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l Ei kndh; ---

oÙkZeku ; qx foKku vkSj rduhd dk ; qx gS A dyk, ¡ vuUr gSa vkSj rduhd us l Ei w.kZ yksd
esa O; kIr dykvksa i j  Hkh v i uk i zkekf.kd i zHkko Mkyk gS A fodkl  gekjk ewy vfèkdkj gS vkSj ge
fodkl ' khy i fjos' k esa t h jgs gSa t gk¡ vkxs c<+us gsrq gj l EHko i z; Ru fd,  t k jgs gSa A bl  gksM+ esa
ge i hNs ugha jguk pkgrs A i fj .kker% pkgs&vupkgs vFkok t kus&vut kus gj i fjoÙkZu dks v i ukrs pys
t krs gSa A ; | fi  i fjoÙkZu i zdf̀r dk fu; e gS] vkSj ; g i fjoÙkZu gekjh i zdf̀r cu t krk gS A bl  rduhdh
fodkl  us fo' o Lrj  i j  gekjh i gpku cuk; h gS A l axhr dk {ks=k Hkh bl l s vNwrk ugha jgk A bl dk
i zHkko dgha l dkjkRed gS rks dgha v i sf{kr ugha Hkh gS A rduhdh l keF; Z dh i zxk<+rk us gesa i wjh nqfu; k
l s t ksM+ fn; k gS rks vui sf{kr l aLdf̀r dks Hkh c<+kok fey jgk gS A yksd&l aLdf̀r i k' pkR;  dk vuqdj.k
dj jgh gS vkSj u pkgrs gq,  Hkh gekjh ewy èkjksgj] l aLdf̀r] xhr&l axhr i j  bl dk i zHkko i M+ jgk gSA
gekjs ns' k esa yksd dh v l a[ ;  èkqusa gSa A dksbZ , sl k vol j  ugha ft l ds xhr u gkas vkSj gj i zkar dh euksje
èkqusa bu xhrksa ds l kfgR;  dks t hoUr l èf¼ i znku djrh gSa A ; s xhr vkSj ; s èkqusa gekjs jx&jx esa fo| eku
gSa A dksbZ cukoVhi u ugha] i w.kZr% ; FkkFkZ gS A bu xhrksa ds l kFk l axr ds ok|  Hkh yksd&jaxh gSa] budk
oknu] i zLrqfrdj.k yksd&jaxh gS A bu xhrksa vkSj bl ds l axhr esa] t c Hkh l qusa] gj ckj uohurk dk gh
vkHkkl  gksrk gS] ft l l s gesa gj ckj uohu Åt kZ feyrh gS A ; s gekjh l aLdf̀r ds l aokgd vkSj l aj{kd
gSa A fdl h Hkh yksdxhr dks l qudj ge rqjUr vuqeku yxk ysrs gSa fd ; g xhr veqd {ks=k ok veqd
i zkUr dk gS] ; s gekjh i gpku gSa A ; s xhr eap ds ugha gSa] ; s rks yksd i fjos' k esa gh i zLrqr fd,  t krs
gSa] pkgs og gekjk nSufUnu l aLdkj gks] i oZ&R; kSgkj gks] df̀"k dk; Z gks vFkok vU;  A

