neslee nw~
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je<š^erÙe efMe#ee veerefle 2020 kesâ Devleie&le mebieerle
kesâ DeOÙeÙeve mes YeejleerÙe keâuee Deewj mebmke=âefle kesâ Øeefle
Ûeslevee keâes yeÌ{eves Deewj Deheves ØeeÛeerve mebmke=âefle mes peesÌ[ves
ceW ceoo keâjsieer~ veF& veerefle kesâ Deveg™he Úe$e efkeâmeer Yeer
efke<eÙe keâes mkeleb$e ™he mes Ûegve mekeâles nw Ûeens ken
efke%eeve, ieefCele, Fefleneme, efnvoer Ùee mebieerle efke<eÙe ner
keäÙeeW vee nes~ mebieerle efMe#ekeâeW keâer ØeefMe#eCe ceW megOeej
keâjves keâe ØeÙelve efkeâÙee pee mekesâ Deewj mebieerle efMe#ee keâes
veS mke™he kesâ meeLe veS lekeâveerkeâeW Éeje efmeKeeÙee pee
mekesâ~ mebieerle efMe#ee keâes efkeÕeefkeÅeeueÙe mlej hej efkeefYeVe
hejbhejeDeeW hej DevegmebOeeve Deewj omleekespeerkeâjCe Éeje yeÌ{ekee
osvee, mebieerle efMe#eCe keâes DeeOegefvekeâ ™he Øeoeve keâjvee
leLee vekeeÛeej keâes Yeer yeÌ{ekee osvee nw~ Fme Øekeâej je<šêrÙe
efMe#ee veerefle 2020 efkeÅeeefLe&ÙeeW kesâ efueS efkeefYeVe je<šêrÙe
mebYeekeveeDeeW keâes meeceves ues DeeF& efpememes Úe$eeW kesâ
mekeeËieerCe efkekeâeme kesâ meeLe Deheves peerkeve kesâ ue#ÙeeW keâes
Øeehle keâj mekesâ~ Úe$e mechetCe& ™he mes je<š^ kesâ efvecee&Ce
ceW meneÙekeâ yeveles ngS, kewefÕekeâ mlej hej Dehevee meeLe&keâ
Ùeesieoeve Øeoeve keâj mekesâ~

efve<keâ<e& :

je<š^erÙe efMe#ee veerefle 2020 keâe cegKÙe GösMÙe
Ùener nw efkeâ veF& efMe#ee kesâ Éeje efkeÅeeefLe&ÙeeW keâes yeng-

efke<eÙeer, ceele=Yee<ee hej peesj Deewj mece«e ™he mes Gvekesâ
efkekeâeme hej peesj efoÙee peeS~ efMe#ee kesâ #es$e ceW mebieerle
keâe Ùeesieoeve kesâkeue ceveesjbpeve lekeâ ner meerefcele veneR nw,
yeefukeâ Ùen efkeÅeeefLe&ÙeeW kesâ mekeeËieerCe efkekeâeme, Gvekesâ
jÛeveelcekeâlee, ceeveefmekeâ meblegueve Deewj Gvekesâ meebmke=âeflekeâ
mepeielee keâes Øesefjle keâjlee jns~ Úe$eeW keâes ØeeÛeerve mebmke=âefle
keâuee ke mebieerle keâes kesâkeue Ùeeo keâjves ner veneR yeefukeâ
mecePeves Deewj GmeceW ØeeÙeesefiekeâ ™he mes Yeeie uesves kesâ
efueS Øeeslmeeefnle efkeâÙee pee jne nw~ efpeme Øekeâej Ùegie
heefjkele&ve nes jns nw, Gmeer Øekeâej mebieerle efMe#ee ceW Yeer
yengle mes veke efkemleej nes jns nw~ pees efMe#ee ØeeÛeerve meceÙe
ceW ieg®kegâue heæefle Éeje nesleer Leer Deepe kener efMe#ee
mebmLeeiele nes ieF& nw~ DeeOegefvekeâ keâeue kesâ mebieerle kesâ
#es$e ceW keâF& Øekeâej kesâ ef[efpešue ke lekeâveerkeâer GhekeâjCe,
She ke Dee@veueeFve kesâ ceeOÙece FlÙeeefo mes mebieerle efMe#ee
keâes efoÙee pee jne nw~

meboYe&-«ebLe metÛeer :
1. https://www.researchgate.net

2. https://www.education.gov.in

3. https://www.divyahimachal.com

4. https://hindivivek.org
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Abstract :

This paper focuses on cultural transnationalism through music with special
reference to “protests” as context. It depicts the “protest psyche” of humans to participate
in revolution and raise their voices regardless of caste, creed, sex, gender etc. based
on their common grounds of grievances, and violent injustices faced by them making
it transnational. Music being an integral part of culture and a powerful weapon in the
hands of humanity has become an important tool for raising people’s voices. This
study delves deep into the examples of such compositions that have crossed borders
as protest music and have become the roar of the masses against injustice uniting
nation-states on humanitarian grounds.

Keywords :

Transnationalism, Cross-Border, Protest Songs, Resistance, Oppression.

Introduction :

The term “Transnationalism” has its
roots in the early 20th century when multi-
national corporations and international
organizations started transcending nation-
state borders. It gained prominence and
was introduced in academic literature in
the 1970s by the work of American Political
scientists Joseph Nye and Robert Keohane.
They defined trans-national relations as
contacts, coalitions and interactions across
state boundaries that are not controlled by
the central foreign policy organs of govern-

ment’ (Hoffmann, 2021, 796-810). Very
often the terms Globalization and Transna-
tionalism are used interchangeably but both
bear different meanings. While globalization
is a more general term that includes the gro-
wing integration of economies and cultures
worldwide, transnationalism describes the
linkages and partnerships that cross
national boundaries. Transnationalism has
been broadly classified into three types:
economic, political and socio-cultural.
Socio-cultural transnationalism refers to
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the cultural transactions of practices, ideas
and values across borders. Music is an
integral part of culture acting as a tool for
expression. Protest songs have been serving
as a powerful tool for expressing defiance
and challenging systems since ancient times.
Saints and mystic poets in India have been
using their writings to speak out against
oppression, religious dogma and social
injustice long before modern protest songs
became international icons of rebellion.
Here are a few instances of such examples:
Through the spiritually infused vakhs, a
14th-century Kashmiri poet-saint named
Lal Ded (Lalleshwari) criticized religious
dogma and social conventions, emphasi-
zing unity and the pointlessness of mean-
ingless rituals. Saint Kabir Dasji who lived
in Kashi in the late 15th and early 16th
centuries, in his couplets strongly condem-
ned caste divisions and religious hypocrisy
while promoting a straightforward, inclu-
sive view of God. Raidas (Ravidas), a pro-
minent member of the Bhakti movement
and a native of Varanasi, used his poetry
to promote equality and justice by challen-
ging social hierarchy and elevating margi-
nalized communities. His impact can still
be seen in sacred texts like the Sikh Guru
Granth Sahib.

 Protest songs have transcended natio-
nal boundaries, resonating with diverse
audiences and movements. This transna-
tional appeal is made in two primary ways:
through the preservation of both lyrics and
melody across different contexts and thro-
ugh the adaptation of melodies with new
localized lyrics. This paper explores how
protest songs cross nation-state boundaries,
examining their modes of transmission and
adaptation highlighting specific examples.

Methodology :

This research employs a qualitative
approach, analyzing instances of protest
songs that have transcended their original
national contexts around the globe. Data
is collected from journals, books, acade-
mic articles, youtube videos and reputable
news sources. The selected songs are exa-
mined for their lyrical content, historical
background, modes of transmission, and
the sociopolitical movements they influ-
enced or were influenced by. The analysis
focuses on two categories : songs that
maintain both original lyrics and melody
across borders, and songs where the
melody is retained but lyrics are adapted
to new contexts.

1. Preservation of Lyrics and Melody :

In this section, such protest songs are
discussed that maintain their original form
as they cross borders, resonating with
regional audiences due to their universal
themes of resistance and justice.

� “Hum Dekhenge” :

Written in 1979 by Pakistani poet Faiz
Ahmed Faiz, “Hum Dekhenge” became
an anthem of resistance in Pakistan. Its
powerful verses, envisioning the fall of
tyrants and the rise of the people, transcen-
ded borders and were adopted by protes-
tors in India during the 2019–2020 anti-
CAA (Citizenship Amendment Act)
protests.(‘Hum Dekhenge’: Faiz’s Iconic
Song Defines The Anti-CAA Protests | The
Quint, 2020) The song’s universal
message of hope and defiance made it a
unifying force across national lines.

� “Ekusher Gaan : Amar Bhaier Rokte

Rangano Ekushe February” :

“Ekusher Gaan” (Amar Bhai Er Rokte
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Rangano, 2015) was written in 1952 by
Bangladeshi writer Abdul Gaffar Chow-
dhury and later set to music by Abdul Latif
to commemorate the Bengali Language
Movement in East Pakistan (now Bangla-
desh). It became a symbol of linguistic and
cultural identity. Its poignant lyrics,
mourning the martyrs of the movement,
have been embraced by Bengali communi-
ties in India, particularly in West Bengal,
during language and cultural preservation
movements. The song’s emotional resona-
nce underscores the shared cultural heritage
across borders.The same song has been
sung in 12 different languages from around
the world (Amar Bhaier Rokte Rangano
in 12 Languages |

| Project 21, 2017).

� “Do You Hear The People Sing” :

This song was written in 1980 for the
Musical “Les Miserables”.(Song From
‘Les Misérables’ Has A Long History In
Pro-Democracy Movements, 2021) The
original French version of this is titled “
A la Volonté du Peuple” It was penned by
Alain Boublil and composed by Claude-
Michel Schönberg. This song has been
used for protest in various demonstrations
around the globe. For example, during the
Euromaidan revolution in 2013; in Wisco-
nsin in 2011 during a budget bill demonst-
ration ; for reforms of the Thai Monarchy
in Thailand in 2020 etc (Zhang, 2020).

� The Rapist Is You” :

Originally titled “Un Violador en Tu
Camino” in Spanish translated to English
as “The Rapist Is You” is a feminist protest
song from Chile that originated in 2019.
It spread like a wildfire worldwide acting
as a voice of women against oppression

towards them. Women protested against
sexual abuse in universities, workplaces,
unequal treatment in workplace etc through
this song. Protests have taken place in
France, India , Mexico, Argentina, Venezu-
ela and other places around the globe
where this song has been used as an anthem
of feminist protest. (WION, 2019, #)

� “Baraye” :

In the early days of 2022, Iranian singer-
songwriter Shervin Hajipour composed
this song titled “Baraye” as a protest and
soon it became an anthem for protest. The
background behind this composition is an
incident that took place in Iran on 16th
September 2022 , when a 22 year old Iranian
woman named Mahsa was arrested by the
police for not wearing hijab and died due
to coma after police brutality. Baraye is
about aspirations for a normal, prosperous
existence. Along with freedom, liberty, and
wealth, it discusses issues related to the
environment, endangered animals, dying
trees, refugee rights and psychological
issues.

 On October 22nd, this song was per-
formed by the British Rock-band Cold-
Play along with Iranian exiled actor Gol-
shifteh Farahani in order to support the
Iranian movement from Argentina. (#Adab-
Fest2020, 2 Feb: Saad Haroon Talks
About Making Burqa Woman (Parody of
Pretty Woman), n.d.) Australian Indie Folk
Singer-songwriter Shelley Segal made an
English version of Baraye in support of
the Iranian protests and their freedom.

2. Adaptation of Melody with New

Lyrics :

In this section such compositions are
discussed wherein new lyrics are crafted
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to suit different socio-political contexts
keeping the melody intact.

� “We Shall Overcome” :

Originally an American civil rights
anthem, “We Shall Overcome” found
resonance in different parts of the world.
In India, it has been translated into Hindi
as “Hum Honge Kamyab,” and Bengali
“Amra Korbo Joy” and used as a staple in
schools and protest movements, symbolizing
hope and unity. The song’s adaptability
highlights the universality of its message
and its capacity to inspire the mass. There
are instances in Bangladesh where the
Bengali version has been used for protest.

� “Kalo Jole kuchla tole” :

This is a traditional Bengali folk song.
The melody of the song has been retained
while the lyrics have been changed and two
different songs have been made, one by
India and the other by Bangladesh for two
different protests. In India the song is titled
“ Deshta Shobar,Tomar Amar, Shono
Shoirachari…” used for the Tilottama rape
case protest in West Bengal (RG Kar Protest
| Viral Song | !
Bangla News |, 2024). While in Bangla-
desh the song has been titled, “Deshta
Tomar Baper Naki” (Deshta Tomar Baper
Naki, 2024) used for the Bangladesh stu-
dent protest. Both the songs are in Bengali
language and potray people’s protest for
protecting “freedom of speech” and warn-
ing the government against its injustice.

� “Bella Ciao” :

Bella Ciao is an Italian folk song sung
by women rice paddy workers in North-
East Italy. It became an anthem for the
Italian resistance groups during world war
who fought against the Italian Social Repu-

blic as well as the occupying troops of Nazi
Germany. This tune has been used in India
after altering the lyrics during the Citizen
Amendment Act and NRC protests. The
Indian version of this song has been titled
: “Wapas Jao”.(Wapas Jao(Bella Ciao
Hindi Version) | Poojan Sahil | Ft. CAA-
NRC Protests | BuddyBits, 2020).

� “The Internationale” :

This is a revolutionary anthem com-
posed by Pierre De Geytar and penned by
Eugene Pottier in French. This has become
an anthem for communist revolution. Keep-
ing this tune intact, Hemango Biswas an
Indian singer, composer, lyricist and poli-
tical activist penned the song titled “ Jago
Jago Sorbohara” in Bengali (International

- Hema-
nga Biswas , 2015). This song
was prominently used during the 1960
peace initiative in Assam, which aimed to
end the Assamese-Bengali riots triggered
by the state’s decision to make Assamese
the sole official language. Similarly there
are other versions of these songs in diffe-
rent languages such as Hindi, Russian,
Chinese, Sinhalese etc penned and compo-
sed for protest in different parts of the
world.

� “John Henry” :

This was originally a folk ballad. John
Henry was an African-American freedman
who is said to have worked against a steam-
powered rock drill, a race that he won only
to die in victory with a hammer in hand as
his heart gave out from stress. Bengali com-
poser, Hemango Biswas used the tune of
this song, kept the name John Henry in it
and penned lyrics for the working class
protest. (John Henry by Hemanga Biswas
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Ganasangeet (CHORUS) (
 2018). This song is

sung on May Day every year in Bengal.

� “Burqa Woman” by Saad Haroon :

This song “Burqa Woman” is created
by a Pakistani comedian Saad Haroon. It
is a satirical song set to the tune of Ame-
rican singer-songwriter Roy Orbison and
Bill Dees “Pretty Woman,”. (#AdabFest
2020, 2 Feb : Saad Haroon Talks About
Making Burqa Woman (Parody of Pretty
Woman), n.d.) Pretty woman was created
as a result of a very casual conversation.
Saad Haroon through his song Burqa Woman
critiqued societal attitudes towards women
and the veil. The song sparked conversations
about gender roles and freedom of expre-
ssion, highlighting how parody and humor
can be effective tools in protest music.

Conclusion :

Protest songs from around the world
have demonstrated a remarkable ability to
transcend national boundaries, uniting
people transnationally in shared struggles
for justice, identity, and freedom leading
to cultural transnationalism through music.
Whether preserving their original form or
adapting to new contexts, these songs serve
as powerful expressions of collective cons-
ciousness and resistance. Their enduring
relevance underscores the universal human
desire for dignity, equality and liberation
and the power of music to become transna-
tional regardless of any other factor.
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Abstract :

This study aims to analyze the diverse songs featured in the 2022 National Award-
winning Kannada film 777 Charlie, focusing on their cultural representations,
instrumentation, and role in the film’s narrative progression. The researcher
investigates the integration of Indian and foreign musical traditions, analysing how
the soundtrack enhances the emotional and cultural dimensions of the film through
musician interviews, location studies, and content analysis.

The songs and music of 777 Charlie amalgamates styles like folk, classical, western
and contemporary. The Paper concludes that the film’s soundtrack presents a musical
microcosm of India, integrating diverse musical traditions from various places. The
soundtrack encompasses many languages, such as Kannada, Rajasthani, Goan, and
English, providing an audio exploration of India’s diverse musical legacy, enhanced
by modern influences and how the music represents many states of India.

Keywords :

Film777 Charlie, Music Analysis, Culture Representation, Content Analysis.
Diverse Music.

Introduction :

Indian cinema, has a longstanding
reputation for incorporating several musical
styles into its soundtracks. Film music
frequently embodies the varied cultural,
regional, and historical influences inherent
in the nation. 777 Charlie is a 2022 Indian
Kannada film directed by Kiranraj K, with
Rakshit Shetty in the lead role of Dharma,

accompanied by a dog named Charlie.

The songs from “777 Charlie” are
available in five languages: Kannada,
Tamil, Telugu, Malayalam, and Hindi. The
film “777 Charlie” is predominantly a
Kannada production, although it was rele-
ased with dubbed versions in the specified
languages, indicating that each song in the
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soundtrack is accessible in all five langu-
ages.

The film portrays the deep connection
between a man and a stray dog, empha-
sizing themes of compassion, nurturing,
and the transformative power of human-
animal connections.

Research Methodology :

Researcher examines the historical
and cultural context of 777 Charlie’s pro-
duction, emphasizing the socio-political
environment, contemporaneous cinema
industry trends, and the cultural relevance
of the music with the narrative and themes
of the film.

Researcher conducted the content
analysis of the  interviews, articles and
videos that elucidate the composer’s objec-
tives, influences and creative methodology.

Interviewed musician Mr. Deepak
Mattoo, founder of the Academy of Arts
in Himachal Pradesh, to acquire a compre-
hensive grasp of the instruments utilized
and the significance of music in amplify-
ing the film’s emotional resonance.

Researchers also interviewed local
individuals from Rajasthan Ms Sangeeta
Tiwari and Mohit Dubey to comprehend
the cultural importance of the songs.

Findings :

 Examination of the Musical Diversity
in 777 Charlie.

The film’s soundtrack features different
musical styles, each symbolizing a unique
regional or global identity. These comprise:

Rajasthani Folk Song : “Tan Kattey”

Goan Composition : “O Ga”

Kannada Song : “Margasa”

English Song : “Welcome to the Fire”

Sufi Composition : “The hymn of
Dharma”

Each musical genre is associated with
distinct cultural contexts, employing unique
instruments and thematic elements that
characterize the various regional or spiri-
tual traditions. The diversity of musical
styles within a single soundtrack illustrates
the growing trend in Indian cinema to
integrate various musical identities, so
reflecting diverse aspects of Indian society
and attracting a wider audience.

Examination of Musical Genres and

their Cultural Importance :

 Rajasthani Folk Song : “Kattey”

In the context of Rajasthan, folk songs
have always assumed a very significant
position in the society and among the people
of Rajasthan. Folk songs in Rajasthan are
not only related to life-cycles like birth,
marriage and death, and to different festi-
vals, but are also part of the tradition of
professional singing done by some perfor-
ming caste musicians like the Langas, the
Manganiyars, the Bhatis etc. The latter
practice is peculiar to Rajasthan, in that the
professional caste musicians are patronized
by different castes, which continues till
date. (Agarwal, 2012)

The Rajasthani folk song “Kattey,” in
the movie performed by Bhawri Devi, is
associated with the Bhopa community.

Nayak Adivasis are located in eastern
region of Rajasthan, categorized on the
basis of their commitment to the divine
ancestral heritage of Pabuji s Phad. They
proudly enunciate themselves as Bhopa
Community. The epic narrative of Pabuji
ki Phad is an exclusive tradition found only
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in Nayak Bhill tribe of Rajasthan. In this
Epic woman is the principal singer and
the whole epic is woven around the heroic
deeds of folk hero, Pabuji, an incarnation
of God Laxmana from Ramayan (Mathur,
2015).

 Kattey” song and lyrics by Ram Sam-
path is a traditional Rajasthani folk song
the singer expresses that both her husband
(“Sanwariya”) and Lord Ram (“Ramaiyo”)
inhabit her heart, illustrating a spiritual
bond with her beloved and the divine. The
vocalist articulates her longing and despair,
inquiring where she may seek her husband
or beloved. This line conveys the song’s
emotional profundity and yearning.

Rajasthani music, particularly its
complex utilization of percussion instru-
ments like the ravanna hattha and khartal,
in conjunction with the sarangi-a string
instrument that elicits melancholic tones.

The selection of this song to depict the
trip of Dharma and Charlie was intended
by the director to preserve the authentic
character of Rajasthani music.

The same goes for the film’s sound-
track, which includes Rajasthani and
Konkani folk songs. “When Dharma and
Charlie embark on a journey, we wanted
to retain these travel songs in their original
language. Even with the songs where the
lyrics were changed, we did not go for a
line to line translation but roped in lyricists
who would get the crux right,” the director
remarks (Kiranraj, 2022)

Cultural Representation :

The employment of these traditional
instruments and the expressive vocal per-
formance exemplify the robust oral heri-

tage of Rajasthan, wherein music functions
as both entertainment and a medium for
storytelling.. In the setting of 777 Charlie,
this song evokes nostalgia and yearning,
reflecting the protagonist’s trip and his
bond with Charlie.

Goan Composition : “O Ga”

Konkani song o ga conveys the spirit
of travelling and adventure and it also
highlight the free spirit and hippy attitude
of Goa.

Nobin Paul’s composition possesses
a natural, acoustic essence, while the
graphics of the music video enhance the
audience’s connection to the authentic
“journey” theme of the film.

I remember watching a video almost
four years ago on Facebook in which a
young goan singer crooned a beautiful
acoustic track. The lyrics were in local
Konkani and even though I couldn’t
understand their literal meaning, I was
completely mesmerized by the vibe of the
song that I immediately felt that my film
should have something like this. For ‘777
Charlie’, quite specifically, the song
captures the spirit of traveling and an
intense journey, and the visuals show just
that. (K, 2022)

The language of Konkani can be
traced back to being as old as the 2 nd
Century and is mainly spoken by the
people along the Konkan coastline or the
Western Coast of India. A majority of the
Konkani speaking population can be
found in Mangaluru, Goa, the Southern
Coast of Karnataka, Northern Coast of
Kerala and Northern Karnataka. Konkani
is also the official language of the State
of Goa. (VAZ, 2016)
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Instruments Utilized :

“O Ga” exemplifies Goan music that
integrates Indian and Western musical
components. The musical instruments
utilized in the song are an acoustic guitar,
a nylon guitar, a Goan traditional percu-
ssion instrument, a piano, and a violin. The
song’s lively tempo and rhythmic energy
emphasize the festive essence of Goan
celebrations and everyday life, serving as
a vivid portrayal of the region’s diverse
cultural amalgamation.

Kannada Composition : “Journey
song”

The Kannada composition “Journey
song is entrenched in the classical musical
heritage of Karnataka, particularly within
the realm of Carnatic music. The composi-
tion showcases complex melodic and
rhythmic structures, highlighting spiritual
and philosophical motifs. It is probably
executed with instruments such as the
mridangam (a double-headed drum), flute,
and violin, which are fundamental to
Indian classical music.

Instruments Utilized :

Mridangam Flute Violin Cultural

Representation : The incorporation of
classical South Indian instruments in
“Journey song “ signifies the intellectual
and spiritual legacy of Karnataka. This
song relates to the profound religious
nature of Indian classical music, wherein
songs frequently delve into themes of
divine love and philosophy. In 777 Charlie,
the song’s contemplative nature amplifies
the film’s emotional profundity, accentua-
ting the protagonist’s internal odyssey.

English Song : “Welcome to the Fire”

“Welcome to the Fire” presents a stri-

king contrast with its Western rock influe-
nce, using instrumentation like electric
guitars, synthesizers and drums. It embo-
dies a powerful, anthemic essence that
aligns with current worldwide music trends.

Instruments Utilized :

Electric Guitar Synthesizers Drums

Cultural Representation : Despite being
in English, this song’s use in an Indian
film shows the increasing internationali-
zation of Indian filmmaking. The contem-
porary rock instrumentation generates a
feeling of urgency and intensity, contrast-
ing with the traditional Indian sounds
present in other parts of the film. The
inclusion of this genre enhances the film’s
attractiveness, particularly to younger
viewers acquainted with contemporary
Western music trends.

Sufi Composition : “The Hymn of
Dharma”

Sufi music in India possesses a rich
legacy of engaging with the spiritual domain.
“The Hymn of Dharma” is profoundly ent-
renched in the Sufi tradition, which amal-
gamates Islamic mysticism with Indian
devotional music. The composition incor-
porates instruments such as the tabla, dhol,
harmonium and sitar, fostering an ambiance
suitable for spiritual reflection.

Instruments Utilized :

The song has utilized various Indian
instruments like Tanpoora, kanjira, rawab,
ektara, sarod and flute.

Cultural Representation: Sufi music
occupies a distinctive position in Indian
cultural life, particularly in the northern
and western regions. The recitation of
sacred texts and the rhythmic patterns in
the music induce a trance-like state, illus-
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trating the amalgamation of Islamic mysti-
cism with indigenous Indian traditions.
The song’s ethereal nature in 777 Charlie

highlights the film’s spiritual themes and
expresses a feeling of transcendent conne-
ction.

Song Title Region/

Genre

Instrument

Used

Cultural Context

&Significance

Relevance to

Film

Tan kattey Rajasthani
Folk Song

Ravanhatta,
Khartal, Sar-
angi

Derives from the
Bhopa community
of Rajasthan; folk
music is intricately
linked to caste tradi-
tions and narrative
storytelling (e.g.,
Pabuji ki Phad).

Conveys yearning
and commitment;
employed to express
emotional profun-
dity and nostalgia
throughout the vo-
yage.

O ga Goan/
Konkani
Composition

Acoustic gui-
tar, Nylon
gui-tar, Goan
percussion,
Piano, Violin

Embodies the dyna-
mic culture of Goa;
emphasizes a libe-
rated, hippy ment-
ality; Konkani is a
historic coastal lan-
guage.

Embodies the spi-
rit of exploration
and adventure, enri-
ching Dharma and
Charlie’s voyage
with cultural depth.

Journey
Song

Kannada
Classical
(Carnatic)

Mridangam,
Flute, Violin

Grounded on South
Indian Carnatic
traditions; encom-
passes themes of
heavenly love and
introspection.

Represents the
protagonist’s in-
ward metamorpho-
sis and intellectual
contemplation.

Welcome to
the fire

Western
Rock
(English)

Electric
Guitar,
Synthesizers,
Drums

Co n tempo r a r y,
dynamic composi-
tion embodying
worldwide musical
tendencies; juxta-
poses conventional
Indian themes.

Engages the youth;
denotes fervor,
dynamism, and the
modern ethos of
specific story
trajectories.

The Hymn
of Dharma

Sufi
Composition

Tanpura, Kan-
jira, Rawab,
Ektara, Sarod,
Flute, Tabla,
Dhol, Har-
monium

Grounded sufi and
infused with Indian
devotional music;
elicits spirituality
and transcendence.

Augments the spiri-
tual and introspec-
tive motifs of the
film, epitomizing
Dharma’s emotio-
nal progression.

Table 1.1
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Conclusion :

The soundtrack of 777 Charlie exem-
plifies India’s vast musical diversity, high-
lighting regional, spiritual and international
music styles. The integration of traditional
Rajasthani folk music, classical compo-
nents from Karnataka, the many influen-
ces of Goan music, the worldwide impact
of rock, and the spiritual profundity of Sufi
music collectively enhance the auditory
experience that aligns with the film’s the-
mes. The meticulous choice of instruments
in each composition is essential for accu-
rately depicting each location and tradi-
tion, while also enhancing the emotional
and narrative trajectories of the film. By
merging many musical forms, 777 Charlie
demonstrates the versatility and adapta-
bility of Indian film in integrating both
traditional and modern musical compo-
nents, providing an enriching cultural
experience for international audiences.
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Debpeefue Fuee cesveve kesâ efÛe$e me=peve ceW veejer-Debkeâve

efkeveerlee oskeer
MeesOe Úe$ee, efÛe$ekeâuee efkeYeeie

ÂMÙe keâuee mebkeâeÙe
keâeMeer efnvot efkeÕeefkeÅeeueÙe, keejeCemeer

MeesOe meej :

Debpeefue Fuee cesveve YeejleerÙe mecekeâeueerve keâuee keâer Skeâ efkeefMe<š efÛe$ekeâej nQ, efpevekeâer ke=âefleÙeeW ceW veejer-
Debkeâve Skeâ ØecegKe efke<eÙe nw~ Gvekeâer efÛe$eeW ceW veejer kesâ efkeefYeVe ™he, Gmekeâer YeekeveeSB, meeceeefpekeâ efmLeefle, mebIe<e&
Deewj DeeOÙeeeflcekeâlee keâe ienve efÛe$eCe osKeves keâes efceuelee nw~ efpemeceW Gvekeâer lekeâveerkeâer Mewueer, jbie Ùeespevee,
efke<eÙe-kemleg Deewj keâueelcekeâ Âef<škeâesCe Meeefceue nQ~ Gvekeâer efÛe$ekeâuee yeeFpeWšeFve ØeYeeke, heejbheefjkeâ YeejleerÙe
keâuee Deewj DeeOegefvekeâ mebkesoveeDeeW keâe efceßeCe Øemlegle keâjleer nw~ Gvekeâer efÛe$eeW ceW ceefnueeSB DeelceefÛebleveMeerue,
jnmÙeceÙeer Deewj meebmke=âeflekeâ peÌ[eW mes pegÌ[er ngF& efoKeeF& osleer nQ~ efkeMes<e ™he mes, Gvekeâer ke=âefleÙeeW ceW ceele=lke,
DeeOÙeeeflcekeâlee, Skeâekeâerheve Deewj meeceeefpekeâ meerceeDeeW ceW yebOeer veejer kesâ ceeveefmekeâ mebIe<e& keâes oMee&Ùee ieÙee nw~
efpememes Ùen mhe<š neslee nw efkeâ Gvekeâer efÛe$e kesâkeue meeQoÙe&Meem$eerÙe veneR nQ, yeefukeâ veejerkeeoer Âef<škeâesCe keâes Yeer
kÙeòeâ keâjleer nQ~ Debpeueer ves keâuee keâes veS YeekemelÙeebs mes peesÌ[e nw, leLee Gmes YeejleerÙe meboYeeX ceW efkeueÙe keâj Gmes
DeefOekeâ meeLe&keâ ™he efoÙee~ ‘‘Fvekeâer keâuee ceW heâQšsmeer keâer ogefveÙee Yeer nw Deewj DeefleÙeLeeLe& mes Øesefjle peerkeve keâer
ÚefkeÙeeb Yeer, Ùener keâejCe nw efkeâ peye nce Fvekeâer ke=âefleÙeeW kesâ meeceves Deeles nw Ùee neles lees kele&ceeve kesâ meeLe-meeLe
Yeefke<Ùe kesâ Deeo&Me keâer keâuhevee ceW [tyeles Deheveer DevegYetefleÙeeW ceW Glejves ueieless~’’1 efpememes Gvekeâer ke=âefleÙeeW keâes Skeâ
efkeefMe<š henÛeeve efceueleer nw~ Gvekeâer ke=âefleÙeeB veejer peerkeve keâer peefšueleeDeeW, meeceeefpekeâ mebjÛevee ceW Gmekeâer Yetefcekeâe
Deewj Gmekeâer Deelce-heefjYee<ee keâes Gpeeiej keâjleer nQ~ Ùen MeesOe-he$e Debpeefue keâer keâuee ceW veejer keâer mebkesoveMeeruelee
Deewj Gmekeâer yengDeeÙeeceer Úefke keâes ienjeF& mes efkeMuesef<ele keâjlee nw~

yeerpe Meyo :

veejer-Debkeâve, ceele=lke, DeelceefÛebleve, DeeOegefvekeâ efÛe$ekeâuee, m$eerkeeo, meeceeefpekeâ mebjÛevee~

cetue DeeuesKe :

YeejleerÙe mecekeâeueerve keâuee peiele ceW Debpeefue Fuee
cesveve Skeâ Øeefleef…le veece nQ, efpevekeâer ke=âefleÙeeB veejer-
Debkeâve kesâ efueS efkeMes<e ™he mes Øemeebefiekeâ nQ~ Gvekeâer
cenlkelee Fme keâejCe nw efkeâ kes mecekeâeueerve YeejleerÙe

keâuee keâes Skeâ veÙee DeeÙeece osves ceW meheâue jner nQ~
Gvekesâ jbie nes Ùee ™heekeâej, efÛe$eeW kesâ efke<eÙe nes Ùee
Deeke=âeflecetuelee keâer ØeÙeesieOeceer& heæefleÙeeB, Debpeueer ves
keâuee keâes veÙes DeeÙeece mes lees peesÌ[e ner nw, Gmes YeejleerÙe
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mevoYeeX ceW efkemceÙe keâj Gmes DeefOekeâ meeLe&keâlee Deewj
kÙebpekeâlee Yeer efoÙee nw~ Debpeefue keâer keâuee Deheves-Deehe
ceW mecceesnve keâer keâuee nw~ FvneWves Iejsuet GheÙeesie keâer
peeves keeueer kemlegDeeW ceW keâheyees[&, Keeueer kegâmeer&, PejesKee,
Deece&ÛesÙej Deeefo keâe GheÙeesie keâjkesâ owefvekeâ peerkeve keâer
kemlegDeeW mes veÙee mevoYe& Øemlegle efkeâÙee nw ÙeneB veÙee keâe
DeLe& mevoYe& nw, Gvekeâer Â<šelee keâe Skeâ Deueie keâueelcekeâ
ØeÙeesie~

Debpeefue Fuee cesveve keâe pevce 17 pegueeF& 1940
keâes kesâ keve&hegj, efpeuee yeo&yeeve (heefMÛece yebieeue) ceW
ngDee Lee~ Fvekeâer yeÛeheve mes ner keâuee kesâ Øeefle ™efÛe
Leer, Ùen leefceuevee[g efmLele ueke[eues ceW uee@jWme keâes-
S[gkesâMeveue yeesef[Ëie mkeâtue ceW ngF& Leer~ Gvekesâ Øeke=efòe
kesâ efkehejerle ken mkeâtue mewefvekeâ hejbheje hej DeeOeeefjle
Lee~ ‘‘Gme mkeâtue keâe keâuee efkeYeeie yeÌ[e megboj, Meeble
Deewj meg®efÛehetCe& Lee, efpemekeâe ßeer megMeerue cegKepeer& kesâ
efpecces Lee~ kes Deheves DeOÙeÙeve keâ#e ceW megboj efÛe$eeW
keeueer hegmlekesâb, Keemekeâj ØeYeekeMeeoer keâueekeâejeW keâer
efveefce&le ke=âefleÙeeb efoKeeles Les~’’2 15ke<e& keâer DeeÙeg lekeâ,
GvneWves Deheves kegâÚ efÛe$e yesÛe efoS Les, pees Gvekeâer keâuee
kesâ Øeefle ØeejbefYekeâ mecehe&Ce keâes oMee&lee nw~ kes efouueer
efkeÕeefkeÅeeueÙe ceW Deb«espeer meeefnlÙe Deewj GvneWves Ûeej
ke<ee&s (1956 F&Ê mes 1960 F&Ê) lekeâ cegbyeF& kesâ mej
pesÊ pesÊ mkeâtue Dee@heâ Deeš& ceW DeOÙeÙeve kesâ oewjeve
Debpeueer ves yengle-meer ØeoMe&efveÙeeb osKeeR, ‘‘keneR henueer
yeej Sce.Sheâ. ngmewve Deewj ceesnve meeceble keâer ke=âefleÙeeB
osKekeâj kes DeeMÛeÙe& ceW he[er~ meeceble keâer ØeejbefYekeâ
ke=âefleÙeeb Decetle& LeeR, hej kes ØeYeekekeeoer efÛe$e LeeR, ceQ
osKekeâj ØeYeeefkele ngF& efkeâ, keâwmes Skeâ keâueekeâej mLeeve
kesâ efkemleej Deewj Gmekesâ Keeueerheve keâes veÙee DeLe& os
mekeâlee nw~’’3 cesveve ves 1961-62 F&Ê ceW Øeâebmeermeer
mejkeâej keâer Úe$eke=efòe hej Fkeâesues [sme yÙetkeäme Deešdme&
ceW Øeâsmkeâes heWefšbie keâe DeOÙeÙeve efkeâÙee, Fme DekeefOe kesâ
oewjeve GvneWves Ùetjeshe Yej ceW kÙeehekeâ ™he mes Ùee$ee keâer,
keneB jescevemkeâ Deewj yeeFpeWšeFve keâuee keâe Dekeueeskeâve

efkeâÙee, efpemekeâe lelke yeeo ceW Gvekesâ keâece ceW Yeer efoKeeF&
efoS, pewmes efkeâ Gvekesâ efÛe$eeW ceW Deeke=âefleÙeeW keâe meeceves
keâer Deesj Pegkeâeke Deewj LeesÌ[e yeÌ{e ngDee nesvee~ ‘‘Fmeer
yeerÛe hesefjme mes vÙetÙee@ke&â Yeer peevee heÌ[e peneB FvneWves
‘njuesce efhekeäÛeme&’ hej Skeâ ëe=bKeuee efveefce&le keâer pees
hesefjme ceW efyekeâer Leer~’’4 Skeâ keâueekeâej kesâ ™he Debpeefue
ves Yeejle Deewj efkeosMeeW ceW yesnlej keâuee efMe#ee heeF& nw~
Deeheves yeÛeheve kesâ ner efce$e jepee cesveve mes efkekeen efkeâÙee
ke heefjkeej kesâ oeefÙelkeeW keâes Yeer yeKetyeer efveYeeÙee~ keâuee
kesâ ienjs DeLeeX ceW Deehe Ssmeer keâueekeâej kesâ ™he ceW
peeveer peeleer nQ efpevekesâ mejeskeâej kÙeehekeâ nQ~

Debpeefue kesâ efÛe$eeW keâes meceer#ekeâeW ves 4 ÛejCeeW
ceW efJeYeeefpele efkeâÙee nw - ‘‘meved 1961-1970, meved
1971-1980, meved 1990-2000 Deewj meved
2001 mes Deye lekeâ~ Fve ÛejCeeW ceW Debpeefue kesâ keâece
Deueie-Deueie Yeeke#es$eeW keâes ÂMÙe ceW ueeles nQ, hej
Gvekeâe kesâvõerÙe ‘Leerce’ Skeâ nw- ceveg<Ùe keâes Øeke=âefle Deewj
DevÙe peerkeeW kesâ meeLe efkevÙemle keâjles ngS Gmekeâer
ogjefYemeefvOeÙeeW leLee peefšueleeDeeW keâer DeefYekÙeefòeâ~’’5

Debpeefue kesâ ØeejefcYekeâ keâeÙeeX ceW heejcheefjkeâ efÛe$e-heæefle
mhe<šle ™he mes osKe mekeâles nw leLee GvneWves Deeke=âefleÙeeW
keâes leesÌ[s efyevee ienjs letefuekeâeIeeleeW mes jbieeW ceW Deheves
YeekeeW keâes ØeoefMe&le efkeâÙee nw~ Fme oewj ceW keeve iee@ie,
ceesefoiueerDeeveer ke Dece=lee Mesjefieue keâe ØeYeeke heÌ[e nw~
Fme meceÙe kesâ efÛe$eeW ceW ‘ceeLee&’, ‘DeÛeer&ve’, ‘o yeeLej’,
‘ce[esvee’, ‘heesš̂&sš Dee@heâ efveMee’, efÛe$e Meeefceue nQ~ otmejs
ÛejCe ceW Debpeefue keâer ke=âefleÙeeB DeefOekeâ ØeYeekeMeeueer nes
peeleer nQ Fme oewj kesâ efÛe$eeW ceW ‘cewjer Øeesheâsš’, ‘[^erce ieue&
efkeo S cebkeâer’, ‘ieue& efkeo keâwšdme’ ‘ceeueeyeej’, ‘vÙet[
efkeo efheÙeme&‘ ‘vÙet[ efkeo S [e@ie’ Deeefo Meeefceue nQ~
efpeveceW Debpeefue Skeâ keâueekeâej kesâ ™he ceW peneb veF&
™he Keespeleer nQ, Fme oewj keâer efÛe$eeW ceW keâneR Debpeefue
™heekeâejeW keâes leesÌ[leer nQ, lees keâneR Gmes efkeÛeejceive
ÚefkeÙeeW ceW efkemceÙe keâjleer nQ~ efÛe$eeW ceW keâneR OegOeuee jbie
ØeÙegòeâ nQ lees keâneR ienjs, ÛešKe jbiees keâe ØeÙeesie~ Fvekesâ
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kesâ Fme oewj kesâ DeefOekeâlej keâeceeW ceW efm$eÙeeb ner efoKeleer
nQ, efpeveceW ÙeLeeLe& keâe kesie nw lees jnmÙe keâer Peerveer
yeveekeš Yeer nw~ Debpeefue keâer veejer Deeke=âefleÙeeB Øeke=âefle
keâes menÛej ceeve Gmekesâ meeLe ceewpeto nesleer nQ, Fvekesâ
meeLe yeeIe, efÚhekeâueer, yekeâje, efyeuueer, keâewkes pewmes
ØeleerkeâeW keâe ØeÙeesie efoKeeF& osles nQ~ Fvekesâ efÛe$eeW ceW m$eer
Ùeneb KeeceesMe nw, peevekej mebkeeo keâjles Øeleerle nesles nQ,
ceeveeW kes m$eer keâe meeLe osves kesâ efueS Øemlegle neW~ keâewkes
yeÌ[s ner DeLe&hetCe& Øeleerkeâ kesâ ™he ceW Ùeneb peien heeles nQ~
kes Ùeneb ÛeerKeles veneR, meesÛe keâer cegõe ceW yew"s Ùee kegâÚ
Ûegieles efoKeeF& osles nQ~

Debpeefue kesâ leermejs ÛejCe kesâ keâeÙeeX ceW helebie,
meeFefkeâue, kegâòee Deeefo kesâ ceeOÙece mes Skeâ efkeue#eCe
ØeÙeesie nw~ Fme meceÙe kesâ efÛe$e ‘pesefceveer’, ‘ÛesÙej’,
‘PejesKee, ‘›eâeGpe Ssš [mkeâ’, ‘Deeheäšj vetve Fve S
osuner iee[&sve’, ‘peeiesÕejer’, ‘keâQ[esefuece’, ‘[êrefcebie Dee@heâ
Sve Fbef[Ùeve mecej’, ‘o ™ce’, ‘ieue& efkeo ceemkeâ’, ‘o
efcejj’, ‘Keeoer yeepeej’, ‘heâlesnhegj’, ‘efjkeäMee’, ‘heâsefceueer
kesef[bie [s’, ‘petvees’, ‘iebiee’, ‘Ûesefòeveeo’, ‘Meefòeâ’,
‘efkemepe&ve’, ‘peeot’, ‘heâsefmškeue’ Deeefo efÛe$e efoKeÙeer
osles nw~ henues kesâ Dehes#ee Fve oewj kesâ efÛe$eeW ceW yeoueeke
Deeves ueies, Fve ke=âefleÙeeW ceW kes Oeeefce&keâ ØeleerkeâeW keâes Yeer
leesÌ[keâj Gmes veÙee ™he osleer nQ~ Debpeefue kesâ Ùeneb Ssmeer
yengle mes ke=âefleÙeeb Yeer nQ, efpemeceW Gvekesâ yeÛeheve keâer
mce=efleÙeeW Deewj iegpej Ûegkesâ peerkeve keâer ienjer ÙeeoeW keâes
ope& efkeâÙee ieÙee nw~ pewmes ‘kegâefme&Ùeeb’, ‘ÛeejheeF&’, ‘otefjÙeeb’,
‘iegyyeejs’, ‘efkemle=le veeruee DeekeâeMe’ Deewj ‘helebieeW’ kesâ
ceeOÙece mes Debpeefue Deheves Deleerle keâes Keespeleer nQ, leLee
leye GvnW efiejleer oerkeejW, štšs ngS efKeueewves neLe ueieles
nQ, pee Gvekesâ iegpejs Deleerle keâer ÙeeoeW keâes Skeâ og:Ke ceW
yeoue osles nQ~ Debpeueer kesâkeue keâwvekeme hej ner keâece
veneR keâjleeR Gvenebsves hewvesue, uekeâÌ[er keâer efKeÌ[efkeâÙeeb,
uekeâ[er kesâ keâheyees[&, Deeueceejer, ‘cesmeesveeFš hej lewue’,
‘keâbhÙetšj keâer ÚefkeÙeeW’ hej Yeer keâece efkeâÙee nw, ‘mebmLeeheve’
Yeer yeveeS nQ, ‘efYeefòe efÛe$e’ yeveeS, DeØeeflece ‘efÛe$e’

Úehee pewmes ceeOÙece Yeer Gvekeâer keâuee keâer DeefYekÙeefòeâ kesâ
meeOeve yeveles nQ~ Skeâ heWšj ceefnuee kesâ ™he ceW Ssmeer
ØeeÙeesefiekeâ efkeefkeOelee otmejs keâueekeâejeW ceW keâce efceueleer
nw~ ‘‘mecekeâeueerve YeejleerÙe keâuee ceW Skeâ cetOe&vÙe keâueekeâej
kesâ ™he ceW mkeÙeb keâes mLeeefhele keâj Debpeefue ves mecekeâeueervelee
keâes veÙee DeLe& efoÙee nw leLee YeejleerÙe efm$eÙeeW keâes Yeer
Skeâ kewÛeeefjkeâ Yetefce efoÙee nw~

Debpeefue keâer keâuee keâer DeefÉleerÙelee Gvekesâ Fmeer
Dekeoeve ceW nw, efpemekeâer ÛeÛee& kesâ efyevee mecekeâeueerve
YeejleerÙe keâuee keâe cetuÙeebkeâve DeOegje nw~’’6 ken efouueer
ceW jnleer nQ Deewj efvejblej efÛe$ekeâce& ceW ueerve jnleer nQ~
Gvekeâer efÛe$ekeâuee ceW veejer kesâ efkeefkeOe ™heeW keâe mepeerke
Deewj mebkesoveMeerue efÛe$eCe efceuelee nw, pees YeejleerÙe
meceepe, mebmke=âefle Deewj hejbhejeDeeW keâe ienve Øeefleefyebye
Øemlegle keâjlee nw~ cesveve keâer ke=âefleÙeeB ve kesâkeue meeQoÙe&
keâer Âef<š mes ceveceesnkeâ nQ, yeefukeâ kes veejer peerkeve keâer
peefšueleeDeeW, YeekeveeDeeW Deewj mebIe<eeX keâes Yeer Gpeeiej
keâjleer nQ~ Gvekeâer keâuee ceW yeeFpeWšeFve ØeYeeke mhe<š
efoKeeF& oslee nw, pees Gvekeâer efkeefMe<š jbie Ùeespevee Deewj
Mewueer ceW heefjueef#ele neslee nw~

Debpeefue Fuee cesveve kesâ efÛe$eeW ceW veejer-Debkeâve :

Debpeefue YeejleerÙe mecekeâeueerve keâuee keâer De«eCeer
efÛe$ekeâejeW ceW mes Skeâ nQ~ Gvekeâer keâuee ceW YeejleerÙe
hejbheje, yeeFpeWšeFve ØeYeeke Deewj DeeOegefvekeâlee keâe Devet"e
mebiece osKeves keâes efceuelee nw~ efkeMes<e ™he mes, Gvekeâer
ke=âefleÙeeW ceW veejer-Debkeâve Skeâ ØecegKe lelke kesâ ™he ceW
GYejkeâj Deelee nw~ Gvekeâer heWefšbime ceW ceefnueeDeeW keâer
YeekeveeDeeW, Gvekeâer mebkesoveMeeruelee, Gvekesâ mebIe<e& Deewj
DeeOÙeeeflcekeâlee keâe ienje ØeYeeke mhe<š ™he mes efoKeeF&
oslee nw~ Gvekeâer efÛe$ekeâuee ceW m$eer-Debkeâve Skeâ kÙeehekeâ
efke<eÙe nw, efpemes GvneWves efkeefYeVe ™heeW ceW Øemlegle efkeâÙee
nw~ Gvekeâer efm$eÙeeB Meeble, DeelceefÛebleveMeerue Deewj jnmÙeceÙeer
Øeleerle nesleer nQ~ Gvekeâer keâueeke=âefleÙeeB Dekeämej YeejleerÙe
veejer keâer meeceeefpekeâ Yetefcekeâe, Gmekesâ ceveeskew%eeefvekeâ
henuegDeeW Deewj DeeOÙeeeflcekeâ mke™he keâes Gpeeiej keâjleer
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nQ~ Gvekeâer keâF& heWefšbime ceW ceefnueeDeeW keâes Dekesâues,
Meeble cegõe ceW yew"s ngS efoKeeÙee ieÙee nw~ Gvekeâer DeeBKeeW
ceW ienjeF& nesleer nw Deewj ÛesnjeW hej jnmÙeceÙeer Yeeke
osKeves keâes efceueles nQ~

F&ke (efÛe$e meb.-1) Ùen Fvekeâer DeejefcYekeâ ke=âefleÙeeW
ceW Skeâ nw, efÛe$e ceW Skeâ m$eer keâecegkeâ ™he ceW oMe&keâeW
keâes heefjueef#ele nQ, pees Deheves mkehve ceW Skeâevle Yeeke ceW
uesšer ngF& nw~ Gmekeâe Ûesnjs hej Meevle Yeeke efoKe jne
nw, pees Fme yeele keâe ØeceeCe nw efkeâ ken DeyeesOelee ceW
KeesF& nw~ Fve OegbOeueer veive Deeke=âefleÙeeW ceW pees mejue
Yeeke efueS ngS nQ ken Fme Øekeâej veivelee Gvekesâ keâeÙeeX
ceW ncesMee DevegYekeeW kesâ meeLe Okeefvele jner jnleer nw~
Debpeueer keâer veive Deeke=âefleÙeeB pees m$eer-efmeæevleeW keâes
keâF& mlejeW hej meebkesâeflekeâ ™he ceW Øemlegle keâjleer nw,
efpemeceW heefke$elee, heeefjkeeefjkeâ, ceeB Deewj yeÛÛes keâes Deueie
lejn mes ØeoefMe&le keâjleer nw~ Debpeefue keânleer nQ efkeâ kes
F&ke mes yengle Øesefjle ngF& nw, Keemekeâj FšeefueÙeve cetefle&keâej
efpemesueyešd&me mes~ Fme efÛe$e ceW pees m$eer uesšer nw, Gmekeâes
meheâso Deewj heerues jbie mes efhejesÙee ieÙee nw, ceefnuee keâes
veerues jbie kesâ efyemlej hej uesšs ngÙes efoKeeÙee ieÙee nw~ hegjs
keeleekejCe keâes Meevleer ÚeÙeer nw~

efÛe$e-1 : F&ke, Debpeefue Fuee cesveve, 1970

efÛe$e-[̂erce (efÛe$e meb.-2)7 Fme efÛe$e ceW meebkesâeflekeâ
efyecye ceW heMeg-he#eer kesâ meeLe veive veejer Deeke=âefle efpemekesâ
neLe keemleefkekeâlee mes yengle uebyes oMee&Ùee ieÙee nQ~ m$eer
keâer veive Deeke=âefle efÛe$e kesâ yeerÛe ceW KeÌ[er nw, Fmekesâ yeeue
nkee ceW uenje jns nwQ~ ken keâeBšsoej leej kesâ yeerÛe KeÌ[er

nQ efpemekesâ keâejCe Skeâ jnmÙeceÙe Yeeke GòeheVe nes jne
nw pees Debpeefue keâe efÛe$eeW keâes osKeves kesâ yeeo Ssmee Snmeeme
neslee nw keâer ken Skeâ DeyetPe mkehve nQ~ Debpeefue keâe Ùen
efÛe$e meewvoÙe&hejkeâlee keâes heefjYeeef<ele keâjlee nw~ efÛe$e kesâ
Oejeleue hej jbieeW keâe ØeÙeesie DeeMÛeÙe&pevekeâ nw, efpemeceW
kemlegDeeW kesâ meeLe yekeâjer, keâewDee Deeefo peevekej keâe
Debkeâve jnmÙehetCe& Deewj peefšueehetCe& efkeÛeejeW keâe efvejvlej
Yeeke efoKeeF& os jne nw~ Fme efÛe$e ceW Keeme Deekeâ<e&Ce
kesâ Deueekee GveceW yengle ner kÙeekegâuelee Deewj Deevleefjkeâ
mebIe<e& keâjles Yeeke Yeer efoKeeF& oslee nw~ keâner-keâner
GvneWves Fme Øekeâej kesâ jbieeW keâe ÛeÙeve efkeâÙee pees oMe&keâ
ceW peefšue Øeefleef›eâÙee keâes Yeer peeie=le keâjW~ efÛe$e kesâ he=…Yetefce
ceW ueeue ke cešcewuee jbie leLee keâner-keâner heerues jbie keâer
DeeYee efoKeÙeer os jne nw, Debpeefue ves efÛe$e ceW mebÙeespeve
keâe Yeer yengle megvoj OÙeeve jKee nw efpememes efÛe$e Deewj Yeer
DeefOekeâ Deekeâ<e&keâ yeve heÌ[e nw~

efÛe$e-2 : Dream, Anjoli Ela Menon, 1997,
Oil on Masonite, 48 x 36 Inch.

Meefòeâ (efÛe$e meb.-3) 1999 F&Ê - Debpeefue keâer
Meefòeâ efÛe$e efkeMes<e cenlkehetCe& nw, pees Gvekeâer keâuee ceW
Skeâ Deekeleer& Deewj kesâbõerÙe efke<eÙe keâe ØeefleefveefOelke keâjleer
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nw- ceefnueeDeeW keâer Debleefve&efnle Meefòeâ Deewj efokÙe Meefòeâ~
‘Meefòeâ’ keâer DekeOeejCee - efpemekeâe DeLe& nw efokÙe m$eer
Tpee& Ùee Meefòeâ~ efÛe$e ceW Skeâ meeOeejCe ceefnuee keâes
oskeer kesâ ™he ceW efoKeeÙee nw~ m$eer kesâ yeeue mehe& pewmes nw
Gmekesâ Devoj oskeer keâe ™he efoKeeF& oslee nw~ neLeeW ceW
heg®<e keâe keâše ngDee efmej nw hetjs keeleekejCe ceW Skeâ
Dee›eâesMe keâe Yeeke nw efpemeceW heeruee, ueeue jbieeW keâer
DeefOekeâlee nw ke Debpeefue keâer Ùes efÛe$e oMe&keâ keâes Devoj
mes PekeâPeesj osleer nQ~ efÛe$e ceW veerues jbie keâer efkekeâjeue
™hekeleer veejer Deeke=âefle Skeâ Deesj ienjeF& mes osKeves keeues
oMe&keâ keâes mecceesefnle keâjleer nw, keneR otmejer Deesj Gmekeâe
neLe ceW hekeâÌ[e ngDee heg®<e-cegKe Ùen mebkesâle keâjlee nw
efkeâ Ùen m$eer Meefòeâ kesâkeue meeQoÙe& veneR nw, kes ›eâesOe
Deewj mebnej keâer Meefòeâ Yeer nw~ m$eer Deeke=âefle kesâ Mejerj
hej Gkesâjer ieF& mkeefCe&ce oskeer ogiee& keâer Úefke, pees neLeeW
ceW Mem$e efueS oeveke keâe keOe keâj jner nQ, Fme yeele keâe

Øeleerkeâ nw efkeâ veejer kesâ Yeerlej ner me=peve Deewj mebnej
oesveeW efkeÅeceeve nQ~ he=…Yetefce ceW megvenjs Deewj Yetjs jbieeW
keâe meblegueve, Meefòeâ Deewj jnmÙe keâe DeeYeeme keâjelee
nw~ veejer keâe Kegues yeeueeW keeuee ™he, Gmekeâer mkeleb$e
Ûeslevee Deewj Meefòeâ keâe Øeleerkeâ nw~ efÛe$e kesâ oeFË Deesj
efmLele heg®<e Deeke=âefle, m$eer kesâ efkeješ ™he kesâ meeceves
ceewve Deewj DeÛebefYele efoKeeF& oslee nw~ Debpeefue ves Fme
efÛe$e kesâ ceeOÙece mes veejer kesâ heewjeefCekeâ mke™he keâes
DeeOegefvekeâ Ûeslevee kesâ meeLe peesÌ[les ngS Ùen mebosMe efoÙee
nw efkeâ m$eer Deye kesâkeue hetpÙe veneR nw, kes mepeie Deewj
meef›eâÙe Yeer nw~

ceoj Sb[ ÛeeFu[ (efÛe$e meb.-4)9 Fme efÛe$e ceW
Skeâ ceeB ves Deheves efMeMeg keâes ieeso ceW efueS ngS efoKeeÙee
ieÙee nw~ ceeB kesâ Ûesnjs hej keâ®Cee, Øesce Deewj megj#ee keâe
Yeeke mhe<š ™he mes Peuekeâlee nw~ Ùen efÛe$e YeejleerÙe
ceele=lke keâer DekeOeejCee keâes yeue osleer nw Deewj Ùen oMee&leer
nw efkeâ ceeB kesâkeue hees<eCe Deewj osKeYeeue keâjves keeueer ner

efÛe$e-3 : Meefòeâ, Anjoli Ela Menon, 1999,

Mixed Media, 36 x 24 Inch. Collection -Lalit
Kala Akademi, New Delhi.

efÛe$e-04 : ceoj Sb[ ÛeeFu[, Debpeefue Fuee cesveve,
cewmeesveeFš yees[& hej lewue jbie,

2013, 92.7×60.9 mesÊ ceerÊ



341
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

veneR, yeefukeâ Skeâ DeeOÙeeeflcekeâ ceeie&oMe&keâ Yeer nesleer
nw~ Gvekesâ efÛe$eeW ceW yeeFpeWšeFve ØeYeeke mhe<š ™he mes
efoKeeF& oslee nw~ Gvekeâer efÛe$eeW ceW Yetjs, veerues Deewj
megvenjs jbieeW keâe efkeMes<e ™he mes ØeÙeesie efkeâÙee ieÙee nw,
pees yeeFpeWšeFve keâuee keâer efkeMes<elee nw~

Gvekeâer ke=âefleÙeeW ceW veejer-Debkeâve Skeâ ØecegKe efke<eÙe-
kemleg kesâ ™he ceW GYejkeâj Deelee nw, efpemeceW ceefnueeDeeW keâer
YeekeveeDeeW, Gvekeâer mebkesoveMeeruelee, Gvekesâ mebIe<e& Deewj
DeeOÙeeeflcekeâlee keâe ienje ØeYeeke mhe<š ™he mes efoKeeF&
oslee nw~ Gvekeâer efÛe$ekeâuee ceW m$eer-Debkeâve Skeâ kÙeehekeâ
efke<eÙe nw, efpemes GvneWves efkeefYeVe ™heeW ceW Øemlegle efkeâÙee
nw~ Gvekeâer efm$eÙeeB Meeble, DeelceefÛebleveMeerue Deewj jnmÙeceÙeer
Øeleerle nesleer nQ~ Gvekeâer keâueeke=âefleÙeeB Dekeämej YeejleerÙe
veejer keâer meeceeefpekeâ Yetefcekeâe, Gmekesâ ceveeskew%eeefvekeâ
henuegDeeW Deewj DeeOÙeeeflcekeâ mke™he keâes Gpeeiej keâjleer
nQ~ Gvekeâer heWefšbime ceW ceefnueeDeeW keâes Dekesâues, Meeble
cegõe ceW yew"s ngS efoKeeÙee ieÙee nw~ Gvekeâer DeeBKeeW ceW
ienjeF& nesleer nw Deewj ÛesnjeW hej jnmÙeceÙeer Yeeke osKeves
keâes efceueles nQ~ GoenjCe kesâ efueS, Gvekeâer Øeefmeæ heWefšbie
cesef[šsefške kegceve ceW Skeâ ceefnuee keâes veerues Deewj Yetjs
jbieeW keâer ÚeÙee ceW oMee&Ùee ieÙee nw, pees efÛebleveMeerue
DekemLee ceW yew"er ngF& nw~ Gvekeâer DeeBKeW Deleerle kesâ
DevegYekeeW keâer ienjeF& keâes oMee&leer nQ, Deewj oMe&keâ Fme
heWefšbie keâes osKekeâj Yeekeveelcekeâ ™he mes ØeYeeefkele neslee
nw~ Gvekeâer efÛe$ekeâuee ceW ceele=lke keâer Peuekeâ Yeer osKeves
keâes efceueleer nw~ ceoj Sb[ ÛeeFu[ Gvekeâer Ssmeer ner Skeâ
ØecegKe heWefšbie nw, efpemeceW Skeâ ceeB keâes Deheves efMeMeg keâes
ieeso ceW efueS ngS efoKeeÙee ieÙee nw~ ceeB kesâ Ûesnjs hej
keâ®Cee, Øesce Deewj megj#ee keâe Yeeke mhe<š ™he mes Peuekeâlee
nw~ Ùen heWefšbie YeejleerÙe ceele=lke keâer DekeOeejCee keâes yeue
osleer nw Deewj Ùen oMee&leer nw efkeâ ceeB kesâkeue hees<eCe Deewj
osKeYeeue keâjves keeueer ner veneR, yeefukeâ Skeâ DeeOÙeeeflcekeâ
ceeie&oMe&keâ Yeer nesleer nw~ Gvekeâer heWefšbime ceW DeeOÙeeeflcekeâlee
keâe Yeer cenlkehetCe& mLeeve nw~ mespe kegceve Gvekeâer Skeâ
cenlkehetCe& ke=âefle nw, efpemeceW Skeâ ceefnuee OÙeeve cegõe ceW

yew"er ngF& nw Deewj Gmekeâe Ûesnje efokÙelee mes Deeueesefkeâle
Øeleerle neslee nw~ Fme heWefšbie ceW YeejleerÙe meble hejbheje Deewj
Ùeesie OÙeeve keâe ØeYeeke mhe<š ™he mes efoKeeF& oslee nw~
Gvekeâer keâF& ke=âefleÙeeB efm$eÙeeW kesâ ceeveefmekeâ Deewj Yeekeveelcekeâ
henuegDeeW keâes Yeer Gpeeiej keâjleer nQ~ GoenjCe kesâ efueS,
Gvekeâer heWefšbie ‘Fvej šjcee@Fue’ ceW Skeâ ceefnuee kesâ Ûesnjs
hej efkejesOeeYeeme Deewj leveeke mhe<š ™he mes Peuekeâlee
nw~ Ùen efÛe$e ceefnueeDeeW kesâ Deebleefjkeâ mebIe<e& Deewj meceepe
Éeje Gve hej ueieeS ieS ØeefleyebOeeW keâes oMee&ves keâe ØeÙeeme
keâjlee nw~ Fmekesâ Deueekee, Gvekeâer heWefšbie efkeuespe kegceve
ceW Skeâ ceefnuee keâes heejbheefjkeâ heefjOeeve ceW efoKeeÙee ieÙee
nw, efpemekeâer DeeBKeeW ceW ienve DevegYekeeW keâer ÚeÙee nw~ Ùen
efÛe$e YeejleerÙe «eeceerCe peerkeve, Gmekeâer keâef"veeFÙeeW Deewj
mebIe<eeX keâe Øeleerkeâ nw~ cesveve keâer keâuee ceW lekeâveerkeâer
keâewMeue Deewj efke<eÙe-kemleg keâe Ùen mebÙeespeve Gvekeâer
ke=âefleÙeeW keâes efkeMes<e yeveelee nw, pees oMe&keâeW keâes ienjeF&
mes ØeYeeefkele keâjlee nw~

mecceeve ke hegjmkeâej : ken Yeejle Deewj Debleje&<š̂erÙe
mlej hej Deveskeâ Skeâue ØeoMe&efveÙeeb keâj ÛegkeâeR nQ, Deveskeâ
je<š^erÙe-Debleje&<š^erÙe ØeoMe&efveÙeeW ceW Gvekeâer efnmmesoej
jner~ Debpeefue keâes yengle mes je<š^erÙe-Debleje&<š^erÙe mecceeve
Yeer efceues nQ~ 2000 F&Ê ceW GvnW ‘Yeejle mejkeâej’
keâe ‘he©eßeer’ mecceeve efceuee~ GvnW 2017-18
F&Ê keâe ‘ceOÙe ØeosMe’ kesâ ‘keâeefueoeme mecceeve’ mes
mecceeefvele efkeâÙee ieÙee~