gekjs ns' k Hkkjro"kZ ds vyx&vyx i zkUrksa esa cksyh t kusokyh vyx&vyx cksfy; ksa esaxhr&l axhr
dh yksd NVk, ¡ gesa vkdf"kZr djrh gSa A l gt  dkO; kRed xs;  rÙoksa l s vkPNkfnr yksd xhr l eLr
ykSfdd t hou dks i zHkkfor djrs gSa A yksd&Hkk"kk ds ; s xhr gekjs eu esa cjcl  cl  t krs gSa A , sl s
xhr v i uh l jy] l gt  vkSj eèkqj vfHkO; fDr ds dkj.k yksdfi z;  Hkh gksrs gSa A ; s xhr ' kuS%&' kuS% yksd
t hou esa ?kqy&fey t krs gSa] yksd dk l gkjk cu t krs gSa A v l a[ ;  vuqHkwfr; ksa] vufxur Hkkoukvksa dk
l Ecy gksrs gSa ; s yksd xhr A feyu&fojg] g"kZ&fo"kkn] l q[ k&nq%[ k vkfn l esVs gq,  gSa ; s A ; s xhr v i us
yksd l kfgR;  esa eèkqj èkquksa ds dkj.k i zk.koku gSa A budh èkquksa esa yksd&t hou ds vUr%dj.k dh vkgV
l fUufgr gSA èkquksa esa l kfgR; kuqdwy Hkkoukvksa dks fi jks; k x; k gS A yksdxhrksa ds i zk.k budh èkquksa esa gh
O; Dr gksrs gSaA ; s èkqusa gekjs vUreZu rd l ek t kus dh {kerk j [ krh gSa A bu xhrksa dh yEch ; k=kk gS]
i qujfi  eèkqjrk vkSj rkt xh esa v| ru vUrj fn[ kkbZ ugha i M+rk A ; s xhr gekjs ns' k ds foHkUu Hkkxksa rd
gh l qi zfl ¼ ugha gSa_ cfYd ns' k dh l hek ds i kj Hkh ; s [ kwc i zpfyr gSa] [ kwc i l Un fd,  t krs gSa A

yksd ds ; s xhr&l axhr gekjh l kaLdf̀rd l Ei nk gSa A yksd&èkquksa l s gekjs ' kkL=kh;  l axhr dh
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mi t  ekuh xbZ gS] mi ' kkL=kh;  l axhr esa bu yksd èkquksa dh v i uh i SB gS vkSj fi QYe l axhr us rks budk
Hkji wj mi ; ksx fd; k gS A bu yksd&l Ei nkvksa dh fofoèkk ds ewy : i  dks l gst us dh vko' ; drk gSA
buds l aj{k.k gsrq bu yksd xhrksa vkSj yksd èkquksa dk vadu vko' ; d gS A vufxur ' kksèk&vkys[ kksa] ys[ kksa]
l Ei knuksa] O; k[ ; kuksa vkfn ds l axzg.k }kjk NksVs&NksVs : i ksa esa rS; kj djrs gq,  vkaf' kd gh l gh] bl s i w.kZrk
nsus gsrq ge vxzl j  gks l drs gSa A

yksd xhrksa ds l kfgR; ] èkqu vkSj l axhr&l a; kst u esa l gt rk dh i jkdk"Bk ml s f' k[ kj rd i gq¡pkrh
gS A bl ds i z.ksrk vuqHko vkSj Hkkouk&t U;  jpukdkj gksrs gSa i j  os vKkr gSa] v | ru A bu xhrksa esa
Hkkoukvksa dks fi jks; k x; k gS] vkSj t ks Hkh bl s l qu jgk gS vFkok xk jgk gS] og bl l s vuk; kl  t qM+ t krk
gS] ekuks ml h dh dgkuh gks A fu' Ny '̂ kCnkofy; k¡* jkse&jkse dks i qyfdr dj nsrh gSa A èkquksa esa
L̂ojkofy; k¡* i nkuqdwy j l  l s vksr&i zksr gksrh gSa A ; g mRd"̀V dk; Z l ekt  dk og oxZ djrk gS ft l s
yksd&' kCnkFkks± esa v̂ f' kf{kr* ; k x̂zkeh.k* dgk x; k gS A f' kf{kr rks ogk¡ ' kkL=k&l Eer O; kdj.k <w¡<+rs gSa]
; | fi  yksdxhrksa dh i gpku muds jpukRed rÙoksa dh fof' k"Vrk vkSj l qj&y; &rky dh O; oLFkk gh gSA
t kus&vut kus ; Fkkl EHko i fjoÙkZu Hkh ǹf"Vxkspj gksrk gS A f̂Ø, fVfoVh* bl dh l gt rk] fu' Nyrk] l kSE; rk
vkfn dks i zHkkfor djrh gS A rc ml dh ewy Hkkouk, ¡ vkgr gksrh gSa A vkSj] oÙkZeku esa ; g vuk; kl
fn[ kkbZ nsrk gS A , sl s i z; ksx l s yksd ds xhr&l axhr dh fut rk esa i fjoÙkZu gks t krk gS ft l l s yksd&l Ei nk
vl qjf{kr gksus yxrh gS A