Gvekeâer ke=âefleÙeeB je<š̂erÙe DeeOegefvekeâ keâuee meb«eneueÙe,
Ûeb[erieÌ{ meb«eneueÙe Deewj heeryee@[er Smeskeäme meb«eneueÙe
meefnle keâF& ØecegKe meb«eneueÙeeW ceW ØeoefMe&le nQ~ 2006
ceW, mewve Øeâebefmemkeâes kesâ SefMeÙeve Deeš& cÙetefpeÙece ves Gvekeâer
efleefhlekeâ ke=âefle Ùee$ee keâe DeefOe«enCe efkeâÙee~ Gvekeâer
keâuee ceW Oeeefce&keâ efke<eÙeeW, efÛe$eeW Deewj veive efÛe$eeW keâe
meceekesMe nw, efpemeceW peerkeble jbie Ùeespevee Deewj efkeefYeVe
MewefueÙeeW keâe GheÙeesie efkeâÙee ieÙee nw, pees keäÙetefyepce mes
ueskeâj ÙetjesheerÙe hegvepee&iejCe keâueekeâejeW keâer lekeâveerkeâeW
lekeâ heâwueer nQ~
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DeOÙeÙeve keâe GösMÙe : Ùen MeesOe-he$e Gvekeâer
ke=âefleÙeeW ceW veejer-Debkeâve kesâ efkeefkeOe henuegDeeW keâe efkeMues<eCe
keâjlee nw~

efve<keâ<e& :

Debpeefue Fuee cesveve keâer efÛe$ekeâuee ceW veejer-Debkeâve
kesâkeue meeQoÙe& keâe efÛe$eCe veneR nw, yeefukeâ Ùen veejer kesâ
Yeerlej efÚheer YeekeveeDeeW, mebIe<eeX Deewj DeeOÙeeeflcekeâlee
keâes Yeer Gpeeiej keâjlee nw~ Gvekeâer heWefšbime ceW DeelceefÛebleve,
ceele=lke, Dekesâueeheve, YeejleerÙe mebmke=âefle Deewj DeeOÙeeeflcekeâ
ienjeF& keâer Peuekeâ efceueleer nw~ Gvekeâer ke=âefleÙeeB YeejleerÙe
meceepe ceW veejer kesâ Deefmlelke, Gmekeâer Yetefcekeâe Deewj
Gmekeâer meMeòeâ GheefmLeefle keâes Gkesâjleer nQ~ veejer-Debkeâve
keâes Gvekesâ efÛe$eeW ceW Yeekeveelcekeâ ienjeF& Deewj mebkesoveMeeruelee
kesâ meeLe Øemlegle efkeâÙee ieÙee nw, efpememes Gvekeâer keâuee
YeejleerÙe DeeOegefvekeâ efÛe$ekeâuee ceW Skeâ cenlkehetCe& mLeeve
jKeleer nw~

efpemeces keâeuheefvekeâ ÂMÙe pewmes veive m$eer, heg®<e,
keâewDee, PejesKee, kegâmeer&, veejer kesâ Devoj oskeer keâe ™he,
mehe& pewmes OegBOejeues yeeue, yeÛÛes keâes Deejer mes keâše
ngDee, Deewjle kesâ meeLe ieCesMe, keemleefkekeâlee mes DeefOekeâ
yeÌ[er DeeBKes, mkeefhveue ÂMÙe ke jnmÙeceÙe ÂMÙe kesâ
meeLe ceve keâes PekeâPeesj osves keeuee lelke efpevnW osKekeâj
oMe&keâ kesâ ceveŠefmLeefle ceW keemleefkekeâlee keâe yeesOe veneR
neslee yeefukeâ GvnW Skeâ meheves pewmee Øeleerle neslee nw~
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Abstract :

Folk art and craft is a growing industry in India. It provides a great oppourtunities
to explore the natural and cultural set up of Rural India. It also helps in economic
growth and changing of cultural diversities among the people. Birbhum district of
West Bengal is known as ‘Land of Red Soil’ has emerged as a new destination for
rural handicrafts with its unique cultural richness. The unique feature of Shantiniketan
with its greenery and aesthetic values gives different taste to the people. The interaction
of the tourists with the locals gives unique feelings. The rural communities of
Shantiniketan find themselves blessed with such oppourtunities, while meeting the
different people from the different parts of the world. Today, we see that Shantiniketan
is transformed into a rural handicraft hub through its beauty and cultural.

Keywords :

Alpana, Art, Craft, Folk, Kantha, Kansa, Scroll, Shola pith.

Introduction :

Shantiniketan declared a heritage by
UNESCO in 2023 is one of the beautiful
places situated in the Birbhum district of
West Bengal. Shantiniketan is about 160
KM from the capital of West Bengal, India
Northwest of Kolkata. Rabindra Nath
Tagore, a great poet, writer, philosopher
and educationist established Visva Bharti,
Shantiniketan University (A central Uni-
versity) in 1921 attracting many people
from different castes, creed, religions and
also people from east to west, come together

and learn under one Umbrella. Depart-
ments such as Kala Bhavana and Sangeet
Bhavana attract the most creative minds
of the country. Students from across the
world today take admissions in Kala
Bhavana and Sangeet Bhavana, where
they get Diploma, Bachelor, Master and
Doctorate Degree in Art, Craft, Design,
Music and Dance.

Objectives :

1. To identify the different forms of folk
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arts of Shantiniketan and surroun-
dings.

2. To know the importance of folk artists

in cultural transmission.

Methodology :

Survey method is used under the Des-
criptive research. For the data collection
the researcher has applied the survey
method, it also included the printed reso-
urces such as books, journals, newspapers
and reports etc. Different factors such as

socio-economic, cultural etc. are consi-
dered to fulfill the research work.

Kansa : Brass and Bell Metal Craft :

“Kansa” is the mixture of bronze and
copper, where the mixture contains little
proportion of copper than bronze. Hence,
the bell metal or “kansa” used for making
bells, bowls, plates, different kinds of
utensils, vessels, tools, weapons etc. are
made by the local folk artists of Shantini-
ketan and surrounding villages (Gupta,
2019). “Pital” which is known as brass, is
the mixture of copper and zink used for
making different brassware items such as
pots, water containers, plates used for wor-
ship purpose, singhasana, idols, khagri,
bogi etc. Therefore, the brass and bell
metal craft of Shantiniketan has an ancient
reputation in the history of West Bengal.

Girls Murti, Tortoises, Jewellery of Copper
Lord Krishna Murti of Kansa

Kansa Thalli Set Brass Bulls Bullock Cart

Shola Pith Craft :

Shola pith, also known as Indian cork
is an aquatic plant (herbal ivory reed),
which is found mostly in water and marshy
land of West Bengal. The Malakars or
Shola artists of Shantiniketan of Birbhum
district of West Bengal are known for their
creative skills for making decorative
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articles and various kinds of ornaments
(Bhattacharya, 2007). Shola artists are
famous for making ‘toper’ (Bridal’s cap),
‘Daker Shaaj’ (decorative ornaments of
Goddess Durga), ornaments for the godd-
ess, crowns for the goddess, garlands and
other shola pith crafts.

The king is sitting on the Elephant Nawka
made of Shola pith

Goddess Durga made of shola pith Palanquin
made of shola pith

Scroll Paintings :

‘Patachitra’ or ‘Patakatha’ is one of
the unique ways to depict the stories or
parables through the scroll paintings in
West Bengal. The Patua artists depicts the
stories or parables related to myth, myste-
ries, legend personalities and epics through
the scroll paintings (Majumdar, 2016).
The art form of ‘Patachitra’ or ‘Patakatha’,
a form of pot painting and scroll painting
is peculiar to the Patua community, with
incidental emphasis put on music and
storytelling. What is more, it is not only
the manifestation of the creativity and
talent of numerous artists but also one of
the effective ways to educate and keep
people informed about various cultures.
The art of the Patua has always been dida-
ctic in purpose and has been employed by
the Patua to impart moral values, narrate
cultural tales, and even handle social
concerns (Ghosh, 2015).
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Patua artist with his painting Patua artist
with scroll painting

Alpana :

‘Alimpon’ a Sanskrit word used for
‘Alpana’ is a unique method of design,
which is similar to rangoli. In rangoli we
use different kinds of colours but in ‘Alpana’
we use power of rice and flour, water
mixed with natural colours and also done
in earthen vessels. ‘Alpana’ is designed or
coated during the different rituals, practices,
festivals and some auspicious days related
to folk art. Therefore, ‘Alpana’ represents
joy, happiness, positivity and liveliness of
a household. It also represents the folk
artists artistic side signifying the beauty
of natural creations and divine blessing.
An auspicious symbol replicates the designs
and materials used and creates a sense of
balance. ‘Alpana’ brings prosperity, good
health, blessing to the house through the
different celebrations.

Scroll painting of legends Scroll painting of myth
Alpana drawn by Shantiniketan student

Alpana drawn at the entrance of the house
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Pot Paintings or Pottery :

The art of the Pot painting community
known as ‘Kumbhokar’/‘Kumbhohar’ of
Shantiniketan contribute a lot to folk edu-
cation through the painting on pots and
on earthen vessels. It shows the cultural
meaning with a special emphasis on its
cultural importance in fostering apprecia-
ble values, beliefs, and traditions of the
surroundings (Thompson, 2013).

Crafting of pots Female artist painting a pot

Wood Craft :

Traditional wood carving is quite po-
pular in Birbhum district of West Bengal.
The art and skill of wood carving practiced
is common among the inhabitants of
Shantinketan. There are many ‘Kutir
udyog’ in Shantiniketan, where local
artisans are involved in making different
kinds of decorative articles. As a result,
we see that many houses, institutions
village temples, domestic shrines are
carved by wood in classical styles. The
wood artists mainly use mango wood, teak,
sisam, neem wood, bel wood, mahogany
for wood crafting.

Painting on pots/earthen vessels Kumbhokar
crafting earthen vessels
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Dolls made by wood craving Putul and
images of god made by wood craving

Bamboo Craft :

Bamboo craft is a significant part of
the culture and heritage of Shantiniketan.
Bamboo and cane is an important craft of
Birbhum district of West Bengal. The weave

and designs of articles fashioned from bam-
boo and cane are distinctive in Birbhum
district. The high level of workmanship
has transformed the bamboo craft into a work
of beauty. The local bamboo and cane artists
are fashioning articles of daily need such
as baskets used for different purposes,
articles for personal use such as hat, belt,
rain shield etc. Ornaments and necklaces
made of fine strips of bamboo and cane
are very popular in Shantiniketan.

Mastaks made by wood craving Goddess
made by wood craving

Bamboo artists busy in making baskets
Baskets of different shapes

Photo frame made by bamboo Table lamp
made by bamboo
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Kantha Stitch :

Shantiniketan’s boutique work is very
popular in West Bengal for its designs and
is used in Kantha stitch clothing, wall
decorations and other decorative materials
(Smith, 2018). Kantha Stitch Sarees, kurtas
and kurtis are symbols of Shantiniketan
culture (Acharya, 2004). Therefore embroi-
dery craft work namely Kantha art is one
of the most popular done in Shantiniketan.
We see the Kantha Art products such as
Kantha sarees, Kurtas, Kurtis, etc. re tradi-
tionally worn by the people in Shantinike-
tan. Therefore it is a great attraction for
the tourists who visit the place.

Kurta made of kantha
(Images collected from Google)

Conclusion :

Rabindra Nath Tagore is known for
his intellectual and cultural landscape of
our country he was not only a poet, writer,
philosopher, thinker but he was also a great
wonderer. He loved the beauty of nature.
Therefore, in Shantiniketan he taught the
students in an open place. Today, we still
see students learning under the trees. West
Bengal is known for the richness of cul-
tures from different segments of India. Due
to its cultural diversity, it attracts tourists
from different parts of India as well as

abroad. The cultural design of Shantiniketan
involves different festivals and fairs orga-
nized at Shantiniketan. These Festivals
and Fairs provide an opportunity for the
folk artists to show their talents by selling
their locally made materials. Hence, the
folk arts and craft of Shantinikeatan integ-
rates indigenous knowledge systems, parti-
cularly in relation to education, physical
well-being, and cultural preservation.
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YeejleerÙe pevepeerkeve Deewj ueeskeâ mebmke=âefle kesâ
meÛÛes meeOekeâ peeÙemeer

[e@Ê jepesMe kegâceej ÛeewOejer
SmeesefmeSš Øeesheâsmej, efnboer efkeYeeie

kemeble ceefnuee ceneefkeÅeeueÙe
jepeIeeš, keejeCemeer

meeceevÙe mes efkeefMe<š yevevee ceeveke keâer mkeeYeeefkekeâ
Ûes<še jner nw, hej keâYeer efkeMes<e keâer DevegYetefle efkeefMe<š
mes meeceevÙe keâer Deesj peeleer nw~ meeceevÙeerkeâjCe otmejs
MeyoeW ceW meeOeejCeerkeâejCe melÙe keâekÙe keâer meke&ßes…
keâmeewšer nw~ keâekÙe keâer Deelcee ueeskeâ nw ken ueeskeâ keâer
peceerve mes jbie «enCe keâjleer nw Deewj veS-veS kÙeeheejeW ceW
vepej Deeleer nw, Yeues ner Gmekeâe keâueskej Meem$eerÙe meerceeDeeW
keâes mheMe& keâjlee nes~ ueeskeâhe#eOelee& meeefnlÙe keâer cetue
Leeleer nw efpemekeâer Ghes#ee keâj meeefnlÙe KeÌ[e veneR nes
mekeâlee~ efnboer meeefnlÙe kesâ Yeefòeâ keâeue ceW Deveskeâ keâefkeÙeeW
ves ueeskeâceeveme keâer YeekeveeDeeW, ceevÙeleeDeeW Deewj peerkeve
Âef<š keâes mkej efoÙee~ Fve keâefkeÙeeW ceW ceefuekeâ ceesncceo
peeÙemeer Skeâ efkeefMe<š mLeeve jKeles nQ~ peeÙemeer keâer keâekÙe
jÛeveeSb efkeMes<elee he©eekele ueeskeâ peerkeve, ueeskeâ efkeÕeeme,
Deewj ueeskeâ mebmke=âefle keâer DeefYekÙeefòeâ keâe peerkeble omleekespe
nw~ GvneWves Deheves meceÙe keâer peve YeekeveeDeeW, meeceeefpekeâ
mebjÛeveeDeeW, Oeeefce&keâ ØeleerkeâeW Deewj ueeskeâ hejbhejeDeeW keâes
keâekÙeiele meeQoÙe& kesâ meeLe Øemlegle efkeâÙee~

peeÙemeer Yeefòeâkeâeue kesâ Ssmes ceneve keâefke nQ efpevneWves
Deheveer Goejlee Deewj meefn<Ceglee keâe heefjÛeÙe osles ngS
Deheveer keâefkeleeDeeW kesâ ceeOÙece mes lelkeâeueerve Oeeefce&keâ
Deewj jepeveereflekeâ škeâjenšeW kesâ Ùegie ceW Skeâ efkeješ

meebmke=âeflekeâ mecevkeÙe keâe mebosMe YeejleerÙe pevelee lekeâ
hengbÛeeves keâe ØeÙeeme efkeâÙee~ peeÙemeer keâer meYeer jÛeveeSb
ueeskeâ peerkeve Deewj ueeskeâ mebmke=âefle ceW Gvekeâer ienjer hew"
keâe heefjÛeÙe osleer nQ~ he©eekele Deewj efÛe$ejsKee keâer ØelÙeskeâ
hebefòeâ Ùen Øekeâš keâjleer nw efkeâ peeÙemeer Yeejle Yetefce keâer
efceóer, YeejleerÙe peveceeveme Deewj efkeMes<e ™he mes efnbot
meceepe kesâ meeLe efkeâlevee Ieefve… mebyebOe jKeles Les~ GvneWves
Deheveer ØeyebOe ke=âefleÙeeW keâer keâLeekemleg keâe ÛeÙeve DekeOe
Øeeble ceW ØeÛeefuele ueeskeâ keâLeeDeeW mes efkeâÙee nw~ Fve keâLeeDeeW
keâer IešveeSb GÛÛe keie& mes mebyebefOele pe™j nw hej peeÙemeer
ves Fvekeâe Ssmee efÛe$eCe efkeâÙee nw efkeâ GveceW ueeskeâ peerkeve
Deewj ueeskeâ mebmke=âefle keâe meceekesMe nes ieÙee nw~ Gvekeâer
kÙeehekeâ Âef<š mes ueeskeâ mebmke=âefle keâer Meem$eerÙe Skeb
kÙekeneefjkeâ Yetefce keâer meeceevÙe mes meeceevÙe yeeleW Yeer DeesPeue
veneR nesves heeF& nQ~ peeÙemeer ves Deheves he©eekele ceW heeefjkeeefjkeâ
mebyebOeeW, mebmkeâejeW, mebieerle keâer jeieefveÙeeW, cetefle& Skeb mLeehelÙe
keâuee keâer

yeeefjefkeâÙeeW, kÙekemeeÙeÙeeW, kewefokeâ efkeOeeveeW, ueeskeâeÛeejeW,
keâekÙe ™efÌ{ÙeeW , efkeefkeOe hetpee efkeOeeveeW Skeb ßebieeefjkeâ
GheeoeveeW keâes meceekesMe keâjles Ûeueles nQ~

ceefuekeâ ceesncceo peeÙemeer Skeâ Ssmes meceÙe ceW GlheVe
ngS pees YeejleerÙe peerkeve ceW Oeeefce&keâ mebIe<e& keâes meebmke=âeflekeâ
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mebyebOe ceW yeoueves keeuee meceÙe nw~ Ùen mebmke=âefle kesâ
Fefleneme ceW veS peeiejCe keâe Ùegie nw~ Ùener ken meceÙe
nw peye Oeeefce&keâ efkeÕeemeeW keâer ®Ì{ škeâjenš mes Gyekeâj
efkeefYeVe peeefleÙeeW Deewj efkeÛeejeW kesâ keâefkeÙeeW ves Yeefòeâ kesâ
Skeâ meeceevÙe ceeie& keâes Keespeves kesâ yeneves ceveg<Ùe keâer
Skeâlee keâer Keespe keâer~ Fmeer meceÙe efnbot cegefmuece meYÙeleeSb,
meebmke=âeflekeâ kÙekenej Deewj peerkeve kesâ #es$e ceW Skeâ otmejs
hej Demej [eueves ueieer Leer- ken Skeâ otmejs kesâ efvekeâš
Dee jner Leer~ Ssmes meceÙe ceW peeÙemeer ves Yeer Deheveer Goej
Deewj mecevkeÙekeeoer Âef<š keâe heefjÛeÙe osles ngS Deheveer
keâefkeleeDeeW ceW YeejleerÙe ueeskeâ mebmke=âefle Deewj ueeskeâ peerkeve
keâe mecevkeÙe keâjles ngS Deheves keâefkeleeDeeW kesâ ceeOÙece mes
efnbot cegefmuece Skeâlee keâes mLeeefhele keâjves keâe ØeÙeeme
efkeâÙee~ GvneWves efnbot Oece& kesâ efmeæebleeW, efkekeen, mebmkeâej,
jnve-menve, Keeve-heeve, leerpe-lÙeesnej keâe peerkeble keCe&ve
efkeâÙee nw~ he©eekele keâer keâLee hetCe& ™he mes YeejleerÙe he=…Yetefce
hej DeeOeeefjle nw~ Gvekesâ veejer hee$e YeejleerÙe DeeoMe&
veejer keâe Øeleerkeâ nw~

peeÙemeer Fmueece kesâ meeLe-meeLe efnbot oMe&ve Skeb
efkeÛeejOeeje mes hetCe& ™hesCe heefjefÛele Les~ Gvekeâes ueeskeâ
ceeveme ceW efveefnle peerkeve oMe&ve keâer DeÛÚer hejKe Leer, Ùener
keâejCe nw efkeâ ken Yeejle Yetefce hej oes efkeefYeVe mebmke=âefleÙeeW
ceW leeoelcÙe Skeb meecebpeme mLeeefhele keâjves ceW hetCe& ™hesCe
meheâue nes mekesâ~ GvnW Oece& mebmke=âle, DeeÛeej- efkeÛeej,
mebieerle, pÙeesefle<e, keâecekeâuee kesâ meeLe-meeLe heMeg- hebefÚÙeeW,
«eece mebmke=âefle, Dekeleejkeeo leLee YeejleerÙe DeeYet<eCeeW
lekeâ keâe met#ce %eeve Lee~

legjkeâer Dejyeer efnbogF&, Yee<ee pesner Deeefnb
pesefn ceeb ceejie Øesce keâj, meyew mejenQ leeefn

kesâF ve peiele peme yeWÛee, kesâF ve ueervn peme ceesue
pees Ùen heÌ{w efkeâneveer, nce mebkejw ogDee yeesue

metheâer meble cenekeâefke peeÙemeer peneb keâekÙe, mebmke=âefle,
keâuee Skeb YeejleerÙe meble hejbheje kesâ ØekeâeMeceeve ve#e$e-
efheb[ nw keneR kes oes mebmke=âefleÙeeW, hejbhejeDeeW Skeb Yeekeveelcekeâ

meceÙe kesâ oskelee Yeer nQ~ peeÙemeer keâes YeejleerÙe pevepeerkeve
Skeb ueeskeâ mebmke=âefle keâe DeÛÚe %eeve Lee~ ken ueeskeâ oskelee
kesâ efve…ekeeve Gheemekeâ Les~ Ùener keâejCe nw efkeâ [e@keäšj
keemegoske MejCe De«ekeeue ves GvnW 'he=Lkeer heg$e' keâer meb%ee
efoÙee nw~ peeÙemeer DekeOe kesâ Les~ Gvekeâe Deuueen,
Fmueece Oece& Skeb mebmke=âefle kesâ Øeefle Deštš DeemLee leLee
heâejmeer Yee<ee Deewj heâejmeer keâekÙe hejbheje mes heefjÛeÙe
Lee~ Fmekesâ yeekepeto Gvekesâ he©eekele hej meyemes ienjer
Úehe DekeOe keâer ueeskeâ mebmke=âefle keâer nw, heâejmeer Ùee
F&jeveer mebmke=âefle keâer veneR~ he©eekele keâer mecetÛeer jÛevee
meece«eer keâe DeeOeej DekeOe keâe ueeskeâ peerkeve Deewj «eece
mebmke=âefle nw~ hebef[leeW keâer Âef<š ceW efpeme efceóer keâe keâesF&
ceesue vee Lee Gmeer keâes peeÙemeer ves DeebKeeW ceW yemee efueÙee
Deewj Gmes Deveceesue yevee efoÙee- ‘‘efoefmš peew ceešer meew
keâjW ceešer nesF Deceesue~’’ Ùener keâejCe nw efkeâ efpeme Øekeâej
peeÙemeer ves ueeskeâ keâer ceefncee keâes ceeLes mes ueieeÙee Gmeer
Øekeâej ueeskeâ ves peeÙemeer keâer ceefncee keâes~

peeÙemeer kesâ cenekeâekÙe he©eekele keâer keâLee keâe
DeeOeej nw ueeskeâ peerkeve keâe kÙeehekeâ DevegYeke~ Fmeer
DevegYeke mes peeÙemeer keâes ken Øesce ieeLee efceueer nw, pees
he©eekele keâer keâLee yeve ieF& nw~ peeÙemeer ueeskeâ mebmke=âefle
kesâ ™he jbie kÙekenej keâes Deheves keâekÙeevegYeke ceW Iegueeles
Ûeueles nQ~ peeÙemeer ves Deheves keâLeevekeâ ceW ueeskeâ keâLeeDeeW
Deewj efceLekeâeW keâe kÙeehekeâ meceekesMe efkeâÙee nw~ ueeskeâ
keâLee ceW efveefnle keerjlee, Øesce, yeefueoeve Deewj DeeoMe&
veejerlke keâer DekeOeejCee keâes GvneWves keâekÙe ceW Deelcemeele
efkeâÙee nw~ FveceW pees Ssefleneefmekeâ IešveeSb Ùee Ûeefj$e nQ,
kes Yeer Fefleneme mes veneR, ueeskeâ keelee&DeeW mes «enerle efkeâS
ieS nQ~ peeÙemeer ves mkeÙeb he©eekele kesâ mebyebOe ceW efueKee
nw- ‘‘Deeefo Deble peme ieeLee Denw, efueefKe YeeKee ÛeewheeF&
keânw~’’ Fmemes mhe<š neslee nw efkeâ he©eekele keâe keâLeevekeâ
ueeskeâ ieeLee mes ie=nerle nw Deewj Gmekesâ Ssefleneefmekeâ hee"
Deewj IešveeSb ueeskeâ ieeLee kesâ Debie nQ~ he©eekele ceW 48
keâLeevekeâ ®ef{Ùeeb nw~ [e@keäšj melÙeWõ ves Fvekeâe efkemle=le
efkeMues<eCe keâjkesâ Ùen mhe<š keâjves keâe ØeÙeeme efkeâÙee nw
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efkeâ Ùen mecemle keâLee ™efÌ{Ùeeb ueeskeâceeveme ueeskeâ mebmke=âefle
keâe DeeOeej nw~ ueeskeâ keelee&Sb Skeb ueeskeâ ieeLeeSb ueeskeâ
ceeveme keâer Ghepe nw~ Ùegieerve ueeskeâ- ieeLeeSb peeÙemeer keâer
jÛeveeDeeW keâe DeeOeej nw~ Dele: FveceW ueeskeâ mebmke=âefle
keâer kÙebpevee mkele: nes ieF& nw~

peeÙemeer ves Yeejle keâer ØeeÛeerve ueeskeâ keâLee heæefle
keâes he©eekele keâer keâLee keâe DeeOeej yeveeÙee nw :

‘‘efmebnue oerhe keâLee Deye ieekeew
Deew mees heef©eveer yejefve megveeleew'’

peeÙemeer kesâ he©eekele kesâ veeÙekeâ Deewj veeefÙekeâe Yeues
ner jepeIejeves kesâ nes, hej Ùegie kesâ Deblece&ve keâer kÙeLee keâe
hetje keâe hetje DebleceËLeve hebefòeâ-hebefòeâ ceW Peebkeâ jne nw~
ueeskeâ efkeÕeeme, ueeskeâ- ™efÌ{ÙeeW, ueeskeâ ØeLeeDeeW kesâ peerkeble
efÛe$eeW kesâ menÙeesie mes ner keâLeekemleg Deeies yeÌ{ jner nw :

‘‘keâesF& keâjw yesmeeefnveer, keâent kesâj efyekeâeF
keâesF& Ûeuew ueeYe meve, keâesF& cetj iekeeF'’

peeÙemeer keâer me=peveMeerue keâuhevee keâes ueeskeâ-mebmke=âefle
keâer Ieefve… henÛeeve mes Skeâ kÙeehekeâ DeeOeej Øeehle nes
ieÙee nw~ GvneWves ueeskeâ- mebmke=âefle kesâ ceeveme-mee#eelkeâej
kesâ Éeje ken DevegYeke ueeskeâ Øeehle efkeâÙee Lee efpemeceW
ueeskeâ- mebmke=âefle kesâ DemebKÙe he#eeW Ùee veevee-™heeW mes
Gvekeâer cenekeâekÙe keâer ieeLee kÙeehekeâ mece=efæ heeleer nw~
ueeskeâ peerkeve kesâ "s" MeyoeW keâer yeÌ[er hetbpeer peeÙemeer kesâ
heeme nw hej Fleveer ner hetbpeer ueeskeâ mebmke=âefle keâe kegâue
ceeveefÛe$e veneR yeveeleer ~ MeyoeW ceW ken ueeskeâYetefce efkeÛeejCeerÙe
nw efpemeceW pevce, jeie, Øesce, efkekeen, ieerle-ieeve, ueeskeâ-
keâLeeSb, Ùegæ, mLeehelÙe' peeot-šesvee, DeeYet<eCe, DeeYejCe,
ße=bieej, cew$eer, mce=efleÙeeb, jnmÙe-jmeeÙeve, F&<Ùee&- És<e
meye Skeâ otmejs ceW iegbLes ngS nQ~ heefveneefjveeW keâe meeQoÙe&,
kesMÙeeDeeW keâe meeQoÙe&, ne@š yeepeej keâe meeQoÙe&, Deeveboeslmeke,
Yeespe, mepeekeš, ße=bieej, mejeskej, Melejbpe, Ûeewieeve,
otefleÙeeb- Ùen meYeer Øemebie efceuekeâj Fme Øesce keâLeevekeâ
keâe Ssmee mebmeej yeveeles nQ efpeme hej Skeâ peerefkele ueeskeâ
mebmke=âefle keâer Úehe Debefkeâle nw~

he©eekele kesâ DeejbefYekeâ efmebnueÉerhe-mebyebOeer keCe&ve
ceW heefveneefjveeW keâe, neš- yeepeej keâe Deewj kesMÙeeDeeW keâe
pees efÛe$eCe nw, ken ueeskeâ Fefleke=efòe keâe ner ÙeLeeLe& nw :

‘‘heeefve Yejw Deekeefn heefvenejer~ ™he me™he heef©eveer veejer~~
heogceiebOe eflevn Debie yemeeneR~ Yebkej ueeefie eflevn mebie

efheâjeneR~~'’

Fmeer ›eâce ceW Ùen kÙeeheej- meef›eâÙe neš- heefjkesMe
Yeer nw efpemeceW jve-õkÙe, DeeYejCe-ße=bieej, Ûeefkeâle keâj
osves keeues nQ :

‘‘keâvekeâ neš meye kegânkegânb efueefhe~
yew" cenepeve efmebnueoerheer~'’

jlvemesve- he©eekeleer kesâ efkekeen keâe pees ceb[he Fme
keâLeevekeâ ceW jÛee ieÙee nw, ken ueeskeâ peerkeve keâer jbieØesjCee
kesâ yeenj veneR nw :

‘‘jefÛe- jefÛe ceeefvekeâ ceeb[ke Úekee~
Deew YegF jele efyeÚen efyeÚekee~~

Ûebove KeebYe jÛe yeng Yeebleer~
ceeefvekeâ efoÙee yejefnb efove jeleer~~'’

ueeskeâ ke=âlÙe ØemebieesefÛele mLeeve hej Deekeâj keâLee
keâes efnbot heeefjkeeefjkeâ mebmke=âefle kesâ efvekeâš uee osleer nw~
he©eekeleer efkekeen Keb[ ceW keâefke ves efnbot peeefle ceW ØeÛeefuele
Meem$eevegmeej efkekeen ØeLee keâe mepeerke efÛe$e KeeRÛee nw~
efkekeen keâer efnbot heæefleÙeeW keâes peeÙemeer ves heÌ{e ner veneR
Lee, efvekeâš mes osKee Lee~ FmeefueS GmeceW mepeerkelee keâe
Debkeâve meke&$e efoKeeF& oslee nw :

‘‘Ûeebo megjpe mele Yeebkej uesneR, veKele ceesefle
vesyeÚekeefj osneR~ efheâjefnb ogDeew meble heâsjs Úgšw keâw,

meeleew heâsj ieeb" mes Skeâw~~'’

meeceeefpekeâ peerkeve ceW Øeerefle-YeespeeW keâe Yeer cenlke
nw~ he©eekele ceW Øeerefle- Yeespe kesâ Øemebie jlvemesve he©eekeleer
efkekeen Deewj jlvemesve DeueeGöerve cew$eer kesâ meboYe& ceW
DeeS nQ~ efkekeen ceW iebOeke&mesve Éeje efoÙee Øeerefle-Yeespe
DeefOekeâ mkeeYeeefkekeâ nw~ FmeceW efkekeen kesâ Yeespeve kesâ
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efkeefOe efkeOeeve Yeer keefCe&le nw~

‘‘YeF& peskeveej efheâje Keb[heeveer, efheâje Dejiepee kegâbnt
kegâbnt heeveer~ efheâje heeve yengje meye keâesF&~'’

cegntle&, pÙeesefle<e, Mekegâve, DeheMekegâve peeot-šesvee
Deewj Deueewefkeâkeâ IešveeDeeW hej efkeÕeeme ueeskeâ DeemLee
keâe cenlkehetCe& Debie nw~ efÛe$ejsKee Deewj he©eekele oesveeW
ke=âefleÙeeW kesâ Deveskeâ ØemebieeW ceW pÙeesefle<e kesâ Øeefle efkeÕeeme
keâer kÙebpeve keâer ieF& nw :

‘‘Deefoefle metkeâ heefMÛece efoefme jent, yeerheâw oefKeve
uebkeâ efoefme oent~ meesce meveerÛej hegjye ve Ûeeuet,

cebieue yegOe Gòej efoefme keâeuet~’’

hekee&slmeke Skeb $e+leg Glmeke ueeskeâ-peerkeve kesâ DeefYeVe
Debie nQ~ peeÙemeer ves kemeble, nesueer Deewj oerheekeueer kesâ
Glmeke keâe keCe&ve efkeâÙee nw~ kemeble keâe keCe&ve hekee&slmeke
Deewj $e+leg Glmeke kesâ ™he ceW ngDee nw~ oerheekeueer keâe
Øemebie veeieceleer efkeÙeesie keCe&ve ceW yeejnceemee kesâ Debleie&le
DeeÙee nw :

‘‘Depentb efve"gj DeeGveefn yeeje, hejye oskeejer nesF mebmeeje~
meefKe ceeveefnb efleGnej meye, ieeF oskeejer Kesefue~’’

kesMe-Yet<ee ueeskeâ-peerkeve keâes kÙeeKÙeeefÙele keâjleer
nw~ Øesce keâekÙe kesâ jÛeefÙelee nesves kesâ keâejCe peeÙemeer kesâ
keâekÙe ceW veejer kesâ kesMeYet<ee keâes efkeMes<e cenlke efceuee nw,
hej keâneR-keâneR ÙeesefieÙeeW, mewefvekeâeW Deewj peeefle efkeMes<e keâer
kesMe-Yet<ee keâe keCe&ve nw~he©eekele kesâ yeeoMeen otleer Keb[
ceW peesefieveer keâe kesMe keCe&ve õ<škÙe nw :

‘‘Ûebõ yeove Deew Ûebove osne, Yemece ÛeÌ{eÙe keâervn leve Kesne~
cesKeue efmebOeer Ûe›eâ OebOeejer, peesie-yeeš ®oje#e DeOeejer~'’

ueeskeâ-meebmke=âeflekeâ meboYeeX kesâ Debleie&le meeceevÙe pevelee
kesâ Éeje DeheveeS peeves keeues kÙekemeeÙeeW keâer ÛeÛee& Yeer
Deeleer nw~ peeÙemeer ves he©eekele ceW kesMÙeeke=efòe kÙekemeeÙe,
kÙeeheej- kÙekemeeÙe, ÛeejCe- kÙekemeeÙe, meesveej, ceeueer,
keâueej, heškee, yeejer kesâ kÙekemeeÙeeW leLee hegjesefnle Skeb
otle-keâce& kesâ kÙekemeeDeeW keâe GuuesKe efkeâÙee nw~

keâueeSb ceveg<Ùe keâer DevegYetefleÙeeW keâer kÙebpekeâ nesleer
nw~ efkeâmeer osMe Ùee peeefle keâer meebmke=âeflekeâ Øeieefle Gmekeâer
keâuee Ûeslevee kesâ efkekeâeme kesâ ceeOÙece mes peeveer peeleer nw~
peeÙemeer kesâ keâekÙe ceW mebieerle, keeÅe, ve=lÙe, mLeehelÙe,
cetefle& Skeb keemleg keâueeDeeW keâe efkekejCe DeeÙee nw~ GvneWves
6 jeieeW Skeb 36 jeieefveÙeeW kesâ veece efieveeSb nQ leLee
heKeekepe, yeerve, kesCeg, cengDej, keâceeFÛe, Ghebie, letje,
PeebPe, cebpeerje, ogbogYeer, MebKe Deewj [heâ Deeefo keeo
Ùeb$eeW keâer ÛeÛee& keâer nw~

‘‘keâvekeâ Ú$e efmebnemeve meepee,
hew"le hebkeefj efceuee lesefn jepee~’’

peeÙemeer ves oes Øekeâej kesâ ve=lÙe keâe keCe&ve efkeâÙee
nw~ ueeskeâ-ve=lÙe vele&efkeâÙeeW keâe ve=lÙe~ Fvekesâ Éeje Øemlegle
veiej, cenue Deewj ogieeX kesâ efkekejCe Gme Ùegie keâer cetefle&
Skeb mLeehelÙe keâuee keâe yeesOe keâjeles nQ~ Fvemes Fme leLÙe
keâe %eeve Yeer neslee nw efkeâ ueeskeâ keâLeeDeeW kesâ veeÙekeâeW Skeb
Ùegieerve jepeeDeeW kesâ YekÙe kewYeke keâer heefjkeâuhevee peveceeveme
ceW keâwmeer Leer~

‘‘nerje FËš keâhetj efieueekee, ceueÙeeefiejer Ûebove meye ueekee~
Ûetvee keâervn DeeQefš iepeceesleer, ceesefleng Ûeeefn DeefOekeâ

lesefn peesefle~~'’

pevemeeOeejCe keâer peerkeve-efmLeefleÙeeW keâe yeesOe Gvekesâ
Éeje ceveesjbpeve kesâ efueS Kesues peeves keeues KesueeW mes
neslee nw~ ueeskeâ- meb«ener keâefke pevepeerkeve keâe mekeeËieerCe
efÛe$e Øemlegle keâjves kesâ efueS Deheveer jÛeveeDeeW ceW peve
mebmke=âefle kesâ Fme he#e keâe efÛe$eCe keâjles nQ~ peeÙemeer kesâ
keâekÙe ceW Ûeewieeve, heemee Deewj Melejbpe keâe GuuesKe nw~
peue-efyenej kesâ meeLe-meeLe uekegâš-jeme Deewj Oeceej keâe
efÛe$eCe he©eekele ceW DeeÙee nw~

peeÙemeer keâer jÛeveeDeeW ceW YeejleerÙe peerkeve keâer meeceeefpekeâ-
meebmke=âeflekeâ Peebkeâer meke&$e efceueleer nw~ veeieceleer Yeejle
keâer heeflehejeÙeCe veejer keâe DeeoMe& Øemlegle keâjleer nw :

‘‘Ss jeveer ceve osKeg efyeÛeejer
Ssner vewnj jnvee efove Ûeejer'’
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ceW ‘meeme veveo yeesefueefn peerG uesner' Deeefo kesâ
ceeOÙece mes mebÙegòeâ heefjkeej keâe pees mke™he Øemlegle efkeâÙee
ieÙee nw ken efkeMegæ ™he mes YeejleerÙe efnbot heefjkeej keâe
ner efÛe$e nw~

he©eekele keâer mebjÛevee ceW ueeskeâieerleeW keâer Yeeke Yetefce
Deewj mebkeeoOeefce&lee peien-peien ceewpeto nw :

‘‘DeeF& yepeekeefle yewef" yejelee,
heeve heâtue efmebotj meye jelee~’’

peeÙemeer kesâ keâekÙe keâer Yee<ee keCe&kemleg keâer lejn
ueeskeâpeerkeve mes DeefYeVe nw~ GvneWves Deepe mes 500 ke<e&
henues ieebke keâer pevelee keâer yeesue-Ûeeue keâer Yee<ee keâes
keâekÙe Yee<ee yeveeÙee~ efpemeceW ØeeÛeerve hetkeer& DekeefOe keâe
mkeeYeeefkekeâ efce"eme efkeÅeceeve nw~ peeÙemeer keâer keâekÙe
Yee<ee keâer cenlkehetCe& efkeMes<elee Gvekesâ Meyo ÛeÙeve ceW
Deesle-Øeesle YeejleerÙelee nw~ efpemekesâ yeue hej GvneWves
efkeosMeer Deewj efkepeeleerÙe DeeoMeeX Deewj efmeæebleeW keâes Fme
osMe kesâ mebmkeâejeW kesâ keeleekejCe ceW Øemlegle keâj mekeâles ceW
DeÆgle meheâuelee Øeehle keâer nw~ Deuueen keâes keâjleej,
hewiebyej ceesncceo keâes keemeer", Gvekesâ ÙeejeW keâes ceerle,
Gmceeve keâes hebef[le, kegâjeve keâes hegjeve, keâueceeW keâe keÛeve,
efkeâleeye keâes efiejbLe keânkeâj Fmueece kesâ Øemebie ceW efnbot
Oece& keâer heeefjYeeef<ekeâ Meyoekeueer keâe ØeÙeesie Fvekeâer Fmeer
efkeMes<elee keâes mhe<š keâjlee nw~

‘‘mebkejeQ Deeefo Skeâ keâjle™'’
µ µ µ µ µ µ µ

‘‘ØeLece peesefle efkeefOe eflevn keâw meepeer~'’

peeÙemeer keâer Yee<ee keâe Skeâ-Skeâ Meyo ueeskeâ mebmke=âefle
keâer keâneveer keânlee nw~ Fvekeâe Gheceeve efkeOeeve keâeuheefvekeâ
veneR nw~ DemebKÙe Gheceeve ueeskeâ peerkeve mes Ûegves ieS nQ~
peeÙemeer Éeje ØeÙegòeâ lesefueÙee, kesâÛegefj, Ketmeš, jnš, jsnt,
lesueer, yewue Deesjer, oerhekeâ-yeeleer, cenyeš-veef™, Deesuee,
Yeej, Kebieje, Letveer, Leece IegbIegÛeer, ieesntb, ueesvee, nejkee,
mejewlee, jececegveer, heerpej uent, hetjer, cesnboer, megjener,
keâjerue, Deefceueer, cengDee, cekeâefj keâleej, uespegefj, PeÌ[yesjer,

ies™, ieg[, Ûeeš, meekeve veer™, keâewÌ[er yesjer, ceeuee,
cekeâesÙe, Deeefo Gheceeve ueeskeâ-peerkeve mes mebyebOe nQ~

‘‘vewve Ûegkeefnb peme cenkeš veer™~'’

peeÙemeer DekeOe ØeosMe kesâ keâefke nQ~ Deewj DekeOeer
Yee<ee hej Gvekeâe menpe DeefOekeâej nw~ Ùen Yee<ee Yeekeeveg™he
efkeâleveer ceer"er Deewj efkeâleveer o#e nw, peeÙemeer Fmes DeÛÚer
lejn henÛeeveles nQ~ DekeOe keâe ueeskeâ peerkeve Yeer efkeâlevee
ce=og Deewj keâesceue nw, peeÙemeer Fmekesâ Yeer Kejs heejKeer
nQ~ kes DekeOe ØeosMe keâer Oejleer mes Deheves uebyes menÛeeÙe&
kesâ veeles Gmekesâ Skeâ-Skeâ jie jsMes mes Yeueer-Yeebefle heefjefÛele
nQ~ kes cetuele: Skeâ «eeceerCe Skeb ueeskeâ Yee<ee kesâ keâefke nQ,
Deewj Deheveer Fmeer Âef<š mes ner GvneWves jlvemesve, veeieceleer,
he©eekeleer, DeueeGöerve leLee Gvekesâ meeLe pegÌ[s meejs DeeKÙeeve
keâes osKee nw~ Gvekeâer meejer keâuhevee Gvekeâe meeje efvejer#eCe,
ken peerkeve keâe nes Ùee Øeke=âefle keâe, ceveg<Ùe mes mebyebefOele
nes Ùee ceevekeslej nes, Gvekeâer efveheš «eeceerCe Skeb ueeskeâ
Âef<š keâe ner mee#Ùe oslee nw~ Gvekeâer Yee<ee ner veneR, Gvekesâ
Gheceeve, keâLee keânves keâer Gvekeâer Mewueer, hee$eeW keâer
ceveeske=efleÙeeW keâes Leenves henÛeeves keâe Gvekeâe lejerkeâe, meye
kegâÚ, Gvekesâ "s" «eeceerCe ueeskeâ Deboepe keâes ner metefÛele
keâjlee nw~

peeÙemeer ves efyebyees keâer Ùeespevee ceW ueeskeâ ceeveme keâe
DeeOeej efueÙee nw~ «eeceerCe peerkeve keâer kemlegDeeW ceW
peeÙemeer ves Deesueeveer keâer Oeej keâe efyecye efoÙee nw~ ken
™he meecÙe kesâ DeeOeej hej nw :

‘‘yejmew cesIee Pekeâesefj Pekeâesefj,
ceesj ogF vewve Ûegkeefnb peme Deesjer~'’

jnš keâe efyecye peeÙemeer keâes efØeÙe nw~ GvneWves
SkeâeefOekeâ mLeeve hej Fmekeâe ØeÙeesie efkeâÙee nw :

‘‘YeS kes vewve jnbš keâer Iejer,
Yejer les {ebjer Útöer Yejer~'’

Yee<ee ceW ueeskeâesefòeâÙeeW Skeb cegnekejeW kesâ ØeÙeesie Gvekeâer
DeefYekÙebpevee Meefòeâ keâes yeÌ{eles nQ peeÙemeer ves ueeskeâ mebmke=âefle
keâer keâneveer ueeskeâesefòeâÙeeW kesâ ceeOÙece mes keâneR nw~ ueeskeâesefòeâÙeeW
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keâe ØeÙeesie Fvekeâer meYeer jÛeveeDeeW ceW efceuelee nw~ Fvekesâ
ØelÙeskeâ Úbo ceW efkeâmeer ve efkeâmeer ueeskeâesefòeâ, keânekele DeLekee
cemeues keâe yeÌ[e ner meheâue ØeÙeesie ngDee nw~ peeÙemeer ves
Fvekesâ Éeje F&Õej Øesce, veskeâer oeve, Denb keâer kÙeLe&lee
Deewj YeeiÙekeeo kesâ Øeefle efkeÕeeme keâer kÙebpevee keâer nw :

‘‘Deye meeFË mees vesn keâ™, heâsefj ve Ùen mebÙeesie~
keâesunt mes Keefj Tlejer, jner yewue kesâ peesie~'’

peeÙemeer keâer keâefkeleeDeeW ceW ueeskeâ efkeÕeemeeW Deewj
Oeeefce&keâ hejbhejeDeeW keâe megboj mecevkeÙe efceuelee nw~ Gvekesâ
keâekÙe ceW efnbot oskeer-oskeleeDeeW metheâer efkeÛeejeW Deewj Fmueeceer
ØeleerkeâeW keâe mecevkeÙe efoKelee nw pees ueeskeâOece& keâer
mecevkeÙekeâejer Yeekevee keâes Øekeâš keâjlee nw~ pewmes veeÙekeâ
kesâ ™he ceW jlvemesve, ietÌ{ mebkesâleeW ceW Deelcee-hejceelcee keâer
Skeâlee Deeefo ueeskeâ Oeeefce&keâ efkeÕeemeeW keâe efnmmee yeve
peelee nw~

peeÙemeer kesâ keâefkeleeDeeW ceW efm$eÙeeW keâe efÛe$eCe Yeer
ueeskeâ peerkeve kesâ heefjhes#e ceW ngDee nw~ peeÙemeer kesâ keâekÙe
ceW efm$eÙeeb kesâkeue meeQoÙe& keâer Øeleerkeâ veneR nw, yeefukeâ kes
ueeskeâ veejer keâer Yetefcekeâe ceW nw~ veejer keâer kesovee, Øesce,
lÙeeie, F&<Ùee& Deewj Deelce yeefueoeve keâe efÛe$eCe Gvekesâ
keâekÙe keâes ueeskeâ mebmke=âefle kesâ keâjerye ueelee nw~ he©eekeleer
Deewj veeiekeleer pewmes m$eer hee$eeW kesâ ceeOÙece mes GvneWves
m$eer ceve keâer YeekeveeDeeW keâes DeefYekÙeefòeâ oer nw pees
lelkeâeueerve ueeskeâ meceepe keâer m$eer mebkesoveeDeeW keâes GodIeeefšle
keâjleer nw~

peeÙemeer kesâ keâefkeleeDeeW ceW Øeke=âefle keâe efÛe$eCe Yeer
ueeskeâ peerkeve kesâ heefjhes#e ceW ngDee nw~ peeÙemeer keâer keâefkeleeDeeW
ceW Øeke=âefle keâe efÛe$eCe DelÙeble mebpeerke Deewj ueeskeâ Øesce mes
DeesleØeesle nw~ $e+leg keCe&ve, heMeg- heef#eÙeeW keâe GuuesKe,
«eeceerCe heefjkesMe, heke&-lÙeewnej, cesueeW Deewj DeemLeeDeeW
keâe meceekesMe Gvekesâ keâekÙe ceW ueeskeâ peerkeve keâer Deebleefjkeâ
Deelcee keâes Øekeâš keâjlee nw~

peeÙemeer keâer keâefkeleeDeeW ceW ueeskeâ mebieerle Deewj ueeskeâ
ÚboeW keâe megboj ØeÙeesie ngDee nw~ peeÙemeer Deheves keâefkeleeDeeW

ceW ÚhheÙe, meesj"e, oesne Deeefo ÚboeW keâe ØeÙeesie keâjles
nQ pees ueeskeâ ceeveme Deewj ueeskeâ ieeÙeve keâer hejbhejeDeeW mes
pegÌ[s nQ~ Ùen Úbo Mewueer Gme meceÙe keâer ueeskeâieerleeW Deewj
mebieerle hejbhejeDeeW mes efvekeâšlee yeveeS jKeleer nw~ Fmemes
helee Ûeuelee nw keâer peeÙemeer ve kesâkeue Skeâ keâefke Les
yeefukeâ ueeskeâ ieeÙekeâ keâer mebkesovee Deewj mejeskeâejeW mes Yeer
pegÌ[s Les~

mece«elee keâne pee mekeâlee nw efkeâ peeÙemeer keâe
keâekÙe ueeskeâ mebmke=âefle keâe peerkeble omleekespe nw~ Gvekeâer
keâefkeleeDeeW ceW ueeskeâ peerkeve keâer Deelcee yemeleer nw- Ûeens
ken Yee<ee nes, Yeeke nes, keâLeekemleg nes Ùee Øeleerkeâ~ GvneWves
ueeskeâ keâLeeDeeW keâes keâekÙe keâe ®he oskeâj GvnW Decej
yevee efoÙee~ Gvekeâer Yee<ee, Gvekeâer keâuhevee, Gvekeâer
DeefYekÙeefòeâ Mewueer Fve meye keâe ueeskeâ peerkeve mes meerOee
mebyebOe nw~ kes yeÌ[er menpelee kesâ meeLe Skeâ DeelceerÙe ™he
ceW efnbot heefjkeejeW ceW ØekesMe keâj ieS Deewj Gvekesâ Skeâ-
Skeâ efkeÕeeme, ceevÙelee, jerefle-efjkeepe, efleefLe-lÙeewnej, Deeefo
keâes yeÌ[er efkeÕemeveerÙelee kesâ meeLe Gvekesâ mece#e Øemlegle
efkeâÙee~ he©eekele meÛe hetÚe peeS lees ueeskeâ peerkeve keâe
cenekeâekÙe nw~ efpeme efceóer mes peeÙemeer keâe mebyebOe Lee
Gmekeâer meejer cenkeâ GmeceW Deeefo mes Deble lekeâ kÙeehle
nw~peeÙemeer keâer jÛeveeSb Deepe Yeer FmeefueS Øeemebefiekeâ nQ
keäÙeeWefkeâ kes ueeskeâ peerkeve keâer meÛÛeeF&, mebkesovee Deewj
meeQoÙe& keâes Øeefleefyebefyele keâjleer nQ~ Fme Âef<š mes peeÙemeer
ve kesâkeue Yeòeâ keâefke nQ, yeefukeâ ueeskeâ mebmke=âefle kesâ Skeâ
meMeòeâ mebkeenkeâ nQ~ efve:mebosn peeÙemeer DekeOeer Yee<ee kesâ
Meer<e&mLe keâefkeÙeeW ceW Deheveer ueeskeâ peerkeve keâer Kejer
henÛeeve kesâ veeles ncesMee Ùeeo efkeâS peeSbies~
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Jatra : Bengal’s Grand Folk Spectacle
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Abstract :

The cultural tapestry of Bengal is deeply interwoven with performing arts that
serve as both entertainment and social commentary. The author in this work has
established the inseparable relationship of music in the folk theatre, particularly with
the Jatra which is an immensely popular form of folk culture in Bengal, and the eastern
India in general, including the neighbouring Bangladesh. The Jatra initially dwelt
upon the puranic themes and other folklores, but with the passage of time, the composers
of plays got them attuned to the social and political issues of the country depending
on the needs of the hour. The themes of the twentieth century jatra has undergone a
sea change in comparison with the tradition of the earlier trends practiced in the
eighteenth or nineteenth century Bengal and the type of music which has been playing
a significant role in the propagation of Jatra among the masses of the country has
passed through long alleys of renovation. This study further explores how these melodic
shifts mirror the changing heartbeat of the Bengali people.

Key words :

Folk theatre, Jatra, music.

1. Introduction :

The historical evolution of Bengali
performance art is inextricably linked to
the shifts in regional identity and collective
consciousness. Within this context, the
structural integration of melodic elements
serves as a vital lens through which the
modernization of traditional theatre can
be analysed. In the scenario of Indian
cultural tradi-tions, the folk theatre based
on folklores have been resonating the
ambience of popular entertainment
composed with the synthetizations and

amalgamation of diverse forms of
extravaganzas blended with music, dance,
drama and folk theatre to name a few of
the art forms1 that bear a deep-rooted bond
in the local character imbibed in the multi-
ethnic and multilingual society and the
innate indigenous culture, each of which
is distinguished by its own traits of uniqu-
eness in its manifestation. The folk theatres
depict various facets of the local culture
portraying social phenomena of human
behaviour, beliefs, rituals and social norms2.
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The tradition of the folk theatre and the
accompanying folk music has the legacy
of being manifested in both the unsophis-
ticated, yet pleasing, bucolic, pastoral
forms of expression of language and the
refined tenor of elegance and subtlety in
urbanized expressions of the devotional
themes, love ballads and the sagas over
the intrepidity of the protagonists of the
play. Although the tradition still continues
harping on the themes pertaining to the
epochs dating back to sixteenth century, in
the twentieth century, it has undergone a
radical change and particularly in post-
independence era, the art form has assu-
med a new dimension in dissemination of
the real problems engulfing the society
along with its being a form of entertain-
ment3. The role of music in folk theatres
based on the folklores is by no means a
lesser one as it promotes the audience to
get drifted to the theme of the theatrical
play making them share the weal and woes
as well as the ecstasy and euphoria of the
characters involved in the narrative. The
Jatra4 an exceedingly popular form of folk
theatre in the eastern India, namely in the
states of Orissa, Bihar, West Bengal and
also the neighbouring country of Bangla-
desh, has its origin in the fifteenth century
when the Bhakti movement swept the
country. The music in the Jatra follows the
combination of classical, semi-classical as
well as the folk songs accompanied by
drums, flutes, violin, cymbals, harmonium,
clarinet, pakhwaj, tabla, khol and dholak.

2. The Folk Theatres in India :

The technical and thematic fluidity of
Jatra underscores its enduring relevance
as a medium of mass communication. This
stylistic progression highlights the medium's
capacity to synthesize classical heritage
with contemporary socio-cultural exigen-

cies. As already mentioned in the introduc-
tion, the folk theatre is the outcome of the
amalgamation of aspects of “music, dance,
pantomime, versification, epic and ballad
recitation, graphic and plastic arts, religion
and festival peasantry5” and is established
on its widespread acceptance of the people
in general throughout the Indian subcon-
tinent harping on the tunes of the messages
on social, political and cultural matters and
has been playing a very significant role to
arouse the consciousness of the millions
of Indians deprived of basic education and
literacy. The themes at the initial stage of
development of this art form mainly con-
centrated on the folklores based on themes
of devotion to deity, religion, mythology
and the myths of some intrepid warriors
and saviours of the suppressed people in
general.

The structural morphology of regional
performance art is best understood through
its fundamental ideological divisions. The
folk theatre broadly classified into two
categories such as religious and secular
gradually emerged as the “Ritual Theatre
and Theatre of Entertainment respectively6.”
The most widely known forms of the folk
theatre include7, Bhand Pather (Kashmir),
Saang (Rajasthan, Haryana, Uttar Pradesh
and Madhya Pradesh), Nautanki (Uttar
Pradesh), Raasleela (Mathura, Vrindavan
in Uttar Pradesh, West Bengal), Bhavai
(Gujrat), Jatra (Bengal, Orissa, Bihar),
Maach (Madhya Pradesh), Bhaona (Assam),
Tamasha (Maharashtra), Dashavatar (Goa
and Konkan), Krishnattam, Mudiyettu and
Koodiyaattam (Kerala), Yakshagana
(Karnataka), Therukoothu (Tamil Nadu),
Harikatha (Andhra Pradesh, Telangana,
Maharashtra and Karnataka), Burra Katha
(Andhra Pradesh and Telangana).
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In this work, the author tries to estab-
lish the influence of music on Jatra, a form
of folk theatre prevalent in Bengal and the
eastern part of India in general.

2.1 The Jatra in Bengal :

The performative landscape of Eastern
India is characterized by a sophisticated
synthesis of oral tradition and rhythmic
storytelling. Central to this heritage is a
multi-sensory theatrical apparatus that
bridges the sacred and the secular through
rigorous aesthetic discipline. The Jatra
most popular form of folk theatre in the
eastern India is presented through a com-
bination of acting, rendition of songs,
dance and music and playing of a plethora
of instruments at high pitch of sound and
with sensational gestures to create a flash
of inspiration among the members of the
audience. The Jatra sprouted in Bengal
in 16th. century by the direct inspiration
from Sri Chaitanya8 emerging as Krishna
Jatra (Chaitnya Jatra) and by degrees
became by its own merit of popularity and
sensitivity of themes as a medium of
manifestation of people’s social problems
with the passing of decades beyond the
Chaitanya era. The other forms that
evolved are known as Shakti Jatra, Nath
Jatra and Pala Jatra. As divulged in
BANGLAPEDIA9, performances of the
Jatras were arranged in the temple yards,
on the sites of public festivities and court-
yards where the spectators used to surround
the public stage on a raised platform, a
practice which is still in existence in modern
renditions of Jatra. Music and songs with
the accompaniment of Dholak, Mandira,
Karatal and Khol dominated a major part
of the drama intended to communicate the
true message of the theme of the story.  As
the cultural appetite of the region shifted
toward more realistic and fast-paced

narratives, established theatrical conventi-
ons were recalibrated to better engage
contemporary sensibilities. With the changes
introduced by Madanmohan Chattopadhyay10,
the mode of presentation underwent a
metamorphosis through introduction of
prose dialogue, shortened lyrics of songs,
replacement of classical ragas with trendy
popular songs.

2.2 Music in Jatra :

In the twentieth century, the Jatra like
any other medium of public entertainment,
passed on to professional houses from ama-
teur hands and staging Jatras performed
by professional artists and companies of
private proprietorship acquired popular
recognition as operas which is evident
from the names of such groups attaching
the word “opera” to the brand name of their
company. The institutionalization of tradi-
tional performance art marked a significant
departure from community-based roots
toward a more structured commercial
framework. The Jatra, the dramas not only
include the prosaic dialogues used in
common parlance, but also is replete with
musical soirees and dances including
chorus and solos to keep the audience spell
bound during the performances on the
stage. The urban intellectuals acquainted
with the western culture of histrionic and
musical renditions came across with the
similarities in the style of performance and
the themes as well consisting of songs,
music arranged in structures usually found
in burlesque or librettos found in theatrical
spectacles of the nineteenth century Europe
and preferred to use the term “Opera” which
became synonymous with the entities
organizing dramas in different corners of
Bengal12. Adopting the "Opera" label
signalled a shift toward professional, high-
quality entertainment, promising the audience
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a spectacle of high-production value that
went beyond simple folk storytelling.

It is needless to say that Jatra that has
been passing over as one of the strong
cultural traditions in Bengal’s cultural
arena and this continuity for centuries and
decades since its inception can be traced
back to the prolific use of music in varie-
gated forms contributed by lyricists and
composers, the most notable of them, who
have made a permanent niche in the
development of the libretto-type theatrical
rendition or more precisely, the opera
culture in Bengali, include, “Paramananda
(1733-1823), Govinda Adhikary (1798-
1870), Krishnakamal Goswami (1810-
1887), Brajamohan Roy (1831-1876),
Nilkanta Mukhopadhyay (1841-1911),
Madanmohan Chattopadhyay and
Mukundadas (1878-1934)13”.

Apart from the classical and semi-
classical traditions of music that had been
in vogue in the musical firmament of Bengal
including the Kirtan, there were numerous
other popular forms created and dissemina-
ted by the wandering minstrels like
Charans and Bauls and also the folk songs
in the form of “Letogaan, Bhadugaan,
Kobigaan, Kathakatha, Jhumur”etc. com-
posed by artists of rural sectors of Bengal.

The paragraphs below enunciate and
leaves a brief account of the exotic incor-
poration of the said types of songs and
music in the Jatras of Bengal.

2.2.1 Kobigaan :

Beyond the purely narrative structures
of traditional drama, the evolution of Ben-
gal’s performative arts was significantly
shaped by the emergence of improvisa-
tional oral contests. ‘Kobigaan or ‘Kobir
Larai’ predominated the scenarios of Jatra
during the nineteenth century which is,
indeed a duel among two or more poets
harping on episodes on the mythological
themes. The performance included an
extempore debate in verse between two
poets or Kobiaals supported by their
assistants known as “Dohars” with the
accompaniment of dances like Khemta
and Kheur and the befitting music.
Usually, it was performed in open space
of fairgrounds in the courtyards of Zemin-
dars surrounded by the large group of
enthusiastic watchers who cheered up the
poets of their own choice to attack his
opponent with sensual, erotic, and lewd
comments through the extempore lyrics.
The winning poet was the usual recipient
of a prize awarded by the local Zemindar
or the Landlord14. or The picture below as

Reference : DARICHA.

Weblink: https://www.daricha.org/sub_ genre.aspx?ID=38&Name=Kobi%20Gaan
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presented by DARICHA15 illustrates the
performance of duel between two poets
in the nineteenth century Bengal incorpo-
ration of which in Jatras was an additional
tool for the opera organizers to draw larger
crowds and wider appreciation of the
themes propagated by them at the cost of
the earlier subtle themes of spiritual and
patriotic leitmotifs :

2.2.2 Juri gaan :

The transition of Jatra from its rudi-
mentary folk roots to a more refined thea-
trical structure was largely catalyzed by
the innovative interventions of visionary
practitioners. Madanmohan Chattopadhyay
of Chandannagar, Hoogly one of the most
famous composers of Jatra, popularly
known as “Madan Mashter,” introduced
reforms by bringing in changes in the
presentation of songs and dances in this
popular performing art. His popular palas
or plays include Prahlad-charitra, Ram-
banobash, Harishchandra, and Vidya-
Sundar16.

Madanmohan set a new trend in the
music in Jatra by insertion of chorus, that
came to be known as Juri song. In this style
of rendition of music, Juris or the artists
consisted of a group of performers who
had the expertise in rendering both folk
and the classical music. In absence of the
female performers, the voice of the adult
singers was used to render the male voice
and the voices of the young singers and
teenagers were used to perform the role
of a female singer. However, the musical
rendition in Jurigaan system usually took
large chunk of time of the performance of
Jatra, which became a source of boredom
of the spectators and so it gradually made
an exit from the musical part practised in the
Jatragaan and got replaced by the “Vivek.”

2.2.3 Vivek :

The drive toward modernizing Jatra’s
auditory framework necessitated a critical
re-evaluation of established choral tradi-
tions to enhance the dramatic pacing of
the performance.  Mathur Shah, a noted
Jatra composer, formally discarded the
juri system in 1911 without making any
curtailment of the musical sequences
which were designed to attract the crowd.
In the newly introduced system, a fictitious
character was introduced17, named ‘Vivek’,
meaning the ‘Conscience’, who had access
to anywhere in the midst of the characters,
be it ‘in bed chamber, in a king’s court, in
heaven, in hell, in a burning ghat, in a forest,
in a street. He enjoys unrestricted freedom.
As and when any wrong is done by a parti-
cular character, Vivek turns up and warns
in a song. If a king is doing wrong, unfair
or injustice, the Vivek suddenly appears to
check him. Vivek often comes like a madman-
his head and feet bare, eyes glazed, beard
tangled - he wears a robe of black, saffron,
or white. The movements are usually sharp,
agile, and conclusive. He enters the gang-
way on the run and disappears in the same
way.’ It is the role of an ideal person, who
‘could also be the brother of a villain, a
genuine servant, a monk, a beggar or a
guru18, preaching the true philosophy of life
involving solidarity, fraternity, and philan-
thropy and through his songs shakes the
conscience of the evildoer. It may be men-
tioned here that the ‘concept of Vivek was
popularized by the playwright-actor Ahi
Bhusan19 Bhattacharya’.

2.2.4 Sakhir Gaan (Songs of dancing

   girl) :

 The early twentieth century marked
a pivotal shift in the aesthetic priorities of
folk drama, as practitioners sought to



362
Deveno-ueeskeâ Je<e&-11,Debkeâ-22, 2025 (pegueeF&-efomecyej)
ISSN : 2349-137X Peer-Reviewed General

reconcile traditional vocal structures with
the demands of an evolving urban audience.
The trend setters in Jatra, like Motilal Ray,
introduced20 a technique of staging a dance
and music to permit the artists to get pre-
pared for the new scene or act which called
for change in attire and rearranging the
sets of scenarios. This tactics of eliminating
the changeover period by maintaining the
continuity of performance was of course
a novel phenomenon that came to stay in
the Jatras for over a long time until in the
mid-sixties, when the modernization of the
stages of Jatra and more sophisticated use
of techniques of lighting gradually pushed
this practice to extinction.

3. Political Jatra :

The landscape of folk performance
underwent a radical ideological shift as
the burgeoning struggle for independence
demanded more potent vehicles for poli-
tical mobilization. The partition of Bengal
in 1905, sparked off the Swadeshi move-
ment when the intellectual class of Bengal
and rest of India felt the need of a cultural
medium for the dissemination of the con-
cept of nationhood and propagate the idea
of solidarity to fight against the British
Imperialists. At this critical hour, the Jatra
emerged21 as a vital medium to convey the
political ideas and the patriotic feelings
amongst the common illiterate masses to
strengthen the agitation against partition-
ing of Bengal. During this juncture, nay
the critical hour of our endangered iden-
tity, the Jatra played an especially vital
role in the propagation of the thoughts of
freedom movement during the rest of the
British domination. It is needless to mention
that Mukunda Das served as the trailblazer
to awaken the masses through his perfor-
mance in the stages and he and his ilk
made the leaders feel that they could create

a more charming and convincing effect on
the audience than ‘hours of platform spea-
king22’. Das showed that how the cohesive-
ness and solidarity can attain reality through
the rendition of patriotic songs during the
performance of Jatra in a stage, held in
Jessore, when “Women audiences were
reported to have broken their English made
glass bangles, in a fit of excitement23.”

In the post-independence era Utpal
Dutta, the famous stage player and film
actor also staged many of his dramas in
the form of political Jatra to propagate
the concept of an exploitation-free society.
Dutta believed that music was a part and
parcel of the Jatra and so “He resurrected
outmoded elements like the narrator and
Vivek (Conscience), by means of investing
certain characters with the task of acting
as conscience24.” Dutt had reintroduced
these two types of musical trend as a clever
stratagem to reflect the scenario of the
mock-trials before his audience with the
Vivek and Jury as the judges in disguise
and the spectators as the jury in a trial court
where the latter are sworn to decide a case
or give a verdict by examining the evidence
in a court, thus making it almost improba-
ble for the audience to witness the theat-
rical episode as mere meek spectators but
getting imbued with the theme of the story
and react concertedly to rise relentlessly
against the social oppression and injustice25.
The bold presentation of the rebellion of
the monks in Bengal that took place about
two hundred and fifty years back, in one
of his best theatrical performances attuned
to the tenor of jatra in Sanyasir Tarabari26

(The Crusade of the Monk) was probably
the most brilliant allegory that was utilized
by Dutt to make it conspicuous to his audi-
ence that the atrocity with which the rebe-
llion was suppressed is still pursued with
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more brutal and barbarous approach to
silence the people’s voice in the twentieth
century, making the fetters of suppression
invulnerable and perpetual.

As reported by Banerjee27 , “Attemp-
ting to preach nationalism to villagers, Das
(Mukunda Das) heavily relied on the
structure of the jatra-its operatic conven-
tions, melodramatic gestures and hypnotic
songs, “all of which unfailingly captivated
a rural audience” (Bharucha 1983, 90).

Reference (28): https://yakshagana.com/
jatra-folk-theater-of-india-by-balwant-gargi-

continued/

The above photographs depict the
scenes of Jatra published by YAKSHA-
GANA.

Conclusion :

In the annals of the evolution of the
folk culture and traditions, it has been
observed that folklores have been playing
an important role to give birth to various
novel streams of culture such as Rasleela,
Nautanki, Jatra and in many other forms
thriving for centuries throughout the
Indian subcontinent, nay the world, which
in general have its genesis in mythology,
fairy tales, the saga of the legendary figures
shaping the destiny of the society.

In whatever form it is encountered, it
is a common experience to watch that
music has been playing a vital role in the

folk theatres and its importance in the
animation of the dispirited soul, still now
is amply relevant to the Indian Society. The
Jatragaan, which is a folk culture, derived
its stories not only from different folklores
of the Puranic events of the ancient ages
and fairy tales but has drawn its inspiration
from the social and political problems also
with the passage of time. In this respect,
down the lanes of the history of the folk
theatre, music made its presence conspicu-
ous by its eternal appeal by capturing the
emotion of millions of spectators and
drove them to enter a bond of solidarity as
fellow human beings and fight for a common
cause.
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Abstract :

Bharatakośa is a very important work in Samskrta compiled by Manavalli
Ramakrishna Kavi and published in the year 1951 and then reprinted in 1999. This is
actually a dictionary of technical terms on music and dance, with corresponding
extracts from various works on music and dance. Kavi has meticulously prepared and
presented this dictionary, which would be a valuable source of reference to those who
wish to undertake a serious study on the history of Indian music and dance.

The present article gives a detailed noted on the various aspects of the book, the
manner in which the information is presented and their significance. Though the work
gives references to many works, the original source to the terms had to be found out.
Bharatkoœa will also help researchers and scholars to understand the application and
usage of different technical terms used in Indian Music and Dance tradition, over the
years. Since many are not aware of this important book, the present article, will be an eye-
opener for present day researchers and proceed their study in a more systematic manner.

Key-words :

Nā.tya, Gīta, Bharatakośa, Ramakrishna Kavi, Lak .sa .na  grantha.

1. Introduction :

Bharatakośa is a dictionary of tech-
nical terms with definitions on music and
dance, collected from various Sa

.
msk.rta

works written by Bharata of 2nd century to
the works of 18th century. This book consists
of technical terms in the form of extracts
and quotations from various musicological
works. The terms that occur in this book
can be grouped under the topics, gīta, vādya
and nā.tya, including n.rtta, rasa and bhāva.

These terms are collected and compiled,
in a highly meticulous manner and arranged
in alphabetical order. The author of this
book is Manavalli Ramakrishna Kavi, who
had made this magnum opus creation
possible, out of his rich experience for six
to seven decades in surveying, collecting,
studying and editing hundreds of unpubli-
shed musical texts from various manuscripts
libraries of India (Kavi, 1951, p.i).
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The present article is to understand
the organisation and presentation of the
technical terms by Manavalli Ramakrishna
Kavi (hereafter to be called as Kavi) in his
Bharatakośa and bring out the importance
of the book.

2. Brief note on the Book  :

Bharatakoœa was first published in
the year 1951 under the authority of Sri
Anna Rao, Executive officer on behalf of
the board of trustees, TTD Tirupati. Later,
it was reprinted in 1999 by TTD Religious
Publications, under the initiative of Dr. I.
V. Subba Rao, I.A.S., Executive Officer,
T.T.D., Tirupati. Bharatakośa happens to
be an outcome of Kavi’s dedicated study
in bringing out Abhinavabhārati and in
connection to that, numerous Sa

.
msk.rta

works.

3. Structure and organisation :

The book consists of an introduction
by Kavi in English for 26 pages, which is
then followed by the actual compilation
of terms from pp.1-784. Few more terms,
probably left over in the earlier list has
been given under “Pariśi.stam” till p.984.
Each of these are elaborated below.

3.1 Introduction :

This is a unique section of Bharata-
kośa (BK), wherein Kavi has provided an
overview of several Sa

.
msk.rta works,

authors, commentators and information
related to the contents and availability of
the works. At the end he also acknowled-
ges the various sources like the libraries,
Rulers, patrons and his research assistants,
for the comple-tion of the work.

He outlines its content thus :

“(1) the extension of each subject, (2)
the manner of the inclusion of the tech-

nical terms and (3) a bibliographical
notice of authors who contributed
material for the denotation of each
word the authors whose works have
contributed to the definitions.”

(Kavi, 1951, p. i)

The introduction of BK holds para-
mount importance. A brief note on the
kind of information found in this section
is given below.

� Basic information like – Name of the
work, author and date:

E.g.:- Hammīra – author: Ś.r
.
nārahāra.

He must have lived earlier than 1300
A. D (Kavi, 1951, p.viii).

� Identity of the authors :

E.g.:- Mok .sadeva, son of Bhīmadeva,
minister to King Bhīma of Gujarat.

Mok .sa was also a commentator on
Lilāvati (Kavi, 1951, p.ix).

� Clarification or authenticity of

Authors :

The author also shares his view on
instances where the same name appears
across different periods, leading to
confusion.

E.g.:- Jagadekamalla of the modern
period and Jagadekamalla of 1100
A.D. are two different individuals
(Kavi, 1951, p. xxvi).

� Content briefing :

Chapters and their contents of the
works are mentioned.

E.g.: Sa
.
ngītaratnavali by Somanātha

consists of nine small chapters com-
posed in 1180 A.D (Kavi, 1951, p.iv).

� Names of Instruments :

E.g.:- Varieties of vī .na-s – such as
Vī .nottama, Brahma vī .na, Kailāsa and
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nearly 30 other names – as mentioned
in Panditārādhyacaritam of Pālkuriki
Somanātha, a Telugu work (Kavi,
1951, p. vi).

� References to Unknown Works :

Certain works that are known to us
because they are quoted or cited in
other surviving texts.

E.g.: Ma .nidarpa .na, Caturasabhāvilāsa,
Kātyāyana found within Tālakalāvār-
dhi (Kavi, 1951, p.xxii).

Thus, this section serves as an exce-
llent gateway for a scholar to understand
the whole book.

3.2 The Index :

This is the main section of the work,
that is, the huge list of technical terms. It
begins with a Ma .ngala Cara .na in Sa

.
msk.rta

(p.1), where Kavi speaks of his family
lineage, with details of his Grandfather
Venkatakuppa, father Rama Sastri and
himself. This is followed by listing of the
authors on Bharata (writers on Indian
music and dance). It is noted that Kavi had
quoted in his BK, the extracts from these
authors. At the end, he conveys his
gratitude to, Narasimha tatacharya who
was a rese-arch student for assisting in this
project.

From p.3, begins the lists of terms as

found in various works starting with ‘De’
and goes in alphabetical order. Most of the
technical terms belong to a broader topic
or an area like svara, gīta, rāga, prabandha,
tāla, nātya, vādya, etc. For each entry, the
key term is given first, followed by the
broad area it belongs to, then its meaning,
and finally the name of the author.

A sample from the book is presented
below:

Fig.-1

The arrow marks given above will
illustrate the arrangement of technical
term and other details.

� 1 - points to “A .mśa.h” – the technical
term.

� 2 - points to “Jātilak .sa .nam” – the
broader topic to which the technical
term belongs.

� 3 - verses extracted from Bharata’s
work

� 4 - “Bharata” – the author’s name.

Names of the authors are provided in
BK in shortened form as follows :

For a few terms, the broad area or topic
is not specified. In some cases, the author’s
name is not provided, but the name of the
work is quoted. There are entries where
neither the author nor the broad area can
be seen. In such instances where the infor-
mation was not available, Kavi has given
his own interpretations as prose passages
based on context and his understanding
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and also wherever it is felt necessary. The
sample pages below will be illustrative.

GjYeücemebyeeOeced
mJeefmlekeâÙeke=âefleleeb veerlJeeb efveOeÇvlees yeefnjsJe leled~
keâjew efveJe=òeew Jesies%e efceLemmeebcegKÙeOeeefjCeew~
Ùe$eesjesYeücemebyeeOeÛee}Ùeb leòegoerefjleced~~

Fig-2

In the above figure (Kavi, 1951, p. 806),

“GjYeücemebyeeOeced”, is the technical term and the

three lines of verses do not have the name
of the source/author. This kind of referen-
ces are found at some places, in BK, and
hence the sources for them had to be
verified and related to their originals.

In some instances, a single word has
quotations from various authors, for which
Kavi has provided the respective names
of authors.

Fig.-3

In the above illustration (Kavi, 1951,
p. 560), extracts by Hari(pāla), Nānya
(deva), Kaśyapa, Nārāya .na, Mok .sa (deva)
are provided for the reference to the term,
“Revagupta”- a rāga.

In the below example, one can notice
that a term happened to have had different
connotations as per the context in which
they were specified in various works. For
example, the term, “Rephaāh” has been
referred to by different authors under various
contexts, like, vādanam and dhatu by
Sār

.
nga (deva), Vī .nāyam ubhaya hasta

vyāpāra .h by Kumbha, Vyañjanadhātu .h by
Kumbha, Nanya and Bharata, au .dukkika
hāstapāta .h by Vema (Kavi, 1951, p. 559)

Fig-4

The following is an example for a
term, for instance, Kalyā .na .h (Kavi, 1951,
p. 123), which has different definitions
provided by Kavi from various works :
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Fig-5

Accordingly, this term denotes :

i. A Deśītāla : as mentioned in Sa
.
ngīta-

darpa .na of Catura Dāmodara, can be

referred to (Deśītālādhyāya, p.153),
edited by K. Vasudeva Sastri, publi-
shed by the Sarasvati Mahal Library,
in 1952.

ii. A Melakarta : as mentioned in
Rāsakaumudīby Śrīka .n .tha – can be
identified as verses 162 & 163 from
the edition by A. N. Jani, Oriental
Institute, Baroda, 1963.

iii. A Melarāga- as mentioned in Aho-
bila’s Sa

.
ngītapārijāta, verse-401, p.48,

in the work, Sa
.
ngītapārijāta, edited by

R S Gondhalekhar, 1897

4. Note on the Sources that occur in

BK :

BK deals with terms occurring in seve-
ral sources that widely covers broad areas,
as tabulated below :

Term Broad area Source

given in BK

Name of the Work/

Author

Page No.

Antarbhedi .h S .ruti .h (Music) Pārśva Sa
.
ngīta samayasāra 29

Gūrjari
rāgadhyānam

Rāga (Music) Srika .n .tha Rasakaumudi 181

Muktāvali Prabanda .h
(music)

Someśvara Mānasollāsa 495

V.r .sabha .h Svarajātih
(music)

Aumāpatam Umāpati 634

Cakra recitam Kara .nam
(Dance)

Haripāla Sa .ngītasudhākara 195

Añcitam Karanam
(Dance)

Jyāyana N .rttaratnāvali 08

Apakrānta .h Cāri (Dance) Vema Sa
.
ngītacintāma .ni 21

Kokilapriyah Deśītālah
(Tala)

Vema Sa
.
ngītacintāma .ni 152

Cakravartitāla.h Deśītālah
(Tala)

Lak .sma .na Sa
.
ngīta sūryodaya 195

Dundubhi .h Avanaddham
(Vādya)

Someśvara Mānasollāsa 273
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A.t.tatāla .h Desītāla .h
(Tāla)

Madana Karmavipāka 09

Few Rare and Unknown authors and

works on Gīta, N.rtta and Vādya men-

tioned in BK :

� Balarāma from Malabār – 1760 AD, his
work on N.rtta- incompletely written.

� Desīn.rtta Samudram

� Vicitra Kaumudi

� Rāmānanda’s Rasamālika

� Ratnakośa of Sāgaranandi

� Bālabhodhana – A commentary on
Bharata’s Natyaśāstra – 1350 AD

� Sa .ngītamudra

� Sa
.
ngītasāgara

Few works remain unpublished for
various reasons, such as less awareness
about manuscripts and transcripts available
in libraries and about catalogues, unclear
or damaged materials, loss or concealment
in private collections and lack of interest in
the research area among scholars. During
the study, it is found that some works that
were unpublished before or during the time
of Bharatakośa, were published later. How-
ever, few editors have consulted BK for
their edition, as a secondary reference.

� N.rtta Ratnāvali of Jaya Senāpati was
critically edited with an introduction
and notes by V Raghavan, Published
in 1965, under the authority of govern-
ment of Madras.

� Bharatabhā.syam of Nānyabhūpāla,

Kāla .h Tāla prā .na .h Tālalak.sa .nam Acyutarāya 132

Suśira
vādhyani

Wind (vādya) Sangitarāja Mahārā .nā Kumbha 734

A.t.taa .h D.ruvatāla
(Tāla)

Ve .nka.tamakhi Caturda .n .dī
Prakāśikā

09

was edited by Chaitanya P. Desai in
two volumes. Volume 1, comprising
Chapters 1 to 5, was published in 1965
and Volume 2, containing Chapters 6
to 8, was published in 1986 by Indira
Kala Sangit Vishwavidyalaya, Khaira-
ghad.

� Aumāpatam of Umāpati, Bharatār-

.nava of Nandikesvara, Sa
.

ngīta Dar-
panam were edited by K Vasudeva
Sastri.

� N.rtyādhyāya of Asokamalla edited by
Dr. Priyabala Shah and published by
Oriental Institute, Baroda, 1963.

Some Lak .sa .na grantha-s or sections
or chapters of bigger Samskrta works on
music came to light through research
done, as part of dissertation works for the
Ph.D. degree. References to theses are found
in the websites, https://shodhganga.inflib
net.ac.in/ http://www.musicresearch
library.net/.

5. Significance of the terms given in

BK :

A through study of BK brings plenty
of unknown information to limelight. Kavi
recorded many unknown music treatises
and authors. This book is not just mention-
ing or listing the names of books and authors,
but provides extracts of corresponding
verses. For instance, verses from the works
written by authors like Nandin, Kīrtidhara,
Vema, Simhana, Vikrama, Madana, Para-
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mesvara, Sadâsiva and others, are worthy
and helps a scholar to further probe into
several primary sources, for their research.
An index of this kind is a blessing and
boon to scholars and one should realise,
the dedication of Kavi in compiling this.
This shows the depth of his knowledge
and gives us a glimpse of how much resou-
rces once existed and how much is now
lost. For various reasons, Kavi couldn’t
always disclose details like locations or
full information about the manuscripts, but
he still included whatever was possible.
It is evident that many unpublished manu-
scripts were consulted by Kavi and prepared
notes and made transcripts. Most of them
are available in the Oriental Research Insti-
tute, S V University, Tirupati, even today
(Premalatha, 2010).

The terms existing in BK are collected
from various published and unpublished
works by Kavi, during the time of compila-
tion. But the sources for them are not clearly
mentioned. Most of the terms that figure
in BK, appear to be based on the collections
of manuscripts that Kavi procured during
his life time. Hence references to some these
do not figure in the printed works, probably
Kavi’s transcripts had not been utilised by
the respective editors. In the history of Indian
Music, there existed, two or more authors
or scholars with the same name. Hence some
of the references made by Kavi under the
name of a particular author do not seem
to match with the respective printed works.
In the case of the BK being compiled,
largely from the unpublished manuscripts,
it is obviously difficult to assign the verse
number or the page number of texts. For

example, the references to the verses under
the name, “Acyuta” in BK, are located in
the manuscripts of Tālalak.sa.nam of
Acyutarāya, of the Government Oriental
manuscripts library, Chennai and the
Oriental Research Institute, Tirupati
(Premalatha,2022).

6. Conclusion :

Bharatakośa can be called as one of
the most useful reference book of a resea-
rch scholar interested in inquiring knowle-
dge on Indian Musicology. Its exhaustive
collection of technical terms along with
the extracts of verses from various Samskrta
works on music and dance, serves as an
eye-opener for every reader. Kavi’s abbre-
viations and other cross references for
names of works and authors need deeper
scholarly attention to be understood, fully.
A serious study at different levels into the
book will help all scholars to estimate the
underlying efforts that have been made by
the author, Ramakrishna Kavi and also the
great textual tradition of Indian Music.
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ceecetueerheve ceW efveefnle DemeeOeejCe keâLee keânves keeuee keâefke :
kesâoejveeLe efmebn

efMekeeveer Mecee&
MeesOeeLeer&

efnboer Skeb DevÙe YeejleerÙe Yee<ee efkeYeeie
[erÊ SmeÊ yeerÊ heefjmej, kegâceeTB efkeÕeefkeÅeeueÙe vewveerleeue

MeesOemeej :

Ùen MeesOe DeeuesKe keâefke kesâoejveeLe efmebn keâer keâefkeleeDeeW ceW keâLeelcekeâlee keâer GheefmLeefle keâe Devkes<eCe Deewj
efkeMues<eCe keâjlee nw~ ØeÛeefuele OeejCee kesâ efkehejerle, efkeâ keâefkelee cegKÙele: Deelce-DeefYekÙeefòeâ Deewj ieerleelcekeâlee keâe
ceeOÙece nw, kesâoejveeLe efmebn keâer keâefkeleeSB Úesšer-Úesšer IešveeDeeW, Ûeefj$eeW, mebkeeoeW Deewj ÂMÙeeW kesâ ceeOÙece mes Skeâ
kÙeehekeâ keâLee-mebmeej keâe efvecee&Ce keâjleer nQ~ kesâoejveeLe efmebn keâer keâefkelee ceW keâLeelcekeâlee efkeâmeer cenekeâekÙeelcekeâ
efkemleej ceW veneR, yeefukeâ mebkeeoelcekeâ Yee<ee, efyecyeelcekeâlee, owefvekeâ peerkeve kesâ meeceevÙe ØemebieeW, meeOeejCe Ûeefj$eeW
Deewj kemlegDeeW kesâ efkeefMe<š mebÙeespeve ceW DeefYekÙeòeâ nesleer nw~ Gvekeâer keâefkeleeDeeW ceW keâLeelcekeâlee keâe mke®he
efkeÛeejhejkeâ Deewj ueeskeâkeâLeelcekeâ nw~ Ùen MeesOe uesKe Gvekeâer keâefkeleeDeeW ceW keâLee keâer GheefmLeefle leLee keâLee-efvecee&Ce
keâer ØeefkeefOeÙeeW keâer henÛeeve keâjves keâer keâesefMeMe ceW efueKee ieÙee nw~

yeerpe Meyo :

kesâoejveeLe efmebn, keâLee-lelke, keâLeelcekeâlee, DeeKÙeeve, cenekeâekÙeelcekeâ, efnboer keâefkelee, efyecye, DevegYeke,
ØeeceeefCekeâlee, ÙeLeeLe&, ÂMÙeelcekeâlee, veeškeâerÙelee, yengOkevÙeelcekeâlee Deeefo~

cetue DeeuesKe :

keâefkelee ceW keâLee keâer GheefmLeefle keâesF& veF& yeele
veneR nw~ Deeefokeâeue mes ueskeâj Yeefòeâkeâeue lekeâ, YeejleerÙe
keâekÙe-hejbheje ceW ØeyebOe keâekÙeeW Deewj DeeKÙeevekeâeW keâer
Skeâ uebyeer ëe=bKeuee efceueleer nw~ kewefokeâ meeefnlÙe mes ner
nceW heÅeyeæ keâLeeSb osKeves keâes efceueleer nQ~ efnboer meeefnlÙe
ceW Deeefokeâeue kesâ jemees keâekÙe Deewj ueewefkeâkeâ keâekÙe ceW,
Yeefòeâkeâeue ceW jece leLee ke=â<Ce Ûeefjle keâekÙe leLee metheâer

ØesceeKÙeeveelcekeâ keâekÙe, jereflekeâeue ceW veeÙekeâ-veeefÙekeâe
kesâ Øesce mebyebOeeW hej DeeOeeefjle ße=bieeefjkeâ keâekÙe keâekÙe-
™he ceW neskeâj Yeer efkeješ keâLee-mebmeej Øemlegle keâjles nQ~
neueeBefkeâ, DeeOegefvekeâ keâefkelee ceW keâLee keâe mke™he yeouee
nw~ Deye Ùen cenekeâekÙeelcekeâ efkemleej keâer peien met#ce,
meebkesâeflekeâ ™he ceW Øekeâš nesleer nw~

DeeOegefvekeâ efnboer keâefkelee ceW ÚeÙeekeeo mes ueskeâj
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Øeieeflekeeo Deewj veF& keâefkelee lekeâ, keâefkelee keâe cegKÙe
ØeÙeespeve meeceevÙele: keâefke kesâ Deebleefjkeâ YeekeeW, efkeÛeejeW
Deewj meeceeefpekeâ ÙeLeeLe& hej Gmekeâer Yeekeelcekeâ Øeefleef›eâÙeeDeeW
keâes kÙeòeâ keâjvee jne nw~ Fme heefjÂMÙe ceW ‘keâLee' Ùee
‘DeeKÙeeve' keâes ieÅe keâer efkeOeeDeeW, efkeMes<ekeâj keâneveer
Deewj GhevÙeeme keâe #es$e ceevee ieÙee~ keâefkelee Deewj keâLee
kesâ yeerÛe Skeâ mhe<š efkeYeepeve jsKee KeeRÛeer peeleer jner~
hejbleg kesâoejveeLe efmebn Fme efkeYeepeve jsKee keâes Deheveer
keâekÙe-Yee<ee Deewj mebkesovee mes efvejblej OegBOeuee keâjves
keeues keâefke nQ~ kesâoejveeLe efmebn Gme oewj kesâ keâefke nQ
peye DevegYeke keâer ØeeceeefCekeâlee Deewj peerkeve kesâ ÙeLeeLe&
keâes keâefkelee kesâ kesâbõ ceW ueeÙee pee jne Lee~ kesâoejveeLe
efmebn Fme ÙeLeeLe& keâes kesâkeue efkeMuesef<ele Ùee efÛeef$ele veneR
keâjles, yeefukeâ GmeceW Devleefve&efnle ceevekeerÙe keâneefveÙeeW
keâes {tb{ keâj GvnW Deheveer keâefkeleeDeeW keâe DeeOeej yeveeles
nQ~ Gvekeâer keâefkeleeSB heÌ{les ngS Ùen mhe<š neslee nw efkeâ
keâefkelee efkeâmeer Decetle& efkeÛeej mes DeejbYe ve neskeâj, efkeâmeer
ÂMÙe, Iešvee, Ûeefj$e Ùee efkeâmeer mebkeeo mes Meg™ nesleer nw,
pees mkeÙeb ner Skeâ keâLee-yeerpe keâer lejn neslee nw~ Gvekeâe
keâekÙe-mebmeej ceveg<ÙeeW, heMegDeeW, veefoÙeeW, MenjeW Deewj
jespeceje& kesâ peerkeve ceW ØeÙegòeâ efkeefYeVe efvepeer&ke kemlegDeeW
keâer Devekeâner keâneefveÙeeW mes Yeje ngDee nw~ Deepe keâer
keâefkelee ceW DeeKÙeeve keâer GheefmLeefle kesâ efke<eÙe ceW jepesMe
peesMeer efueKeles nQ- ‘‘Fme keâefkelee kesâ DeeKÙeeve ceW meeceevÙe
peerkeve keâe Deefle meeceevÙe ÂMÙe nw~ Gmekeâe DeefleheefjefÛele
Deewj DeeflemeeceevÙe nesvee ner MeeÙeo Gmekeâe DemeeceevÙe
nesvee nw~ Gmekeâe meeje efkemceÙe Gmekesâ DeefkemceÙekeâejer
nesves ceW nw~’’1

jepesMe peesMeer keâe Ùen keâLeve kesâoejveeLe efmebn keâer
keâefkeleeDeeW kesâ mevoYe& ceW Skeâoce mešerkeâ ueielee nw~
kesâoejveeLe efmebn keâer keâefkelee keâe kewefMe°Ÿe leceece DevÙe
lelkeeW kesâ meeLe ner GmeceW efveefnle keâLeelcekeâlee ceW nw~ kes
‘Úesšer keâneveer' kesâ keâefke nQ, pees Deheves keâefke keâewMeue

mes peerkeve kesâ efyeKejs ngS keâLee-met$eeW keâes Skeâ mebkesoveelcekeâ
Skeâlee Øeoeve keâjles nQ~

ueerueeOej ceb[ueesF& kesâoejveeLe efmebn keâer keâefkelee
kesâ efke<eÙe ceW efueKeles nQ- ‘‘kesâoejpeer keâer keâefkeleeDeeW keâer
kegâÚ efkeue#eCe KetefyeÙeeB nQ cemeueve kes ÂMÙeelcekeâ nQ,
ueeskeâkeâLee kesâ Deemkeeo ceW heieer, Yeeweflekeâ-DeYeeweflekeâ
peiele ceW [tyeeR, efnhveesšeFpe keâjves keâer leekeâle mes uewme
Deewj DeelceerÙe mepeue Yee<ee mes oerhle~ Fve keâefkeleeDeeW
ceW Skeâ ceesnkeâ veeškeâerÙe leòke nw pewmes ‘Oethe ceW IeesÌ[s hej
yenme’ Ùee efkeâ efheâj ‘yeeIe’ ceW~’’2 Ùen ÂMÙeelcekeâlee
Deewj veeškeâerÙelee keemleke ceW keâLee-lelke kesâ ner jÛeveelcekeâ
henuet nQ~ kesâoejveeLe efmebn keâer keâefkelee keâer Yee<ee yeesueÛeeue
keâer Yee<ee kesâ keâjerye nesves kesâ heâuemke™he ner keâefkelee keâes
Skeâ mebkeeoelcekeâ Deewj efkeâmmeeieesF& keâe uenpee Øeoeve
keâjves ceW meheâue ngF& nw~ Ssmes ner ÂMÙeeW keâe mebÙeespeve Deewj
DeØelÙeeefMele ceesÌ[ Gvekeâer keâefkeleeDeeW keâes Skeâ keâLeelcekeâ
mebjÛevee Øeoeve keâjves ceW meneÙekeâ nesles nQ~ kesâoejveeLe
efmebn keâer keâefkeleeSB yeleeleer nQ efkeâ nj meeOeejCe Iešvee ceW
Skeâ DemeeOeejCe keâneveer efÚheer nesleer nw Deewj nj keâneveer
keâes cenekeâekÙe nesves keâer DeekeMÙekeâlee veneR nesleer~

kesâoejveeLe efmebn keâer DeejbefYekeâ keâefkeleeSb efyecye-
yengue nQ~ Fve keâefkeleeDeeW ceW Øeke=âefle Deewj «eecÙe-peerkeve
kesâ efÛe$e ØecegKe nQ~ Fve efyecyeeW ceW Yeer keâLee kesâ Debkegâj
mhe<š efoKeeF& osles nQ~ Gvekesâ DeejbefYekeâ oewj keâer keâefkeleeDeeW
ceW ieeBke kesâ peerkeve, Gmekesâ mebIe<e& Deewj Gmekeâer efpepeerefke<ee
keâer Úesšer-Úesšer keâneefveÙeeB nQ~ Gvekeâer keâefkelee ‘heeveer ceW
efIejs ngS ueesie' Skeâ efmLej efÛe$e Øemlegle keâjleer nw,
uesefkeâve Fme efÛe$e kesâ Yeerlej yeeÌ{ keâer efkeYeeref<ekeâe, Øeleer#ee
Deewj mebIe<e& keâer hetjer keâneveer efÚheer nw~

‘‘heeveer ceW efIejs ngS ueesie/ ØeeLe&vee veneR keâjles/ kes
hetjs efkeÕeeme mes osKeles nQ heeveer keâes/ Deewj Skeâ efove/
efyevee efkeâmeer metÛevee kesâ/ KeÛÛej yewue Ùee YeQme keâer heer"
hej/ Iej- Demeyeeye ueeokeâj/ Ûeue osles nQ keâneR Deewj'’3
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heeveer ceW [tyes ngS Ùes ueesie Skeâoce nleeMe veneR
nesles, kes heeveer ceW jnles ngS Yeer efvejblej Skeâ ceoo keâer
Gcceero kesâ meeLe heeveer mes efvejblej mebIe<e& keâjles nQ~ Fme
keâefkelee ceW cee$e efyecye veneR nQ~ Ùen keâefkelee efyecye kesâ
ceeOÙece mes Skeâ YeÙeeken efmLeefle Deewj Gme efmLeefle ceW
efveefnle hetjer $eemeoer keâer keâLee keânleer nw~ kesâoejveeLe
efmebn keâer keâefkelee ceW efyecyeelcekeâlee kesâ meeLe ner ieÅeelcekeâlee
Yeer keâLee keâer yegveekeš ceW meneÙekeâ nw~ keâefkelee keâer Ùen
ieÅeelcekeâlee efvejer meheešyeÙeeveer ve neskeâj Skeâ veeškeâerÙe
mebyeesOeve kesâ ™he ceW nw~

‘‘Gmekesâ yeejs ceW keâefkelee keâjvee/ efnceekeâle keâer
yeele nesieer/ Deewj ken ceQ veneR keâ™Biee/ ceQ efmehe&â Deehekeâes
Deecebef$ele keâ™Biee/ efkeâ Deehe DeeÙeW Deewj cesjs meeLe
meerOes/ Gme Deeie lekeâ ÛeueW/ Gme Ûetuns lekeâ- peneB ken
hekeâ jner nw/......./ken hekeâ jner nw/ Deewj Deehe osKeWies-
Ùen YetKe kesâ yeejs ceW/ Deeie keâe yeÙeeve nw/ pees oerkeejeW
hej efueKee pee jne nw/ Deehe osKeWies/ oerkeejW Oeerjs-Oeerjs
mkeeo ceW yeoue jner nQ~’’4

Fme keâefkelee ceW Skeâ efkeÛeejhejkeâ keâLee nw~ Fme
keâefkelee ceW keâefke jesšer kesâ ceeOÙece mes kÙeefòeâ keâer yeÌ{leer
YetKe keâer Deesj FMeeje keâjlee nw~ ØeeÛeerve meceÙe ceW ceveg<Ùe
kesâ heeme Deheveer YetKe kesâ efueS efMekeâej ner Skeâcee$e
efkekeâuhe ngDee keâjlee Lee~ Oeerjs-Oeerjs Gmes pebieue ceW GheueyOe
heâtueeW, heâueeW keâe %eeve ngDee Deewj yeeo ceW Gmeves ke=âef<e
DeejcYe keâer~ Deepe kesâ DeeOegefvekeâ Ùegie ceW ceveg<Ùe keâer YetKe
(ueeueÛe) Fleveer yeÌ{ ieÙeer nw efkeâ Gmekesâ efueS Deye nj
ÛeerÌpe mkeeo ceW yeoue ieÙeer nw Deewj ken Peheóe ceejves kesâ
›eâce ceW Deeies ye{leer pee jner nw~ Ùen keâefkelee YetKe Deewj
jesšer ØeleerkeâeW kesâ ceeOÙece mes ceveg<Ùe keâes otmejeW keâer YetKe
(pe®jle) keâe mecceeve keâjves keâer meerKe osleer nw~

Fmeer ›eâce ceW kesâoejveeLe efmebn keâer uecyeer keâefkelee
‘yeeIe' Gvekeâer keâLee-Øeke=efòe keâe Ûejceeslkeâ<e& nw~ Ùen uebyeer
keâefkelee, yeeIe kesâ efceLekeâ, Gmekesâ Deelebkeâ, Gmekeâer GheefmLeefle

Deewj DevegheefmLeefle kesâ ceeOÙece mes meòee, YeÙe, Øeke=âefle
Deewj ceveg<Ùe kesâ peefšue mebyebOeeW keâer Skeâ efkeješ keâLee
jÛeleer nw~

yeeo kesâ meb«eneW ceW kesâoejveeLe efmebn keâer keâLee-Âef<š
Deewj Yeer met#ce Deewj oeMe&efvekeâ nes peeleer nw~ Fve keâefkeleeDeeW
ceW kes yeÌ[er IešveeDeeW kesâ yepeeÙe mce=efleÙeeW, kemlegDeeW Deewj
Decetle& YeekeveeDeeW keâer keâneveer keânles nQ~ Gvekeâer keâefkelee
keâheeme kesâ heâtue Skeâ kemleghejkeâ Deewj efkeÛeejhejkeâ keâLee
keânleer nw~ keâefkelee kesâ Meer<e&keâ mes ueielee nw efkeâ efkeâmeer
kemleg efkeMes<e hej keâefkelee efueKeer ieÙeer nw, hej keâefkelee kesâ
Deble lekeâ hengbÛeles-hengbÛeles nce DeLe&mlejeW keâer meIevelee
keâes mecePe heeles nQ~ Ùen keâefkelee keâheeme kesâ heâtue kesâ
ceeOÙece mes nceejs yeerÛe ceewpeto Ssmes ueesieeW keâer keâLee
keânleer nw, efpevekeâer GheefmLeefle nceejs peerkeve ceW yesno
pe®jer Deewj mejenveerÙe nw, hej nce GvnW Yetue peeles nQ~
keâheeme keâe heâtue efpemes efkeâmeer ves GhepeeÙee nesiee, efheâj
efkeâmeer ves cesnvele mes metle yeveeÙee nesiee, efkeâmeer ves meer
keâj kem$e yeveeÙes neWies Deewj Fme lejn nce lekeâ hengbÛee
Debeflece Glheeo~ Deewj nceW yeme kener Ùeeo Yeer jnlee nw~

‘‘peye ÌHegâme&le efceues/ lees ke=âheÙee Skeâ yeej Fme hej
meesÛeW Ìpe™j/ efkeâ Fme hetjer keâneveer ceW metle mes megF& lekeâ/
meye kegâÚ nw/ hej ken keâneB ieÙee/ pees Fmekeâe Meer<e&keâ
Lee~’’5

Meer<e&keâ mes celeueye keâheeme kesâ heâtue mes Yeer nes
mekeâlee nw Deewj Debeflece Glheeo keâer Meg™Deeleer Øeef›eâÙee
Deewj GmeceW Meeefceue ueesieeW mes Yeer nes mekeâlee nw~ keâefkelee
keâer Ùener KeeefmeÙele nesleer nw efkeâ ken cee$e Skeâ DeLe&
Okeefvele veneR keâjleer~ kesâoejveeLe efmebn keâer keâefkeleeDeeW
keâer Skeâ efkeMes<elee yengOkevÙeelcekeâlee Yeer nw~ Gvekeâer
keâefkelee keâer leneW ceW peeS efyevee keâefkelee kesâ meYeer DeLe&
Gpeeiej veneR nes mekeâles~

Deheveer keâefkelee heâmeue ceW kes efkeâmeeve kesâ peerkeve kesâ
mebIe<e&, Gvekesâ peerkeve keâer Úesšer-Úesšer KegefMeÙeeW leLee
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Øeke=âefle Deewj efkeâmeeve kesâ MeeÕele heejmheefjkeâ mecyevOe keâer
keâLee keânles nQ~ kesâoejveeLe efmebn Deheveer keâefkelee ceW keânles
nQ efkeâ efkeâmeeve kesâ peerkeve ceW Gmekesâ hegjKes lees Meeefceue
nQ ner, meeLe ner kes meye Yeer Meeefceue nQ pees DeYeer hewoe
veneR ngS nQ~ Ùes pees DeYeer hewoe veneR ngS nQ, kes efkeÛeejeW
kesâ ™he ceW ncesMee efkeâmeeve kesâ meeLe jns nQ~ Ùen keâefkelee
Skeâ DeØelÙeeefMele Deewj veeškeâerÙe ceesÌ[ kesâ meeLe meceehle
nesleer nw Deewj Deble ceW hee"keâ kesâ mece#e Skeâ ØeMve ÚesÌ[
peeleer nw efkeâ Yeejle keâer DeLe&kÙekemLee keâe DeefOekeâebMe
efnmmee ke=âef<e hej efveYe&j nesves kesâ yeekepeto Yeer efkeâmeeveeW
keâes Deheveer heâmeue kesâ GefÛele cetuÙe kesâ efueS keäÙeeW mebIe<e&
keâjvee heÌ[lee nw? keäÙeeW Deepe Yeer efkeâmeeve Deelce nlÙee
keâjves kesâ efueS efkekeMe nQ? ke=âef<e #es$e ceW ngS leceece
vekeeÛeejeW kesâ yeekepeto Yeer efkeâmeeve Deepe Deheveer Deepeerefkekeâe
kesâ efueS mebIe<e&jle keäÙeeW nw? keâwmeer efke[cyevee nw efkeâ
efpemekeâer efove-jele keâer cesnvele kesâ heefjCeecemke™he nceW
Deheveer Leeueer ceW Yeespeve efceuelee nw, ken cesnvelekeâMe
efkeâmeeve Deheves heefjkeej kesâ ueeueve-heeueve ceW, GvnW pe®jer
megefkeOeeSB cegnwÙee keâjeves ceW mkeÙeb keâes DemeceLe& cenmetme
keâjlee nw! Ùen DemeceLe&lee kesâkeue FmeefueS nw keäÙeeWefkeâ
Gmes Gmekeâer cesnvele keâe GefÛele cetuÙe veneR efceuelee~

‘‘FOej efheÚues kegâÚ meeueeW mes/ peye ieesue-ieesue
Deeuet efceóer heâesÌ[keâj/ PeeBkeâves ueieles Les peÌ[eW mes/ Ùee

heâmeue hekeâkeâj/ Pegkeâ peeleer Leer nkee ceW/ lees ve peeves
keäÙeeW/ ken nes peelee Lee Ûeghe/ keâF&-keâF& efoveeW lekeâ/ yeme

ÙeneR hengbÛekeâj Deškeâ peeleer Leer Gmekeâer ieeÌ[er/ metÙee&soÙe
Deewj metÙee&mle kesâ/ efkeMeeue heefnÙeeW keeueer~’’6

nce meYeer meceepe ceW nes jns DevÙeeÙe, Deceevegef<ekeâ
ke=âlÙeeW Deewj meceepe ceW heâwueleer kegâjerefleÙeeW mes Dekeiele nQ~
meceepe kesâ efpeccesoej veeieefjkeâ nesves kesâ ™he ceW Ùen
nceeje keâle&kÙe yevelee nw efkeâ nce Fve meYeer kegâjerefleÙeeW kesâ
efKeueeheâ Deheveer DeekeeÌpe yeguebo keâjW~ hej DeekeeÌpe G"eves
keâer yepeeÙe meceepe ceW ÛegefhheÙeeB yeÌ{leer ieFË~ kesâoejveeLe

efmebn keâer keâefkelee ÛegefhheÙeeB Deepe meceepe ceW heâwueer efkemebieefleÙeeW
kesâ efke®æ kegâÚ ve keâj heeves keâer keâLee nw~

‘‘ÛegefhheÙeeB yeÌ{leer pee jner nQ/ Gve meejer peieneW
hej/ peneB yeesuevee pe®jer Lee/......./Deewj DeeMÛeÙe& efkeâ
efkeâmeer keâes ken ieÌ[lee lekeâ veneR/.............../ Ssmes ceW
efce$ees,/ Deiej yeesuelee nw Skeâ kegâòee/ yeesueves oes Gmes/
ken keneB yeesue jne nw/ peneB keâesF& veneR yeesue jne~’’7

Ùen keâefkelee nce ceveg<ÙeeW kesâ meeceLÙe& hej kÙebiÙe
keâjleer nw~ nce meesÛeles nQ efkeâ nceejs Dekesâues kesâ kegâÚ
keâjves mes keäÙee ner ØeYeeke heÌ[siee~ Ùee efkeâmeer ke=âlÙe kesâ
Øeefle ceve ceW Ieesj Demkeerke=âefle nesves kesâ yeekepeto nce ncesMee
Fme Øeleer#ee ceW jnles nQ efkeâ Gmekesâ efKeueeÌHeâ yeesueves keâer
Meg®Deele keâesF& Deewj keâjs, yeme Fmeer kesâ heefjCeecemke™he
ÛegefhheÙeeB yeÌ{leer pee jner nQ~ Fmeer mevoYe& ceW ØesceÛebo keâe
Skeâ keâLeve Gæ=le keâjvee DeekeMÙekeâ nw- ‘‘Deeoceer Dekesâues
Yeer yengle kegâÚ keâj mekeâlee nw~ Dekesâues DeeoefceÙeeW ves ner
Deeefo mes efkeÛeejeW ceW ›eâebefle hewoe keâer nw~ Dekesâues DeeoefceÙeeW
kesâ ke=âlÙeeW mes meeje Fefleneme Yeje heÌ[e nw~’’8 Ùen keâLeve
ØesjCee oslee nw efkeâ ceveg<Ùe keâer meeceLÙe&- meercee kesâ Iesjs ceW
yengle kegâÚ Deelee nw~ ken Ûeens lees, mebmeej ceW Gmekesâ
efueS, meye kegâÚ mebYeke nw~

kesâoejveeLe efmebn keâer keâefkeleeDeeW keâe efke<eÙe yesno
meeOeejCe jne nw~ Deewj Ùener meeOeejCelee Gvekeâer keâefkeleeDeeW
keâes ueeskeâefØeÙe yeveeleer nw~ kes Deheves Deeme-heeme keâer ner
Úesšer-Úesšer keâneefveÙeeW keâes keâefkelee ceW peien osles nQ~
Deheveer keâefkelee ueewšles ngS yeiegues ceW kes yeiegueeW kesâ
ceeOÙece mes cepeotjeW keâer kÙeLee Deewj mejkeâej Éeje Gvekesâ
efnle ceW ueeiet keâer ieÙeer jespeieej ÙeespeveeDeeW keâer keâLee
keân osles nQ~

‘‘megyen kesâ ieS/ Meece keâes ueewš jns Les/ peeves
keâewve mes ceeefuekeâ kesâ Kesle ceW/ keâjkesâ efvejeF&/ cevejsiee
keâe Ìpeceevee nw/ mees, hetÚves keâe ceve ngDee/ keäÙee efceue
ieÙeer cepetjer/ heeF&-heeF&/ FOej lees neue Ùen efkeâ m$eer
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DeeOee/ (yeÛÛes ÛeewLeeF&!)/ heg®<e hetje/ hej Fme hetjs keâe
jsš Yeer/ Deueie-Deueie efKeòeeW ceW/ Deueie-Deueie/
......../ieS Les peeves efkeâleveer otj/ Deewj keâerÌ[e-kesâbÛegDee/
pees Yeer efceue ieÙee/ Gmeer keâer ie"jer Yeerlej mebYeeues/
Meece keâes ueewš jns Les/ Kesle cepetj...’’9

kesâoejveeLe efmebn keâer keâefkeleeDeeW ceW keâLee kesâ mevoYe&

ceW jepesMe peesMeer efueKeles nQ- ‘‘pe®jer veneR efkeâ Gvekeâer
ueeskeâkeâLeelcekeâlee keâe leej efkeâmeer heefjefÛele-DeheefjefÛele

ueeskeâkeâLee mes pegÌ[e ner nes~ keâF& yeej kes mkeÙeb Ssmeer
Úesšer-Úesšer keâneefveÙeeb keâefkelee ceW jÛeles nQ efpemekeâe
mkeeo nceW Deheveer ueeskeâ-hejbheje mes peesÌ[ oslee nw~’’10

kesâoejveeLe efmebn keâer keâefkeleeDeeW ceW keâLeelcekeâlee
keâer efMeveeKle keâjves kesâ efueS Gvekeâer keâefkeleeDeeW keâes
yeejerkeâer mes heÌ{ves keâer pe®jle nw~ Gvekeâer keâefkeleeSb keâLee
kesâ Oeeies keâe Meg™Deeleer efmeje cee$e hee"keâ keâes hekeâÌ[ekeâj
Gmekesâ Deble lekeâ hengBÛeves keâer cesnvele keâer Dehes#ee hee"keâ
mes jKeleer nQ~ Ùen Dehes#ee keâefkelee keâes og™n veneR
yeveeleer, yeefukeâ hee"keâ keâes hebefòeâÙeeW kesâ yeerÛe keâner yeele
keâes Yeer mecePeves keâe DekekeâeMe osleer nw~ kesâoejveeLe efmebn
keâer keâF& keâefkeleeSb Ssmeer nQ, pees Úesšer-Úesšer keâLeeSb
nceejs mece#e Øemlegle keâjleer nQ~ ‘cebÛe Deewj ceÛeeve’,
‘ken yeebiueeosMeer Ùegkekeâ pees cegPes efceuee Lee jesce ceW’,
‘heeveer keâer ØeeLe&vee’, ‘heeveer Lee ceQ’, ‘efhelee kesâ peeves hej’,
‘FyeÇeefnce efceÙeeB TBš keeues’ Gvekeâer Ssmeer ner keâLeelcekeâ
keâefkeleeSb nQ, efpevekeâer keâLee mhe<š ve nesles ngS Yeer ienve
nw~ jepesMe peesMeer efueKeles nQ- ‘‘keâLeelcekeâ keCe&ve-Mewueer
kesâ Deheves Kelejs nesles nQ~ keâF& yeej FmeceW Ssmes keCe&ve
yeÌ{ves ueieles nQ pees keâefkelee keâes Deeies yeÌ{eves kesâ yepeeÙe
kÙeLe& kesâ efkemleej keâer yeesefPeuelee Yeer osles nQ Deewj keâF&
yeej efkekejCe cee$e mepeekešer Yeer nesves ueieles nQ~ uesefkeâve
keâefkelee mes peye peerkeve kesâ efÛe$eeW keâe ueeshe nesves ueielee
nw, Ssmes peesefKece G"evee yengle DeLe&keeve nes peelee nw~
kesâoejpeer ceW pees efcelekÙeefÙelee nw ken GvnW kÙeLe& kesâ

efkemleej mes yeÛeeleer nw Deewj nceejs peve-peerkeve kesâ Deue#Ùe
efkeâÙes pee jns efÛe$eeW keâes Skeâ yeej hegve: keâefkelee ceW
mLeeefhele keâjleer nw~ Ùes keâefkeleeSB ‘neB’ kesâ vecekeâ Deewj
‘vee’ kesâ ueesns mes yeveer nQ~’’11

kesâoejveeLe efmebn ves keâefkelee ceW peerkeve keâes, peerkeve
kesâ meeOeejCe ØemebieeW keâes hegvemLee&efhele keâjves keâe Ùes
peesefKece G"eÙee Deewj Yejhetj G"eÙee~ Gvekeâer keâefkeleeDeeW
ceW kesâkeue meeOeejCe ueesie ner Meeefceue veneR ngS yeefukeâ
peerkeve ceW DemeeOeejCe cenlke jKeves keeueer meeOeejCe
kemlegSb Yeer keâefkelee kesâ kesâbõ ceW DeeFË~ ‘jesšer’, ‘vecekeâ’
Deeefo Gvekeâer Ssmeer ner keâefkeleeSb nQ, pees Meer<e&keâ mes lees
ceecetueer ueieleer nQ hej peerkeve keâer mecemle veeškeâerÙelee
keâes keâLee ™he ceW keâefkelee kesâ kesâbõ ceW ues Deeleer nQ~
kesâoejveeLe efmebn keâer keâefkeleeSb efkeâmeer meerefcele heefjÂMÙe
keâer keâefkeleeSb veneR nQ~ Gvekeâer keâefkeleeSb meye lekeâ hengBÛeves
kesâ meenme mes Yejer ngF& nQ~ kes Deheveer keâefkeleeDeeW mes ogefveÙee
keâe meecevee keâjves keâe Dee«en keâjles ngS keânles nQ :

‘‘Deye peeDees cesjer keâefkeleeDeeW/ meecevee keâjes legce
ogefveÙee keâe/........./ Yejves oes Deheves MeyoeW ceW/ meejs
Menj keâer Keekeâ-Oetue/ Fme Ùee$ee ceW keehemeer veneR/ yeme
Ûeueles peevee nw Dekeâtue~’’12

efve<keâ<e& :

kesâoejveeLe efmebn keâer keâefkeleeDeeW ceW keâLee keâer GheefmLeefle
heejbheefjkeâ DeeKÙeeve-heæefle mes efYeVe nw~ kes Skeâ kegâMeue
keâLeekeâej keâer lejn ÂMÙe mLeeefhele keâjles nQ Deewj Gmes
keâLee™he ceW efkekeâefmele keâjves keâer kegâÚ mecYeekevee hee"keâ
kesâ efueS Yeer ÚesÌ[ osles nQ~ kes Deheveer keâefkeleeDeeW ceW keâLee
met$e keâe  uebyee-ÛeewÌ[e efkekejCe veneR osles, Skeâ-oes ceeefce&keâ
hebefòeâÙeeW mes ner keâefkelee kesâ Øemebie hee"keâ kesâ mece#e keâLee
™he ceW Gpeeiej nesves ueieles nQ~ Gvekeâer keâefkeleeDeeW ceW
cegKÙele: efkeÛeejhejkeâ keâLee osKeves keâes efceueleer nw~ Gvekeâer
Yee<ee ceW pees efkeâmmee keânves keâe uenpee nw, ken DelÙeble
menpe Deewj yeesueÛeeue kesâ keâjerye nw~ Gvekeâer Yee<ee hee"keâ
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mes meerOes mebkeeo keâjleer nw Deewj Gmemes keâefkelee keâer ienvelee
ceW Glejves keâer Dehes#ee jKeles ngS Gmes Yeer Deheveer keâLee
keâe efnmmee yevee uesleer nw~

mevoYe& metÛeer :

1. peesMeer, jepesMe, Skeâ keâefke keâer veesšyegkeâ, jepekeâceue
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2. ceb[ueesF&, ueerueeOej, keâefkelee ceW kener hegjefyene :
kesâoejveeLe efmebn, FvõØemLe Yeejleer, vekecyej-efomecyej
2018, he=Ê-81

3. efmebn, kesâoejveeLe, heeveer ceW efIejs ngS ueesie, FvõØemLe
Yeejleer, vekecyej-efomecyej 2018, he=Ê-26

4. efmebn, kesâoejveeLe, jesšer, FvõØemLe Yeejleer, vekecyej-
efomecyej 2018, he=Ê-8
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yeÇpe #es$e kesâ ueeskeâ veešŸeeW ceW mebieerle

cesIevee kegâceej [e@. oerhekeâ efmebn
DeefmemšWš Øeeshesâmej DeefmemšWš Øeeshesâmej
ef[heeš&ceWš Dee@heâ Jeeskeâue cÙetef]pekeâ ØeoMe&ve keâuee efJeYeeie (mJej mebieerle)
hewâkeâušer Dee@heâ hejheâe@e\ceie Deeš& efJeMJeefJeÅeeueÙe vevoueeue yeesme megYeejleer keâe@uespe Dee@heâ
JeejeCemeer, Gòej ØeosMe heâeFve Deeš&dme SC[ hewâMeve ef[]peeFve

mJeeceer efJeJeskeâevevo megYeejleer efJeMJeefJeÅeeueÙe, cesj" (GÊØeÊ)

MeesOe meej :

mebieerle Skeâ Ssmee lelke nw efpemekesâ efyevee keâesF& Yeer mLeeve, Øemlegefle, meckeeo Deeefo meye DeOetjs nQ~ efyevee mebieerle
kesâ Ùeefo keâesF& mecØes<eCe nesiee lees GmeceW Yeeke keâes mLeeefhele keâjvee ueieYeie DemecYeke nesiee~ Ssmeer efmLeefle ceW Ùen
mecØes<eCe DehetCe& ner jn peeSiee~ Ùeefo nce ‘ueeskeâ’ keâer Deesj Âef<šheele keâjW lees nce heeSbies efkeâ ueeskeâ kesâ efkeâmeer Yeer
Mewueer ceW mebieerle keâe Skeâ DelÙeble cenlkehetCe& mLeeve nw~ ØelÙeskeâ lÙeewnej, $e+let, Glmeke, keâeÙe& Deeefo ceW mebieerle
meefVeefnle nw~ Øemlegle MeesOe he$e kesâ Meer<e&keâ ceW veešŸe Meyo Yeer GodIe=le nw~ Dele: Ùeefo veešŸe hej Âef<šheele keâjW lees
nce osKeles nQ efkeâ veešŸe keâer ØeeÛeerve ØeceeefCekeâ «evLe ‘veešŸeMeem$e’ ceW mebieerle keâes DelÙeble mecceeefvele mLeeve efoÙee
ieÙee~ ‘veešŸeMeem$e’ veešŸe keâer ØeceeefCekeâ «evLe nesves kesâ meeLe ner mebieerle keâer Yeer Skeâ ØeceeefCekeâ «evLe kesâ ™he ceW
mkeerkeâej keâer peeleer nw~ ‘veešŸe’ cegKÙe efke<eÙe nesves kesâ yeeo Yeer veešŸe Meem$e ceW mebieerle keâes DelÙeble met#celee Deewj
meekeOeeveer mes Øemlegle efkeâÙee ieÙee nw~ veešŸeMeem$e kesâ mebieerle mecyeefvOele DeOÙeeÙe keâer ke=no Deewj met#ce Øemlegefle keâes
kele&ceeve mebieerle kesâ MeesOeeLeer& Skeb mebieerle kesâ efkeÉeve, efkeefMe<š ØeceeCe ™he ceW mkeerkeâej keâjles nQ~ keânves keâe leelheÙe&
nw efkeâ veešŸe cegKÙe efke<eÙe nesves kesâ yeeo Yeer mebieerle keâes Flevee efkeefMe<š mLeeve osvee Ùen efmeæ keâjlee nw efkeâ ØeeÛeerve
meceÙe mes ner veešŸe ceW mebieerle Skeâ efkeefMe<š lelke kesâ ™he ceW GheefmLele jne nw~ veešŸe ceW keâLee kesâ Yeeke keâe mecØes<eCe
mebieerle kesâ ceeOÙece mes ner efkeâÙee pee mekeâlee nw DeLekee Fme keekeäÙe keâes Fme Øekeâej keânW efkeâ veešŸe ceW keâLee kesâ Yeeke
keâe mecØes<eCe, mebieerle efpeleves ØeYeekeMeeueer {bie mes keâj mekeâlee nw Glevee keâesF& Yeer DevÙe lelke veneR keâj mekeâlee nw~
veešŸe kesâ keâLee kesâ Yeeke kesâ mecØes<eCe ceW mebieerle kesâ ØeYeeke keâes osKeles ngS kele&ceeve efheâuceeW ceW Yeer mebieerle keâes efkeefMe<š
mLeeve Øeehle nw~ efheâuceeW kesâ DeejefcYekeâ oewj ceW lees efheâuceeW kesâ oMe&keâeW keâes Deecebef$ele keâjves kesâ efueS leLee efheâuce
kesâ ceOÙeevn ceW mebieerle keâer efkeefOekele Øemlegleer lekeâ nesleer Leer~ veešŸe kesâ ueeskeâ mke™he hej Âef<šheele keâjW leye Yeer
mebieerle Skeâ efkeefMe<š Yetefcekeâe ceW efoKelee nw~ keäÙeeWefkeâ mebieerle ceW Yeeke keâes ÙeLeekele mecØesef<ele keâjves keâer DeÆgo
meeceLÙe& nw~ Øemlegle MeesOe he$e ceW yeÇpe #es$e kesâ ueeskeâ veešŸeeW ceW mebieerle lelke kesâ DeOÙeÙeve Øemleeefkele nw~

metÛekeâ Meyo :

veešŸe, ueeskeâveešŸe, mebieerle, keâLeevekeâ, efkekesÛevee~
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efke<eÙe ØekesMe :

ueeskeâ veešŸe kesâ me=peve DeLekee DeejbYeve keâe keâeue
efveefMÛele ™he mes yelee heevee DelÙeble keâef"ve nw~ Fme
mevoYe& ceW Deveskeâ efkeÉeve Deheves Deueie Deueie cele Øemlegle
keâjles nQ~ ßeer jece veejeÙeCe De«ekeeue peer keânles nQ ‘‘veeškeâ
kesâ hebÛece keso kesâ GoÙe mes Yeer hetke& ÙeneB ueeskeâ veeškeâ
Ùee ueeskeâ Oeceer& veešŸe hejchejeSb Dehevee ™he «enCe keâj
Ûegkeâer LeeR, efpevnesves veeškeâ kesâ hebÛece keso keâer kesoer keâer
efvecee&Ce efMeuee keâe keâece efkeâÙee~’’1 he©eßeer oskeer ueeue
meecej peer keânles nQ ‘‘YeejleerÙe veešŸe keâe Fefleneme ueieYeie
heebÛe npeej ke<e& hegjevee nw~ veešŸe «ebLeeW ceW Ùe$e-le$e
Ghe™hekeâeW, mebieerlekeâ, YeeCe, ßeer ieefole, ÛeÛe&jer, jemekeâ
Deeefo veeceeW mes Fme Øekeâej kesâ veešŸe ØekeâejeW keâe GuuesKe
Øeehle neslee nw~’’2 [e@Ê ßeerceleer %eevekeleer kewo cesnlee peer
kesâ Devegmeej ‘‘ueeskeâveešŸeeW keâer Glheefòe efkeefYeVe OeejCeeDeeW
kesâ yeerÛe ngF& pewmes ueeskeâ ØeÛeueve, ueeskeâ efkeÕeeme, keerj
hetpee, Oeeefce&keâ meceejesn, ceveesjbpeve Skeb ceebieefuekeâ heke&
FlÙeeefo~’’3 Dele: Gòeâ efkeÉeveeW kesâ cele kesâ Devegmeej keâne
pee mekeâlee nw efkeâ ueeskeâ veešŸe DelÙeble ØeeÛeerve efkeOee nw
pees efkeâ veešŸe keâer megØeefmeæ ØeeÛeerve «evLe ‘veešŸeMeem$e’
keâer jÛevee mes Yeer hetke& efkekeâefmele nes Ûegkeâer Leer~

ueeskeâveešŸe kesâ mevoYe& ceW veešŸe Meem$e ceW Yejle
cegefve keânles nQ :

‘‘mkeYeeke Yeekeesheieleb Megæb leg Øeke=âleb leLee,
ueeskeâ keelee& ef›eâÙeesheslece ueeruee efkekeefpe&lece~

mkeYeekeeefYeveÙeeshesleb veevee m$eer heg®<ee$eÙeb
ÙeoerÂMeb YekesVeešŸeb ueeskeâOeceer& leg mce=leeb~~’’4

DeLee&led ueeskeâOeceer& veešŸe Øeeke=âle, mLeeF& leLee
kÙeefYeÛeejer YeekeeW mes Ùegòeâ jnlee nw~ FmeceW keâuhevee Éeje
keâesF& heefjkele&ve Øemlegle veneR efkeâÙee peelee nw~ Ùen Megæ
Skeb Øeeke=âle ™he ceW jnlee nw~ Deienej Deeefo Deebefiekeâ
efkeueeme, ueerueeDeeW keâe ØeÙeesie veneR neslee~ m$eer Skeb
heg®<e hee$eeW keâe ØeÙeesie lees ØeÛegjlee mes neslee nw~ ueeskeâ
veešŸe ceW m$eer Éeje heg®<e keâe DeLekee heg®<e Éeje m$eer

keâe DeefYeveÙe veneR efkeâÙee peelee nw~

ueeskeâveešŸe kesâ mevoYe& ceW DeefYeveke ieghle peer kesâ
yeleeles nQ :

‘‘Ùeoe keâefkeÙe&Lee ke=òe kemlegcee$eb keCe&ceefle
vešMÛe ØeÙegòeâ,

ve leg mkeyegefæke=âleb jbpevee kewefÛeÙeb
le$eevegØekesMeeÙemleoe,

leekeeled me keâekÙeYeeie: ØeÙeesieYeeiMÛe
ueeskeâOecee&ßeÙe le$eOeceer&~’’5

DeLee&le Fme ueeskeâ Oeceer& ®efÌ{ kesâ Devegmeej keâefke lees
ÙeLeekeled kemleg keâe keCe&ve keâjlee nw, veš ØeÙeesie keâjlee nw
keneb mkeyegefæ-ke=âle Devegjbpevekeâejer kewefÛe$Ùe keâer keâuhevee
veneR nesleer nw~

DeeÛeeÙe& npeejer Øemeeo efÉkesoer peer keânles nQ ‘‘Ssmee
ceeve efueÙee peelee nw efkeâ pees ÛeerpeW ueeskeâefÛeòe mes meerOes
GlheVe nes keâj meke&meeOeejCe keâes Deeboesefuele, Ûeeefuele
Deewj ØeYeeefkele keâjleer nQ kes ner ueeskeâ meeefnlÙe, ueeskeâ
efMeuhe, ueeskeâ veešŸe, ueeskeâ keâLeevekeâ Deeefo veeceeW mes
hegkeâejer peeleer nw~ ueeskeâ efÛeòe mes leelheÙe& Gme pevelee kesâ
efÛeòe mes nw pees hejcheje ØeefLele Deewj yeewefOekeâ efkekesÛeveehejkeâ
Meem$eeW Deewj Fve hej keâer ieÙeer efšhheefCeÙeeW kesâ meeefnlÙe
mes DeheefjefÛele neslee nw~’’6

ueeskeâ veešŸe Mewueer DelÙeble ØeeÛeerve meceÙe mes
Decej yesue kesâ meceeve efkekeâefmele ngDee nw~ ueeskeâ veešŸe
kesâ Éeje ve kesâkeue ceveesjbpeve neslee nw, Deefheleg meeceefpekeâ,
Ssefleneefmekeâ, Oeeefce&keâ leLee heewjeefCekeâ IešveeDeeW kesâ mevoYe&
ceW Yeer %eeve Øeehle neslee nw~ ueeskeâ veešŸe mebmke=âefle keâer
ken Keoeve nw efpemeceW mes efvelÙe Øeefle efkeefkeOe Øekeâej keâer
ceefCeÙeeB Øeehle nesleer jnleer nQ~ ueeskeâ veešŸe keâer Øeke=efòe
yengjbieer leLee ØeÙeesieMeerue nw~ veešŸe keâe ueeskeâ mke™he
efkeâmeer Yeer efveÙece kesâ yebOeve mes hegCe&le: mkeleb$e neslee nw~
Ùen ueeskeâ peerkeve kesâ ÙeLeeLe& keâe efÛe$eCe neslee nw~
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yeÇpe #es$e kesâ ueeskeâ veešŸe :

yeÇpe #es$e ceW peve ceeveme kesâ jbpeve ceW ueeskeâ veeškeâ
yeÌ[er Yetefcekeâe efveYeeles nQ~ meceÙe leLee peve meeceevÙe kesâ
mkeeo Skeb DeekeMÙekeâleeDeeW kesâ meeLe ner Fve ueeskeâ
veešŸeeW ceW heefjkele&ve neslee jne efkeâvleg kele&ceeve meceÙe
lekeâ ueesieeW ves Deheveer Fme meebmke=âeflekeâ Oejesnj keâes menspe
kesâ jKee nw~ ‘‘yeÇpe #es$e kesâ ueeskeâ veešŸeeW hej efÛebleve kesâ
efueS nce Fve veešŸeeW keâes heebÛe ßesefCeÙeeW ceW efkeYeòeâ keâj
mekeâles nQ :

1. mebieerle veešŸe : mkeebie, Yeiele leLee veewšbkeâer~

2. Oeeefce&keâ veešŸe : jeceueeruee, jeme ueeruee leLee
ve=efmebn ueeruee~

3. ve=lÙe veešŸe : meeKeer, ÛeewheeF&, leLee [b[sMeener~

4. m$eer leLee yeeueesheÙeesieer veešŸe : vÙeewjlee,
šsmetPeebPeer, KeesFÙee~

5. keâ"hegleueer~’’7

Gòeâ keieer&keâjCe ceW osKee pee mekeâlee nw efkeâ veešŸe
kesâ mebieerle ØeOeeve nesves keâe Skeâ Deueie ner keie& nw~ Ssmes
lees Gòeâ meYeer keieer&keâjCe kesâ ueeskeâ veešŸeeW ceW mebieerle keâer
efkeMes<e Yetefcekeâe nw efkeâvleg mebieerle ØeOeeve veešŸeeW ceW mebieerle
efkeâ meneÙelee mes ner keâLee Øemlegle keâer peeleer nw~ MeesOehe$e
kesâ De«e Yeeie ceW meebieereflekeâ veešŸe ßesCeer kesâ Deblejdiele
Deeves keeues veešŸe ÙeLee- mkeebie, Yeiele leLee veewšbkeâer ceW
mebieerlekeâer Yetefcekeâe hej ÛeÛee& keâer peeSieer~

yeÇpe #es$e kesâ ueeskeâ veešŸe MewefueÙeeW ceW meebieereflekeâ
ueeskeâ veešŸe kesâ Debleie&le Deeves keeueer MewefueÙeeW pewmes
Yeiele, mkeebie Deewj veewšbkeâer keâer efkeMes<e ueeskeâefØeÙelee nw~
Fve MewefueÙeeW keâer Øemlegefle ceW meckeeo iesÙe ™he ceW Øemlegle
efkeâÙes peeles nQ~ Fmekesâ Deefleefjòeâ veešŸeeW keâe mebÛeeueve
Deeefo Yeer meebieereflekeâ mke™he ceW ner efkeâÙee peelee nw~ Fme
keie& kesâ veešŸeeW ceW ke=bo ieeve leLee heeÕe& mebieerle, veeškeâ
kesâ Yeeke keâes peerkeble keâj oslee nw~ cebÛe hej Ietceles ngS,
ve=lÙe keâjles ngS leLee DeefYeveÙe keâjles ngS ieeÙeve keâjvee

Fve veeškeâeW keâes efkeMes<e yeveeles nQ~ Fve veeškeâeW ceW cegKÙe
Deekeâ<e&Ce ceOegj mebieerle neslee nw~

ueeskeâ veešŸe ‘Yeiele’ kesâ Deeieje ceW Meg™ nesves kesâ
mevoYe& ceW ßeer jece veejeÙeCe De«ekeeue peer efueKeles nQ -
‘‘mkeebie kesâ meheâuelee hetjdkekeâ meceeheve kesâ yeeo hejchejevegmeej
ieeÙekeâeW ves Ûegveewleer osles ngS keâne efkeâ Deye lekeâ Deeieje
‘Ye[gDee Yeiele’ osKelee Lee nce ves Demeueer Yeiele Øemlegle
efkeâÙee nw~ Deiej keâesF& ceeF& keâe ueeue nes lees Ssmee Yeiele
keâj kesâ efoKeeS~ neueeBefkeâ Ùen keâLeve hejchejeiele lejerkesâ
mes keâne peelee nw efkeâvleg oMe&keâ oerIee& ceW GheefmLele To&t
kesâ Øeefmeæ MeeÙej leLee KÙeeue ieeÙekeâ vepeerj Dekeâyejeyeeoer
keâes Ùen yeele ueie ieÙeer~ GvneWves Deheves meeLe kesâ KÙeeue
ieeÙekeâeW keâes Skeâ$e keâj kesâ Skeâ Yeiele DeKeeÌ[e mLeeefhele
efkeâÙee leLee Gme Yeiele veeškeâ kesâ pekeeye ceW pekeeyeer Yeiele
veeškeâ efkeâÙee ieÙee~’’8 Fme Øemebie mes mecePee pee mekeâlee
nw efkeâ ueeskeâ veešŸeeW ceW Meem$eerÙe mebieerle kesâ meeOekeâ Yeer
Yeeie uesles Les~ Dele: Fme veešŸe kesâ mebieerle keâe ceeOegÙe&
leLee veešŸe ceW mebieerle kesâ GheefmLeefle kesâ Øeefle mepeielee
Skeb iebYeerjlee keâes Devegceeefvele efkeâÙee pee mekeâlee nw~

ueeskeâ veešŸeeW ceW Meem$eerÙe mebieerle kesâ meeOekeâeW keâe
GheefmLele nesvee Ùen yeleeleer nw efkeâ ueeskeâ Mewueer ceW Yeer
Meem$eerÙe mebieerle keâe ceeOegÙe&, Skeâ meercee lekeâ efveÙece
yeælee Øeefleefkeefcyele nesleer jner nw~ Yeiele Mewueer kesâ
Deefleefjòeâ Ùeefo meebieereflekeâ veešŸe ßesCeer kesâ otmejs Mewueer
veewšbkeâer hej Âef<šheele efkeâÙee peeÙe lees ÙeneB Yeer Meem$eerÙe
mebieerle efkeâ ceOegjlee ueeskeâ Mewueer kesâ meeLe meecebpemÙe yeveeleer
ngF& efoKesieer~ mebieerle ØeOeeve ueeskeâveešŸe Mewueer veewšbkeâer
DeefOekeâlej meckeeo iesÙe ™he ceW Øemlegle efkeâÙes peeles nQ
efpemeceW cegKÙele: Úbo oesne, Ûeewyeesuee, oewÌ[ leLee yenjleyeerue
Deeefo ØeÙegòeâ nesles nQ~ ieeÙeve ceW Meem$eerÙe he#e kesâ
meceekesMe kesâ mevoYe& ceW ßeer jeceveejeÙeCe De«ekeeue peer
keâšs nQ - ‘‘oesveeW veewšbefkeâÙeeb (keâevehegjer veewšbkeâer leLee
neLejmeer veewšbkeâer) mebieerle ØeOeeve nQ efheâj Yeer yeÇpe #es$e ceW
ØeÛeefuele neLejmeer veewšbkeâer ceW ieeÙeve keâer yeejerkeâer hej
efkeMes<e OÙeeve efoÙee peelee nw~ FveceW Meem$eerÙe jeieeW kesâ
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meeLe ner G"eve leLee Deeueehe pewmes Meem$eerÙe ieeÙeve kesâ
lelkeeW keâes Yeer Meeefceue efkeâÙee peelee nw~’’9 Fme keâLeve mes
menceleer kÙeòeâ keâjles ngS keâefheuee keelmÙeeÙeve peer keânles
nQ- ‘‘neLejme keâer veewšbkeâer ceW Meem$eerÙe mebieerle hej DeefOekeâ
yeue efoÙee peelee nw peyeefkeâ keâevehegj keâer veewšbkeâer ceW meckeeo
leLee GÛÛe veeškeâerÙelee hej...’’10 veewšbkeâer ceW ÚboeW kesâ
Deefleefjòeâ Ìkeâkkeeueer, Ìiepeue, ueekeeefveÙee Deeefo Yeer ieF&
peeves ueieeR~ veewšbefkeâÙeeW keâe ØeYegKe keeÅe veieeÌ[e neslee nw
Fmekesâ Deefleefjòeâ nejceesefveÙece, Ì{esuekeâ, meejbieer Deeefo
keeÅe Yeer ØeÙegòeâ nesles nQ~ kele&ceeve keâeue ceW keäuewefjÙeesvesš
leLee efkeâyees[& pewmes DeeOegefvekeâ keeÅeeW keâe Yeer Ûeueve yeÌ{
ieÙee nw~

efve<keâ<e& :

osKee pee mekeâlee nw efkeâ pees ueeskeâ MewefueÙeeB yeÇpe
#es$e ceW ØeÛeefuele nQ GveceW mebieerle keâes mecceevepevekeâ
mLeeve efoÙee ieÙee nw~ Fve MewefueÙeeW ceW mebieerle lelke kesâ
Øemlegefle leLee ßekeCe hej yeue efoÙee peelee nw~ veešŸe Mewueer
ceW keâLee kesâ Yeeke keâes mepeerke ™he ceW DeefYeveÙe keâj kesâ
ßeesleeDeeW kesâ ves$eeW kesâ ceeOÙece mes ùoÙe ceW Gleeje peelee nw
leLee veešŸe ceW mebieerle kesâ ceeOÙece mes Fme Yeeke keâes ßeeslee
kesâ keâCe&hegšeW kesâ ceeOÙece mes ÜoÙe ceW Gleej efoÙee peelee
nw~ yeÇpe #es$e ceW veešŸe leLee mebieerle kesâ Fme Devleme&cyebOe
keâes yengle henues ner mecePe efueÙee ieÙee Lee~ yeÇpe ceW

ØeÛeefuele ueeskeâ Mewueer kesâ veešŸe ceW Meem$eerÙe mebieerle keâe
meceekesMe yeÇpekeeefmeÙeeW kesâ ueeskeâ kesâ meeLe ner Meem$eerÙe
mebieerle kesâ Øeefle ueieeke keâes jsKeebefkeâle keâjlee nw~

mevoYe& «evLe metÛeer :

1. ßeer jeceveejeÙeCe De«ekeeue, mebieerle, Skeâ ueeskeâ veešŸe
hejcheje, he=Ê mebÊ-13

2. [e@Ê ßeerceleer %eevekeleer kewo cesnlee, ueeskeâ veešŸeeW ceW
mebieerle, he=Ê mebÊ-15

3. [e@Ê ßeerceleer %eevekeleer kewo cesnlee, ueeskeâ veešŸeeW ceW
mebieerle, he=Ê mebÊ-15

4. veešŸeMeem$e 13, 71,72 ([e@Ê megjsvõ veeLe oeref#ele,
Yejle Deewj veešŸe keâuee, he=Ê-449)

5. DeefYeveke ieghle, DeefYeveke Yeejleer efÉleerÙe Yeeie he=Ê-45

6. [e@Ê jeceefvekeeme Mejdcee, ueeskeâb meeefnlÙe keâe ueeskeâlelke,
he=Ê mebÊ-19, 20

8. ßeer Yeiekeeve meneÙe heÛeewjer, yeÇpe meeefnlÙe keâe cetuÙeebkeâve,
he=Ê mebÊ-227

10. ßeer jeceveejeÙeCe De«ekeeue, mebieerle - GoÙe Deewj efkekeâeme,
he=Ê mebÊ-85

11. ßeer vesefceÛebõ pewve, vešjbie, he=Ê mebÊ-61

13. ßeer keâefheuee keelmÙeeÙeve, heejcheefjkeâ YeejleerÙe jbiecebÛe,
he=Ê mebÊ-135
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cenekeâefke keâeefueoemeØeCeerle ßegeflemeeOeveelcekeâ meeefnlÙe ceW
je<š^erÙe mebÛeslevee kesâ mkej

[e@Ê jepeerke jbpeve
meneÙekeâ DeeÛeeÙe&
mebmke=âle efkeYeeie,

efouueer efkeÕeefkeÅeeueÙe, efouueer-110007

meejebMe :

Ùen MeesOe cenekeâefke keâeefueoemeØeCeerle ßegeflemeeOeveelcekeâ DeLee&led hee", hee"keâ leLee ßekeCe-DevegYetefle kesâ ef$ehe#eerÙe
mecyevOe hej DeeOeeefjle meeefnlÙe ceW efveefnle je<š̂erÙe mebÛeslevee kesâ mkejeW keâe efkeMues<eCe Øemlegle keâjlee nw~ cenekeâefke
keâeefueoeme mebmke=âle meeefnlÙe kesâ Ssmes Decej jÛeveekeâej nQ efpevekeâer keâekÙe-ØeefleYee kesâkeue meewvoÙe&yeesOe lekeâ meerefcele ve neskeâj
YeejleerÙe je<šêrÙe mebÛeslevee keâer meMeòeâ DeefYekÙeefòeâ keâjleer nw~ Øemlegle MeesOe-meej keâe GösMÙe cenekeâefke keâeefueoeme keâes
je<šêrÙe mebÛeslevee kesâ keâefke kesâ ™he ceW mLeeefhele keâjvee nw leLee Ùen mhe<š keâjvee nw efkeâ Gvekesâ keâekÙe Deewj veeškeâeW ceW
efveefnle meebmke=âeflekeâ, Yeewieesefuekeâ, veweflekeâ Skeb DeeOÙeeeflcekeâ leòke efkeâme Øekeâej YeejleerÙe Deefmcelee Deewj je<š̂yeesOe keâes megÂÌ{
keâjles nQ~ keâeefueoeme keâer jÛeveeSB YeejleerÙe peerkeve-oMe&ve, Øeke=âefle-Øesce, meeceeefpekeâ mecejmelee leLee meebmke=âeflekeâ Skeâlee keâe
peerkeble omleekespe nQ~ keâeefueoeme kesâ cenekeâekÙe- jIegkebMe Deewj kegâceejmecYeke, KeC[keâekÙe- cesIeotle Skeb $e+legmebnej, leLee
veeškeâ-DeefYe%eeveMeekegâvleueced, efke›eâceeske&MeerÙeced Deewj ceeueefkekeâeefiveefce$eced- YeejleerÙe je<šêrÙe mebÛeslevee kesâ efkeefkeOe DeeÙeeceeW
keâes DeefYekÙeòeâ keâjles nQ~ keâeefueoeme keâer keâekÙe-hejcheje keâes YeejleerÙe meebmke=âeflekeâ mce=efle, oeMe&efvekeâ efÛevleve leLee
ueeskeâevegYeke kesâ mebiece-efyevog kesâ ™he ceW mkeerkeâej keâjles ngS MeesOe ceW Ùen Øeefleheeefole efkeâÙee ieÙee nw efkeâ Gvekesâ keâekÙe ceW
ve kesâkeue meewvoÙe&-yeesOe, ëe=bieej Deewj Øeke=âefleefÛe$eCe nw, Deefheleg Yeejle keâer Yet-meebmke=âeflekeâ Skeâlee, meebmke=âeflekeâ ieewjkeyeesOe
Deewj je<šêrÙe Ûeslevee keâer ienjer DevegYetefle Yeer Devleefve&efnle nw~

ßegeflemeeOeveelcekeâ meeefnlÙe kesâ ™he ceW jIegkebMe, kegâceejmecYekeced, cesIeotle leLee DeefYe%eeveMeekegâvleueced pewmes «evLeeW keâe
ÛeÙeve keâj GveceW GheefmLele osMe-osMeevlej, leerLe&-Ùee$ee, peveheo-keCe&ve, heke&le-veoer-keve Skeb veiej-mebmke=âefle kesâ efÛe$eeW keâe
met#ce DeOÙeÙeve efkeâÙee ieÙee nw~ DeOÙeÙeve mes mhe<š ngDee efkeâ keâeefueoeme YeejleYetefce keâes cee$e Yeewieesefuekeâ FkeâeF& ve
ceevekeâj ‘hegCÙeYetefce’ ke ‘Oece&Yetefce’ kesâ ™he ceW osKeles nQ, peneB Gòej mes oef#eCe Deewj hetke& mes heefMÛece lekeâ efkeefYeVe ØeosMe
Skeâ DeKeC[ meebmke=âeflekeâ osn kesâ Debie kesâ ™he ceW Øeleerle nesles nQ~

MeesOe ceW Ùen Yeer efoKeeÙee ieÙee nw efkeâ keâeefueoeme kesâ ÙeneB je<š̂erÙe mebÛeslevee kesâkeue ØelÙe#e jepeveereflekeâ Yee<Ùe kesâ
™he ceW veneR, yeefukeâ ueeskeâcebieue, Oece&heeueve, jepeOece&, Øepeeefnle, heÙee&kejCeerÙe mebkesoveMeeruelee leLee Ssefleneefmekeâ-heewjeefCekeâ
Ûeefj$eeW keâer Øemlegefle kesâ ceeOÙece mes DeefYekÙeòeâ nesleer nw~ jece-jIegkebMe, efnceeueÙe-keCe&ve, GppeefÙeveer, Dekevleer pewmes veiejeW
keâe efÛe$eCe, leerLe&-hejcheje Deewj Glmeke-mebmke=âefle-Ùes meYeer lelke meceef<šiele ‘YeejleerÙelee’ keâer Ûeslevee keâes megÂÌ{ keâjles nQ~
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metÛekeâ Meyo :

cenekeâefke keâeefueoeme, je<š^erÙe mebÛeslevee, mebmke=âle meeefnlÙe, YeejleerÙe mebmke=âefle, je<š^yeesOe, meebmke=âeflekeâ Skeâlee,
jIegkebMe, cesIeotle, DeefYe%eeveMeekegâvleueced, YeejleerÙe Deefmcelee~

DevegmebOeeve heæefle :

Øemlegle MeesOe-he$e ceW keCe&veelcekeâ Skeb efkeMues<eCeelcekeâ
heæefle keâes DeheveeÙee ieÙee nw~ DeOÙeÙeve keâe DeeOeej
cegKÙele: cenekeâefke keâeefueoeme keâer ØeeceeefCekeâ mebmke=âle
ke=âefleÙeeB-jIegkebMe, kegâceejmecYeke, cesIeotle, $e+legmebnej leLee
DeefYe%eeveMeekegâvleueced Deeefo nQ~ MeesOe ceW hee"eueesÛeve
(Textual Analysis) kesâ ceeOÙece mes je<šêrÙe mebÛeslevee
mes mecyeæ MueeskeâeW Deewj ØemebieeW keâe ÛeÙeve keâj Gvekeâe
DeLee&lcekeâ Skeb Yeekeelcekeâ efkeMues<eCe efkeâÙee ieÙee nw~
meeLe ner, efÉleerÙekeâ œeesleeW kesâ ™he ceW mebmke=âle Skeb efnvoer
kesâ Øeefleef…le DeeueesÛekeâeW, FeflenemekeâejeW leLee meeefnlÙe
efÛevlekeâeW kesâ «ebLeeW keâe meneje efueÙee ieÙee nw~ DeOÙeÙeve
ceW Ssefleneefmekeâ-meebmke=âeflekeâ Âef<škeâesCe keâes Yeer DeheveeÙee
ieÙee nw, efpememes Ùen mhe<š nes mekesâ efkeâ keâeefueoeme kesâ
Ùegie keâer meeceeefpekeâ, jepeveereflekeâ Skeb meebmke=âeflekeâ heefjefmLeefleÙeeB
Gvekeâer jÛeveeDeeW ceW efkeâme Øekeâej Øeefleefyeefcyele nesleer nQ~
DevegmebOeeve hetCe&le: «ebLeeOeeefjle nw leLee FmeceW legueveelcekeâ
Skeb kÙeeKÙeelcekeâ heæefle keâe mebÙeespeve efkeâÙee ieÙee nw~

Yetefcekeâe :

YeejleerÙe meeefnlÙe hejcheje ceW cenekeâefke keâeefueoeme
keâe mLeeve mekee&sheefj nw~ kes ve kesâkeue mebmke=âle keâekÙe Deewj
veešŸe hejcheje kesâ efMeKej keâefke nQ, Deefheleg YeejleerÙe
meebmke=âeflekeâ Skeb je<š^erÙe mebÛeslevee kesâ Yeer meMeòeâ Øekeòeâe
nQ~ keâeefueoeme keâer jÛeveeSB meewvoÙe&, Yeekegkeâlee Deewj
keâueelcekeâlee kesâ meeLe-meeLe YeejleerÙe peerkeve-oMe&ve, Oece&,
veerefle, ueeskeâcebieue leLee je<š^yeesOe keâer ienve DeefYekÙeefòeâ
keâjleer nQ~DeeOegefvekeâ keâeue ceW ‘je<š^erÙe mebÛeslevee’ keâes
ØeeÙe: jepeveereflekeâ mevoYeeX lekeâ meerefcele keâj efoÙee peelee
nw, hejvleg ØeeÛeerve YeejleerÙe meeefnlÙe ceW Ùen mebÛeslevee
meebmke=âeflekeâ, veweflekeâ Deewj DeeOÙeeeflcekeâ DeeOeejeW hej efkekeâefmele
ngF& Leer~ keâeefueoeme keâer keâekÙe-Âef<š Fmeer kÙeehekeâ

je<š^erÙe mebÛeslevee keâes mkej Øeoeve keâjleer nw~

ßegeflemeeefnlÙe ceW je<š^erÙe mebÛeslevee kesâ Yeeke :

je<š^ Meyo mes nceeje DeefYeØeeÙe kesâkeue YetefceKeC[
ve neskeâj mecemle %eeve, efke%eeve, meYÙelee ke mebmke=âefle
leLee pees %eeve hejbheje keâer efkejemele lekeâ efkemle=le nesvee
ÛeeefnÙee~ je<š^ Meyo keâe ØeLece ØeÙeesie %eeve hejbheje kesâ
Deeefo «evLe $e+ikeso leLee DevÙe kewefokeâ meeefnlÙeeW ceW
efceuelee nw~1 Ùepegke&so kesâ oMece DeOÙeeÙe ceW je<š^ Meyo
keâe ØeÙeesie Deveskeâ yeej ngDee nw~2 Ùepegke&so ceW lees je<š^
keâer meercee ceveg<Ùe mes Deeies yeÌ{keâj heMeg, kevemheefle leLee
DevÙe Øeke=âefleØeoòe meeOeve lekeâ efkemle=le nw~3 DeLeke&keso
kesâ Yetefce metòeâ ceW Yetefce mes ØeeLe&vee nw efkeâ ‘ken nceejs
Gòece je<š^ ceW lespe Deewj yeue mLeeefhele keâjW~’4 Fme
Øekeâej nce osKeles nw efkeâ ØeejcYe mes ner je<š^erÙe mebÛeslevee
keâe leelheÙe& kesâkeue jepeveereflekeâ je<š^keeo veneR nw, yeefukeâ
GmeceW meebmke=âeflekeâ Skeâlee, meePee hejchejeSB, veweflekeâ cetuÙe,
Yeewieesefuekeâ DeKeC[lee leLee meecetefnkeâ Deefmcelee keâe
Yeeke efveefnle neslee nw~ YeejleerÙe heefjØes#Ùe ceW Ùen mebÛeslevee
Oece&, ueeskeâcebieue, keâle&kÙeyeesOe Deewj meeceeefpekeâ mecejmelee
mes pegÌ[er ngF& nw~ keâeefueoeme kesâ keâekÙe ceW je<š^ efkeâmeer
meerceeyeæ YetYeeie cee$e veneR, yeefukeâ Skeâ meebmke=âeflekeâ
FkeâeF& kesâ ™he ceW GheefmLele nw, peneB Øeke=âefle, ceeveke, oske
Deewj meceepe hejmhej meecebpemÙe ceW jnles nQ~5

cenekeâefke keâeefueoeme keâe Ùegie Skeb keâekÙe-Âef<š :

keâeefueoeme keâe keâeue ieghleÙegie ceevee peelee nw,
efpemes YeejleerÙe Fefleneme keâe ‘mkeCe&Ùegie’ keâne peelee nw~
Ùen keâeue jepeveereflekeâ efmLejlee, meebmke=âeflekeâ Glkeâ<e&
Deewj meeefneflÙekeâ mece=efæ keâe meceÙe Lee~ Fme Ùegie keâer
je<š^erÙe mebÛeslevee keâeefueoeme keâer jÛeveeDeeW ceW mkeeYeeefkekeâ
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™he mes Øeefleefyeefcyele nesleer nw~ Gvekeâer keâekÙe-Âef<š ceW
YeejleerÙe peerkeve kesâ DeeoMe& ™he-jepeOece&, veejer-ieefjcee,
Øeke=âefle-hetpeve, Deeßece-mebmke=âefle Deewj meeceeefpekeâ Gòej-
oeefÙelke mhe<š ™he mes Âef<šieesÛej nesles nQ~

keâeefueoeme kesâ «ebLeeW ceW je<š^erÙe mebÛeslevee :

keâeefueoeme keâe jepee kÙeefòeâiele megKe mes Thej
je<š^ Deewj Øepee kesâ keâuÙeeCe keâes jKelee nw- Ùen Yeeke
je<š^erÙe mebÛeslevee keâe cetue nw~ cenekeâefke keâeefueoeme kesâ
«ebLeeW ceW keefCe&le meYeer Meemekeâ DelÙeble keâle&kÙe hejeÙeCe
leLee je<š^ meskee keâes meceefhe&le neskeâj jepeOece& keâe heeueve
keâjves keeues Øeleerle nesles nQ~ jIegkebMe cenekeâekÙe keâeefueoeme
keâer je<š^erÙe mebÛeslevee keâe mekee&efOekeâ meMeòeâ «evLe nw~
FmeceW keefCe&le metÙe&kebMeerÙe jepeeDeeW keâer hejcheje DeeoMe&
Meemeve ØeCeeueer keâe Øeefleceeve Øemlegle keâjleer nw~ jepee
efoueerhe, jIeg Deewj jece pewmes Ûeefj$e Øepeeefnle, lÙeeie Deewj
keâle&kÙeefve…e kesâ Øeleerkeâ nQ~ jIeg keâe efoefikepeÙe keCe&ve
kesâkeue efkepeÙe-ieeLee veneR, yeefukeâ mechetCe& Yeejleke<e& keâer
meebmke=âeflekeâ Skeâlee keâe efÛe$eCe nw~ DeefYe%eeveMeekegâvleueced
ceW keefCe&le jepee og<Ùevle keâef"ve heefjefmLeefle ceW Yeer vÙeeÙe
Deewj Oece& kesâ Devegmeej ken jepÙe-keâeÙe& ceW mebueive nw~

Ùesve Ùesve efkeÙegpÙevles Øepee: efmveiOesve yevOegvee~
me me heeheeÂles leemeeb og<Ùevle Fefle Ieg<Ùeleeced~~6

keâefke ves og<Ùevle keâes mecekeâeueerve meecevleÙegieer mebmke=âefle
kesâ Deveg™he Yeõheg®<e kesâ ™he ceW efÛeef$ele efkeâÙee nw~

jepee og<Ùevle Oeerjesoeòe veeÙekeâ nw~ Gmekeâer ceveesnj
leLee iecYeerj Deeke=âefle nw~ ken ØeYeekekeeved Deewj ceOegjYee<eer
nw- ‘‘ÛelegjiecYeerjeke=âefleMÛelegjb efØeÙeceeuehevØeYeekekeeefveÙe
ue#Ùeles~'’ ken yeefue… Deewj heje›eâceMeeueer nw~7 meeLe ner
efkeveÙe mes MeesefYele nw~ ken ueefuele keâueeDeeW keâe cece&%e
nw~ nbmeheeefokeâe kesâ mebieerle keâes megvekeâj Gmekeâe Ùen keânvee
‘‘Denes jeieheefjkeeefnveer ieerefle:'’8 pees Gmekeâer mebieerle-
keâueeefYe%elee keâe heefjÛeeÙekeâ nw~ meelekeW Debkeâ ceW jepee
keâe Ûeefj$e Deewj Thej G"e nw~ nscekeâtš heke&le hej Gmekeâer
hegl$ekelmeuelee keâe heefjÛeÙe nceW efceuelee nw~9 ken Deye

Mekegâvleuee kesâ ™he hej ceesefnle veneR nw yeefukeâ Gmekesâ
efkejn-›ele keâe ØeMebmekeâ nQ~ ken mkeÙeb keâes OevÙe mecePelee
nw efkeâ ceefueve kem$e henves, Skeâ kesCeer OeejCe efkeâS leLee
ØemeeOevenerve Gmekeâer efØeÙee Gmes henÛeeveleer nw- kemeves
heefjOetmejs kemeevee..~10 ken Gmekesâ hewjeW hej efiejkeâj
#ecee ÙeeÛevee keâjlee nw- megleveg ùoÙeelØelÙeeosMe-kÙeueerkeâjhewleg
les~11

og<Ùevle GÛÛekeâesefš kesâ Meemekeâ nQ~ GveceW Skeâ
meheâue Meemekeâ kesâ meYeer iegCe efkeÅeceeve nQ~ ken keâle&kÙe-
hejeÙeCe, meùoÙeer, mebÙeceer, efveYeer&keâ, heje›eâceer Deewj efkeveerle
nQ~ ken Deeßece ceW GheefmLele efkeIveeW keâes otj keâjkesâ Deheveer
keâòe&kÙehejeÙeCelee keâe heefjÛeÙe osles nQ~

jepee efoueerhe keâe jepeOece& leLee Øepeeheeueve :

cenekeâefke keâeefueoeme kesâ jIegkebMeced cenekeâekÙe kesâ
ØeejefcYekeâ meieeX ceW keefCe&le jepee efoueerhe F#keekegâ kebMe kesâ
DeeoMe& Meemekeâ kesâ ™he ceW Øeefleef…le nQ~ Gvekeâe Ûeefj$e
jepeOece& Deewj Øepeeheeueve keâer ØeeÛeerve YeejleerÙe DekeOeejCee
keâe peerkeble Øeefleefyecye nw, pees Oece&Meem$eeW leLee ceneYeejle
kesâ Meebefleheke& ceW Øeefleheeefole efmeæevleeW mes Øesefjle nw~ efoueerhe
keâe jepeOece& kesâkeue yee¢e Meemeve-kÙekemLee lekeâ meerefcele
veneR, Deefheleg Deevleefjkeâ veweflekeâlee, lÙeeie, keÛeveheeueve
Deewj ueeskeâcebieue hej DeeOeeefjle nw~

jepee efoueerhe keâes keâeefueoeme ‘‘Øepeeveeb efhelejb’’12

kesâ ™he ceW efÛeef$ele keâjles nQ, pees Øepee keâes Deheves mevleeve
kesâ meceeve ceeveles nQ~ Gvekeâe Meemeve iegCemecheVelee hej
efškeâe nw- melÙe, oeve, Ùe%e, efkeveÙe Deewj vÙeeÙe~ Øepeeheeueve
Gvekeâe ØeeLeefcekeâ keâle&kÙe nw, efpemeceW kes jepÙe keâer meerceeDeeW
mes hejs peekeâj iees-j#ee, $e+ef<e-kegâue mebj#eCe Deewj
heÙee&kejCeerÙe meblegueve keâes Yeer meefcceefuele keâjles nQ~13

veefvoveer ieew keâer j#ee kesâ efueS $e+ef<e keefme… keâer Dee%ee
mkeerkeâej keâj kes jepÙe-keâeÙe& lÙeeiekeâj kevekeeme mkeerkeâej
keâjles nQ~ Ùen ieesheeueve keâes ‘ve=hekeâce&’ Ieesef<ele keâj jepeOece&
keâes kÙeehekeâ yeveelee nw, peneB jepee keâe kÙeefòeâiele megKe
ieewCe nw~ efoueerhe keânles nQ efkeâ ieew cesjer Øepee nw, Dele:
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Gmekeâer j#ee cesje Oece& nw~ Ùen Øepeekelmeuelee keâe Ûejce
nw, pees keâewefšuÙe kesâ ‘‘ØepeemegKes megKeb je%e:’’14 efmeæevle
keâes meekeâej keâjlee nw~ ken Øepee mes efpelevee keâj ueslee nw
Gmemes keâF& iegCee DeefOekeâ Øepee kesâ keâuÙeeCe kesâ efueS
KeÛe& keâjles nQ~15

efoueerhe keâe Øepeeheeueve lÙeeiehetCe& nw~ efmebn-Øemebie
ceW kes ØeeCeehe&Ce keâer lewÙeejer keâjles nQ, Iees<eCee keâjles ngS
efkeâ jepee keâe Mejerj Øepee kesâ efueS nw~ efmebn mes keânles nQ-
‘‘ceÙee ve=hesCe Ùeefo jef#elekÙee Øepee Deefmle ieesÓÙeb cece
osnceeoos~’’16 Ùen oC[veerefle mes Thej G"keâj keâ®Cee,
Deelceyeefueoeve Deewj keÛeveefve…e keâe DeeoMe& nw~ Gvekeâe
Meemeve Denbkeâejjefnle nw; kes $e+ef<e-Dee%ee keâes mekee&sheefj
ceeveles nQ17 pees jepÙe ceW DeeOÙeeeflcekeâlee keâe mebÛeej
keâjlee nw~ efoueerhe keâe jepeOece& meebmke=âeflekeâ Skeâlee hej
DeeOeeefjle nw~ kes YeejleYetefce keâes hegCÙeYetefce ceevekeâj
Gmekesâ ØelÙeskeâ Debie-veoer, heke&le, peveheo-keâer j#ee keâjles
nQ~18 Gvekeâe heg$e Yejle keâe pevce Oece&heeueve keâe heâue
nw, pees kebMe-efvejvlejlee megefveefMÛele keâjlee nw~ DeeOegefvekeâ
meboYe& ceW efoueerhe keâe cee@[ue GòejoeÙeer Meemeve keâe
Øeleerkeâ nw, peneB Meemekeâ Øepee-efhelee kesâ ™he ceW veweflekeâlee
Deewj meskee keâes ØeeLeefcekeâlee oslee nw~ keâeefueoeme ves
efoueerhe kesâ ceeOÙece mes jepeOece& keâes Meg<keâ efveÙece ve
yeveekeâj peerkevle peerkeve-oMe&ve kesâ ™he ceW mLeeefhele
efkeâÙee nw, pees Deepe Yeer Øeemebefiekeâ nw~

cesIeotle keâes meeceevÙele: efkejn-keâekÙe ceevee peelee
nw, hejvleg Fmekesâ Yeerlej ienve je<š^erÙe mebÛeslevee efveefnle
nw~ Ùe#e Éeje cesIe keâes efoÙee ieÙee ceeie&-keCe&ve mechetCe&
Yeejleke<e& keâe meebmke=âeflekeâ Skeb Yeewieesefuekeâ ceeveefÛe$e Øemlegle
keâjlee nw~ cenekeâefke keâeefueoeme efueKeles nQ- osMeb lÙeòeäkee
ve megKeb Yekeefle~19 DeLee&led osMe keâes ÚesÌ[ keâj keâesF& megKeer
veneR neslee nw, Deefheleg Ùen efkejn DelÙeble heerÌ[eoeÙekeâ
neslee nw~ cenekeâefke keâeefueoeme osMe kesâ Yeewieesefuekeâ efkemleej
mes Yeer mecÙekeâleÙee heefjefÛele Les~ keâeefueoeme Éeje keefCe&le
efnceeueÙe, iebiee, GppeefÙeveer, efkeefoMee, oMeeCe&, ceeuekee-
Ùes meYeer mLeue YeejleerÙe meebmke=âeflekeâ Skeâlee kesâ Øeleerkeâ

nQ~ Ùen keâekÙe Yeejle keâer efkeefkeOelee ceW efveefnle Skeâlee
keâes Gpeeiej keâjlee nw~

cenekeâefke keâeefueoeme keâer Øeke=âefle efÛe$eCe leLee
je<š^erÙe mebÛeslevee :

keâeefueoeme keâe Øeke=âefle-efÛe$eCe kesâkeue meewvoÙee&lcekeâ
veneR, yeefukeâ je<š^erÙe mebÛeslevee mes pegÌ[e ngDee nw~ $e+legSB,
veefoÙeeB, heke&le Deewj keve YeejleerÙe peerkeve kesâ DeefYeVe
Debie nQ~ $e+legmebnej ceW $e+legDeeW keâe ›eâce YeejleerÙe peerkeve-
Ûe›eâ Deewj ke=âef<e-mebmke=âefle mes mecyeæ nw~ Øeke=âefle Deewj
ceeveke keâe Ùen meecebpemÙe YeejleerÙe meebmke=âeflekeâ je<š^keeo
keâer DeeOeejefMeuee nw~ YeejleerÙelee keâe meyemes Glke=â<š
Yeeke cenesheefve<eod kesâ Øeehle neslee nw peneB efvepe Deewj mke
Yeeke keeues kÙeefòeâ keâes ueIegefÛeòeke=efòe keeues heg®<e kesâ ™he
ceW kÙeòeâ efkeâÙee ieÙee nw leLee GoejÛeefjle ceveeref<eÙeeW kesâ
efueS mechetCe& kemegOee neR Dehevee heefjkeej nw, Ssmee Yeeke
Øeehle neslee nw~20

cenekeâefke keâeefueoeme mebmke=âle meeefnlÙe kesâ Gve efkejue
keâefkeÙeeW ceW nQ, efpevneWves Øeke=âefle keâes cee$e meewvoÙe& keâe
œeesle ve ceevekeâj YeejleerÙe je<š^erÙe mebÛeslevee keâe ceeOÙece
yeveeÙee~ Gvekesâ keâekÙe ceW Øeke=âefle peerkevle efÛe$eeW kesâ ™he
ceW GYejleer nw, pees kÙeefòeâiele ëe=bieej mes Thej G"keâj
YeejleYetefce keâer meebmke=âeflekeâ Skeâlee, Yeewieesefuekeâ efkeefkeOelee
leLee DeeOÙeeeflcekeâ ieewjke keâes Øeefleefyeefcyele keâjleer nw~
cesIeotle, jIegkebMe, kegâceejmebYeke Deewj $e+legmebnej ceW keefCe&le
veefoÙeeB, heke&le, keve, $e+legSB leLee peveheo je<š^erÙe Ûeslevee
kesâ mkej yeve peeles nQ~

keâeefueoeme keâe Øeke=âefle efÛe$eCe met#ce kew%eeefvekeâ
Âef<š Deewj keâekÙeelcekeâ keâuhevee keâe mebiece nw~ keerCee-
Okeefve Deewj cesIe keâer ieefle keâe Ssmee efÛe$eCe nw pees ßees$e-
mheMe& keâes peeie=le keâjlee nw~ efnceeueÙe kesâ yeheâer&ues efMeKej
mes efkebOÙe kesâ keveeW, iebiee-Ùecegvee mes vece&oe-keâekesjer lekeâ
keâe keCe&ve Yeejle kesâ Yeewieesefuekeâ efkemleej keâes Skeâ DeKeC[
FkeâeF& kesâ ™he ceW Øemlegle keâjlee nw~ Ùen efÛe$eCe kesâkeue
Ùee$ee-keCe&ve veneR, Deefheleg hegCÙeYetefce keâer Ùee$ee nw, peneB
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ØelÙeskeâ lelke-Deuekeâehegjer mes GppeefÙeveer lekeâ-YeejleerÙe
mebmke=âefle keâe Debie yeve peelee nw~

je<š^erÙe mebÛeslevee keâe mkej keâeefueoeme kesâ Øeke=âefle
efÛe$eCe ceW meebmke=âeflekeâ Skeâelcelee kesâ ™he ceW Øekeâš neslee
nw~ jIegkebMe ceW jepee efoueerhe keâe efkeMeeue YeÇceCe Yeejle
keâes Skeâ meebmke=âeflekeâ osn kesâ ™he ceW efÛeef$ele keâjlee nw,
peneB heke&le-veefoÙeeB Øepee kesâ meceeve mebjef#ele nQ~21

kegâceejmebYeke kesâ efnceeueÙe-keCe&ve ceW efMeke-heeke&leer efkekeen
Yeejle keâer DeeOÙeeeflcekeâlee keâes mecÙekeâleÙee oMee&lee nw~22

$e+legmebnej keâer $e+leg-Ûe›eâ23 Ùee$ee ke=âef<e-mebmke=âefle leLee
ueeskeâpeerkeve keâer efvejvlejlee keâes jsKeebefkeâle keâjleer nw~
keâeefueoeme Yeejle keâes ‘DeeÙee&kele&’ mes hejs efkemle=le Yetefce
ceeveles nQ, efpemeceW oef#eCe kesâ ceueÙe heke&le mes Gòej kesâ
keâwueeme lekeâ Skeâ™helee nw~

Ùen Øeke=âefle efÛe$eCe je<š̂erÙe ieewjkeyeesOe keâe œeesle nw~
cesIe keâes mebosMekeenkeâ yeveekeâj keâeefueoeme meebmke=âeflekeâ
mebÛeej keâer Øeleerkeâelcekeâlee jÛeles nQ, pees DeeOegefvekeâ je<šk̂eeo
keâer Yeewieesefuekeâ SkeâerkeâjCe mes cesue Keelee nw~ heÙee&kejCeerÙe
mebkesoveMeeruelee-kevÙepeerke j#ee, peueœeesle mebj#eCe-Deepe
kesâ meboYe& ceW Øeemebefiekeâ nw~ keâeefueoeme ves Øeke=âefle keâes ëe=bieej
keâe ceeOÙece yeveeÙee, efkeâvleg Gmekesâ ceeOÙece mes je<š^erÙe
mebÛeslevee keâes ßegeflemeeOeveelcekeâ ™he Øeoeve efkeâÙee, pees
hee"keâ keâes Yeejle keâer meecetefnkeâ mce=efle mes peesÌ[lee nw~
Fme Øekeâej, Gvekeâe keâekÙe meewvoÙe& Deewj je<š^Yeeke keâe
Deveghece mebÙeesie nw~

cenekeâefke keâeefueoeme kesâ «ebLeeW ceW veejer Ûeslevee
Deewj je<š^erÙe Deefmcelee :

cenekeâefke keâeefueoeme kesâ meeefnlÙe ceW veejer Ûeslevee
YeejleerÙe je<š^erÙe Deefmcelee keâe DeefYeVe Debie nw~ Gvekeâer
veeefÙekeâeSB-Mekegâvleuee, heeke&leer, Ùeef#eCeer, ceeueefkekeâe-
mkeeefYeceeveer, leheefmkeveer Deewj mebmke=âefle mebj#ekeâ kesâ ™he
ceW GYejleer nQ, pees kÙeefòeâiele meewvoÙe& mes Thej G"keâj
je<š^ keâer meebmke=âeflekeâ efvejvlejlee keâe Øeleerkeâ yeveleer nQ~

DeefYe%eeveMeekegâvleueced ceW Mekegâvleuee DeeoMe& veejer

Ûeslevee keâe Øeefleefyecye nw~ $e+ef<ekegâue ceW heueer, ken heg®<eØeOeeve
jepemeYee ceW Yeer melÙeefve…e hej ÂÌ{ jnleer nw~ og<Ùeble kesâ
Demkeerkeâej hej ›eâesefOele neskeâj ‘DeÙeb leg ceÙee lÙeòeâ:’
Iees<eCee keâj mkeeefYeceeve keâer j#ee keâjleer nw~24 Ùen veejer
keâer ieefjcee je<š^erÙe Deefmcelee mes pegÌ[leer nw, keäÙeeWefkeâ
Mekegâvleuee Yejle ceelee keâer Øeleerkeâ nw-efpememes Yeejleveecekeâ
je<š ̂keâe GÆke neslee nw~ kegâceejmebYeke keâer heeke&leer leheMÛeÙee&
kesâ ceeOÙece mes veejer Meefòeâ keâe Øeleerkeâ nw~ efMeke-hejer#ee
ceW ›eâesOe Øekeâš keâj ken heg®<e-ØeYeglke keâes Ûegveewleer osleer
nw~25 efkekeen kesâ yeeo Yeer efMeke kesâ mecekeâ#e jnleer nw~
cesIeotle keâer Ùeef#eCeer efkejefnCeer veejer keâer Yeekegkeâlee mes
je<š^erÙe Yetieesue keâe keenkeâ yeve peeleer nw~ Deuekeâehegjer
mes GppeefÙeveer lekeâ cesIe keâes mebosMe osleer ngF& ken efkebOÙe,
vece&oe, ieesoekejer nesles ngS oef#eCe Yeejle lekeâ hengBÛeleer
nw~ Ùen Ùee$ee veejer keâer Yeekevee kesâ ceeOÙece mes DeeÙee&kele&
keâer meebmke=âeflekeâ Skeâlee mLeeefhele keâjleer nw~ jIegkebMe ceW
Fvogceleer meleerlke keâer Øeleerkeâ nw, pees jepekebMe efvejvlejlee
megefveefMÛele keâjleer nw~26 keâeefueoeme keâer veeefjÙeeB OewÙe&keeve,
yegefæceeve Deewj Oece&efve… nQ-cevegmce=efle kesâ DeeoMe& mes
Deeies efvekeâuekeâj~ kes Øeke=âefle mes mebveeefole nQ, pees heÙee&kejCeerÙe
Ûeslevee keâes je<š^erÙe Deefmcelee mes peesÌ[leer nQ~ keâeefueoeme
ves veejer keâes je<š^ceelee kesâ ™he ceW mLeeefhele efkeâÙee, peneB
kÙeefòeâiele mebIe<e& meecetefnkeâ ieewjke ceW heefjkeefle&le neslee nw~
DeeOegefvekeâ veejerkeeo kesâ meboYe& ceW Ùen Ûeslevee Øeemebefiekeâ
nw-mkeekeuecyeve, melÙee«en Deewj meebmke=âeflekeâ mebj#eCe~
keâeefueoeme keâe meeefnlÙe veejer Ûeslevee keâes je<šêrÙe Deefmcelee
keâe DeeOeej yeveelee nw~

efve<keâ<e& :

Øemlegle MeesOe he$e ceW cenekeâefke keâeefueoeme keâes
je<š^erÙe mebÛeslevee kesâ keâefke kesâ ™he ceW Øeefleef…le keâjves
keâe ØeÙeeme efkeâÙee ieÙee nw~ MeesOe kesâ oewjeve Ùen mhe<š
ngDee efkeâ keâeefueoeme kesâkeue ëe=bieej, Øeke=âefle-keCe&ve Deewj
Deveghece DeuebkeâejMeeruelee kesâ keâefke cee$e veneR nQ, Deefheleg
kes YeejleerÙe meebmke=âeflekeâ Deefmcelee, je<š^Yeeke, ueeskeâcebieue
Deewj Oecee&efOeef…le jepÙekÙekemLee kesâ met#ce efÛevlekeâ Yeer
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nQ~ Gvekesâ keâekÙe ceW kÙeòeâ YeejleYetefce keâer ieewjkeceÙeer
Úefke, osMe keâer Yeewieesefuekeâ Skeâlee, meebmke=âeflekeâ efvejvlejlee
Deewj DeeoMe& jepeOece& keâer DekeOeejCee GvnW ‘je<š^erÙe
mebÛeslevee kesâ keâefke’ kesâ ™he ceW mLeeefhele keâjleer nw~ keâeefueoeme
ves Yeejle keâes kesâkeue Skeâ Yet-Keb[ ve ceevekeâj ‘hegCÙeYetefce’
Deewj ‘Oece&Yetefce’ kesâ ™he ceW efÛeef$ele efkeâÙee nw, efpemekeâe
efkemle=le kemegbOeje-keCe&ve, efkeefYeVe ØeosMeeW, veefoÙeeW, heke&leeW,
leerLeeX leLee peveheoeW keâer met#ce heefjefOe ceW heefjueef#ele
neslee nw~ cesIeotle, jIegkebMe, kegâceejmebYeke Deeefo ke=âefleÙeeW
ceW Yeejle keâer Yeewieesefuekeâ jÛevee keâe Ssmee mepeerke ke meØesce
efÛe$e efceuelee nw pees efkeâmeer Yeer DeeOegefvekeâ ‘je<š̂-ceeveefÛe$e’
keâer YeekeYetefce keâe keâeÙe& keâjlee nw~ Fme Øekeâej Gvekesâ
keâekÙe ceW ve kesâkeue Øeke=âefle-meewvoÙe&, Deefheleg je<š^ kesâ
™he ceW Yeejle keâer meecetefnkeâ mebÛeslevee cetefle&ceeve nesleer nw~
MeesOe mes Ùen Yeer Øeefleheeefole ngDee efkeâ keâeefueoeme keâer
je<š^erÙe mebÛeslevee cee$e Yeekegkeâ osMeØesce veneR, yeefukeâ
cetuÙeeOeeefjle jepeveweflekeâ-oMe&ve hej efškeâer ngF& nw~ jIegkebMe
ceW keefCe&le jIegvevove jepeeDeeW keâe ueeskeâkeâuÙeeCekeâejer Meemeve,
Øepeekelmeuelee, oC[veerefle keâer vÙeeÙehetCe&lee, lÙeeie, melÙe,
keÛeveheeueve, keâ®Cee leLee Oece&efve…e pewmes iegCe, DeeoMe&
YeejleerÙe je<š^-jepÙe keâer ™hejsKee Øemlegle keâjles nQ~
jepee keâes ‘Øepee kesâ efhelee’ kesâ ™he ceW osKeves keâer Gvekeâer
Âef<š DeeOegefvekeâ ueeskeâleebef$ekeâ jepÙe keâer ‘peve-kesâefvõle
Meemeve’ keâer DekeOeejCee kesâ efvekeâš Deeleer nw~ keâeefueoeme
keâer je<š̂erÙe mebÛeslevee meebmke=âeflekeâ Skeâelcelee hej Yeer DeeOeeefjle
nw~ kes efkeefYeVe #es$eeW, Yee<eeDeeW, oskeeueÙeeW, DeeÛeej-kÙekenejeW
Deewj ueeskeâØeke=efòeÙeeW keâe GuuesKe keâjles ngS Yeer mecetÛes Yeejle
keâes Skeâ DeKeC[ meebmke=âeflekeâ meòee kesâ ™he ceW osKeles
nQ~ efMeke-heeke&leer, jece-jIegkebMe, keâeefle&kesâÙe, Ùe#e-Ùeef#eCeer,
$e+legDeeW ke GlmekeeW kesâ ceeOÙece mes GvneWves Ssmee meebmke=âeflekeâ
mebmeej efveefce&le efkeâÙee nw, efpemeceW mecemle Yeejle keâer peerkeve-
Oeeje meceeve ™he mes Øekeeefnle nesleer nw~ Ùener keâejCe nw
efkeâ Deveskeâ efkeÉeveeW ves GvnW ‘je<š^erÙe keâefke’ leLee ‘mece«e
je<š^erÙe mebÛeslevee keâes mkej osves keeuee keâefke’ keâne nw~
DeeOegefvekeâ Yeejle ceW je<šêrÙelee, je<š^-efvecee&Ce, meebmke=âeflekeâ

Deefmcelee Deewj megMeemeve hej Ûeue jns efkeceMeeX keâes
mecePeves kesâ efueS keâeefueoeme keâe hegvehee&" DelÙeble GheÙeesieer
efmeæ nes mekeâlee nw~ Gvekeâer jÛeveeSB Ùen mebkesâle osleer nQ
efkeâ cepeyetle je<š^ kener nw, efpemeceW Yeewieesefuekeâ Skeâlee kesâ
meeLe-meeLe veweflekeâlee, keâle&kÙe-yeesOe, ueeskeâcebieue Deewj
meebmke=âeflekeâ ieewjke Yeer meceeve ™he mes Øeefleef…le neW~ Dele:
cenekeâefke keâeefueoeme keâes je<š^erÙe mebÛeslevee kesâ keâefke kesâ
™he ceW mkeerkeâej keâjvee kesâkeue meeefneflÙekeâ efveCe&Ùe veneR,
yeefukeâ YeejleerÙe je<š^keeoer efÛevleve keâer Ssefleneefmekeâ ke
kewÛeeefjkeâ efvejvlejlee keâer mkeerke=âefle Yeer nw~ meej™he ceW
keân mekeâles nQ efkeâ- YeejleerÙelee keâeefueoememÙe keâekÙes
efvelÙeb efkejepeles~ DeLee&le YeejleerÙelee kesâ meYeer leòke
cenekeâefke keâeefueoeme kesâ keâekÙe ceW heefjueef#ele nw~
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Abstract :

Motherhood in Indian society is glorified as the highest form of unconditional
love. Yet, for many transgender individuals, the mother becomes the first enforcer of
silence and shame. A. Revathi’s autobiography The Truth About Me: A Hijra Life
Story (2010) exposes this contradiction with painful clarity. Born Doraiswamy in Tamil
Nadu, Revathi narrates how her mother’s neglect, ritual humiliation, and complicity
in patriarchal violence shaped her early life. The mother’s silence is revealed not as
neutrality but as a form of epistemic violence that erased Revathi’s voice and agency.
Drawing on Gayatri Spivak’s theory of subaltern silencing, Judith Butler’s notion of
gender performativity, and feminist discourses on motherhood, this paper analyzes
maternal oppression as depicted in Revathi’s text. It argues that Revathi’s narration
dismantles the sacred aura around motherhood by exposing it as a site of control,
thereby reclaiming speech for the silenced subaltern.

Keywords :

Transgender, motherhood, subaltern, oppression, hijra, feminism.

1. Introduction :

In the Indian imagination, the mother
is revered as a divine figure who nurtures,
protects and sacrifices for her children. From
mythological figures such as Kunti, Kau-
shalya, and Yashoda to cultural proverbs
that equate mother with God, motherhood
is coded as sacred. However, transgender

autobiographies disrupt this idyllic image
by revealing mothers who fail to accept,
love, or even protect their children.

A. Revathi’s The Truth About Me : A
Hijra Life Story stands as a poignant testi-
mony of such betrayal. While society at
large stigmatized her feminine behavior,
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it was the silence and violence of her mother
that cut deepest. Instead of offering shelter
from patriarchal and heteronormative pre-
ssures, Revathi’s mother mirrored them,
becoming complicit in rituals and punish-
ments that sought to erase her child’s
identity.

This paper focuses on the maternal role
in Revathi’s memoir, positioning it within
feminist theory and subaltern studies. It
interrogates how maternal neglect, comp-
licity and silence become central mechani-
sms of transgender oppression, and how
Revathi transforms this pain into a counter-
narrative of resistance.4

2. Theoretical Framework :

The analysis draws on three inter-
connected frameworks :

� Spivak’s Subalternity : Gayatri
Chakravorty Spivak’s Can the Sub-
altern Speak? (1988) interrogates how
marginalized voices are systematically
silenced. Revathi’s narrative demon-
strates how her mother, instead of
amplifying her child’s voice, became
an active agent in muting it. When
Revathi longed to express her gende-
red identity, her mother’s response
was not dialogue but silence- a silence
that reinforced cultural stigma.

� Butler’s Gender Performativity :

Judith Butler (1990) argues that gender
is not innate but performed through
repeated acts within regulatory frame-
works. Revathi’s childhood acts of
sweeping, drawing kolams, or wear-
ing skirts were attempts to perform
her femininity. However, these acts
were dismissed by her mother as mere
play, reinforcing the heteronormative
frame that denied gender variance.

� Feminist Critiques of Motherhood

: Scholars have emphasized that
motherhood, often idealized, can also
function as a disciplinary institution.
Within patriarchal societies, mothers
often enforce conformity to gender
and cultural norms. Revathi’s mother
exemplifies this contradiction: embo-
dying the role of cultural guardian rather
than unconditional nurturer.

Together, these frameworks allow us
to situate Revathi’s personal trauma within
larger structures of silence, performativity,
and maternal control.1,2,3

3. Maternal Neglect in Childhood :

From a very young age, Revathi gravi-
tated toward feminine behaviors. She
enjoyed “helping with household work,
sweeping the yard, and drawing kolams.”
She often wore her sister’s clothes and des-
cribes how she “walked like a shy bride,
in a skirt and blouse”.4  These moments
represented not only play but a profound
articulation of her gender identity.

Yet, her mother dismissed these signs
as trivial. She believed that Revathi would
“grow out of it with age”. Such neglect
denied Revathi the possibility of early
recognition and affirmation. Instead of
naming and validating her daughter’s
difference, her mother erased it through
silence. This initial stage of maternal
neglect planted the seeds of alienation.

4. Complicity in Patriarchal Violence :

Neglect soon escalated into compli-
city in outright violence. When Revathi’s
brothers discovered her cross-dressing,
they beat her mercilessly with a cricket
bat. Revathi recalls, “I was beaten black
and blue for daring to wear women’s
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clothes.” 4What makes this assault even
more painful is not merely the blows of
her brothers but the silence and sanction
of her mother. Instead of intervening to
shield her child, the mother aligned herself
with the perpetrators, framing the violence
as corrective.

Revathi remembers her mother’s chi-
lling words in that moment: “Beat his
bones, otherwise he will never change.”
4This command transforms maternal care
into an instrument of discipline. The phrase
“beat his bones”4 reveals the intensity of
the desire to eradicate difference, to crush
femininity out of the body itself. What was
perceived as deviance had to be inscribed
with pain until the subject yielded to
heteronormativity. Here, the mother ceases
to be protector and becomes the first
enforcer of patriarchal order within the
domestic sphere.

This moment marks a devastating
rupture in the cultural image of mother-
hood. In Indian society, the mother is often
idealized as shakti, a symbol of uncondi-
tional love and sacrifice. Yet Revathi’s
narrative demonstrates how this symbolic
motherhood is fractured by the weight of
cultural shame. The mother, fearing
dishonor and social stigma, repositions
herself as guardian of tradition rather than
advocate for her child. In this sense, she
embodies what Gayatri Spivak terms
epistemic violence: the active denial of her
child’s truth, legitimizing physical brutality
as a means of silencing.

Thus, complicity in patriarchal violence
is not a passive omission but an active
choice. By siding with her sons, Revathi’s
mother institutionalizes violence within
the family, normalizing it as a necessary

corrective. For Revathi, the betrayal was
twofold : she was physically brutalized by
her brothers and emotionally abandoned
by her mother. What should have been a
sanctuary became the first site of rejection,
where maternal love collapsed into comp-
licity with oppression.

5. Religious Humiliation and Mater-

nal Betrayal :

Perhaps the most haunting episode in
Revathi’s memoir is the tonsuring ritual
at the Samayapuram temple. Revathi was
forcibly taken there by her mother and
brothers. She writes :

“This act of having my hair cut caused
me immense pain, even more so than the
physical beating I had endured from my
brother earlier.”4

Here, maternal betrayal reaches its
peak. By enforcing ritual erasure, Revathi’s
mother not only denied her daughter’s
femininity but also aligned religious
authority with domestic control. The
sacred temple becomes a site of violence,
and the mother becomes its enforcer.

6. Silence as Epistemic Violence :

Revathi repeatedly emphasizes that
her family never asked about her struggles
or gave her space to articulate her feelings.
She laments :

“Nobody from my family was there
to ask about my issues or offer support
for such a troubled child and her gender
crisis. I was all alone in my fight for
identity realization.”4

This silence is not passive; it constitu-
tes what Spivak calls “epistemic violence”
- a refusal to acknowledge the existence
of the other’s knowledge and voice. By
refusing to listen, her mother actively
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erased her daughter’s identity, contribu-
ting to the cycle of alienation.

7. Resistance Through Autobiogra-

phy :

Despite maternal silence, Revathi rec-
laims voice through her autobiography. By
narrating her own story, she resists the
erasure imposed upon her. Revathi’s text
dismantles the sacred aura around mother-
hood, showing that mothers, too, can
perpetuate violence. Her narrative becomes
an answer to Spivak: the subaltern can
speak, not through familial permission but
through self-authorship.

8. Conclusion :

Revathi’s autobiography lays bare the
uncomfortable truth that oppression begins
at home. Her mother, instead of embodying
unconditional love, enacted silence, comp-
licity, and betrayal. Maternal authority here
functioned as an extension of patriarchal
and cultural policing, transforming the

sacred figure of the mother into an agent
of violence.

By highlighting these dynamics, this
paper insists on a re-evaluation of mother-
hood within feminist discourse. To truly
protect transgender children, motherhood
must be redefined as radical acceptance
rather than cultural enforcement. Revathi’s
voice, carved out of maternal silence, stands
as a testament to resilience and the transfor-
mative power of testimony.
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