fodkl  ds Øe esa bu xhrksa us Hkh fodkl &ekxZ l s gksrs gq,  eapksa rd dk l i Qj r;  fd; k gSA
eaph; &O; oLFkk esa gesa xhr&l axhr dk vkuUn rks i zkIr gksrk gS i jUrq ml  fu; r ykSfdd i fjos' k dk
vHkko l oZnk vuqHkwr gksrk jgrk gS A i qujfi  bu xhrksa dks foLrkj feyk gS foKku vkSj i zkS| ksfxdh ds }kjkA
eaph; &i zl kj.k&ekè; eksa us bu xhrksa dks , d {ks=k l s nwl js {ks=k rd dk foLrkj fn; k gS A èkhjs&èkhjs bu
xhrksa dk èoU; adu gksus yxk] dSl sV] l h-Mh- vkfn esa eqfnzr gks ?kj&?kj xw¡t us yxs A vkdk' kok.kh] nwjn' kZu]
vusdkusd pSuyksa vkSj vc l ks' ky ehfM; k bu xhrksa l s vkPNkfnr gSa A bl s l qudj ge , d&nwl js {ks=k
ds yksd xhr vkSj yksd l aLdf̀r; ksa l s i fj fpr gks jgs gSa A gj i zkUr dh yksd i jEi jkvksa l s ge voxr
gks jgs gSa A gekjk l kaLdf̀rd vknku&i znku gksrk gS vkSj bu xhrksa dk l aj{k.k&l ao¼Zu gksrk gS A ; g i zpkj
dk O; kol kf; d ǹf"Vdks.k Hkh gS A ysfdu bl dh i zLrqfr esa fxjkoV Hkh vkbZ gS A bl dk ykSfdd : i
ŷksdfi z;  l axhr* esa i fjofrZr gks x; k gS A bysDVªkWfud ok| ksa us bl ds : g dks Hkh i zHkkfor fd; k gS
ft l ds dkj.k yksd ok|  foyqIr gks jgs gSa A ; | fi  bl ds O; kol kf; d ǹf"Vdks.k us vkèkqfud oS' ohdj.k
ds nkSj esa i ; ZVu dks c<+kok fn; k gS ft l l s vkfFkZd l ' kÙkQrk ds dkj.k jkst xkj ds vol j  Hkh i zkIr gks
jgs gSa A vk' k;  ; g gS fd l e;  ds l kFk i fjoÙkZu vko' ; d gS vkSj bl s Lohdkj fd; k t kuk pkfg,  A
; nk&dnk i jEi jkxr ǹ<+rk gesa fodfl r gksus esa ckèkk Hkh Mkyrh gS A i fjoÙkZu vkSj rduhdh fodkl
ds dkj.k vkt  ge reke : f<+; ksa l s ckgj fudydj jk"Vªh;  vkSj vUrjkZ"Vªh;  yksd dykdkjksa] fpUrdksa]
fopkjdksa] fo' ks"kKksa ds l kFk l axksf"B; ksa esa yksdi jd fo"k; ksa i j  xhr&l axhr ds l kFk&l kFk fopkjksa dk
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vknku&i znku dj i k jgs gSa A {ks=k&fo' ks"k ds euhf"k; ksa ds mn~xkj fopkj&eaFku ds fy,  i zsfjr djrs gSa A
; g l ksís' ;  fgrdkjh fo"k;  gS ft l  i j  vkt  fo}ku~ fpUru' khy gSa] yksd ds dykdkj fujUrj v i uh
l aLdf̀r ds l aj{k.k&l ao¼Zu gsrq i z; Ru' khy gS A

xr fnuksa t ; i qj] jkt LFkku esa Universtiy Rajasthan College, University of Rajasthan, Jaipur
vkSj Indian Council of Social Science Research, New Delhi ds l a; qÙkQ rÙokoèkku eas fnuakd 3&4
vxLr 2023 dks 'Folk Songs : The Soul of Indian Culture and The Impact of Technology' (FSIT-
2023) fo"k; d vUrjkZ"Vªh;  l axks"Bh dk egÙoi w.kZ vk; kst u fd; k x; k ft l esa vUrjkZ"Vªh;  Lrj  ds
fo"k; &fo' ks"kKksa us fo"k;  dks t hoUr : i  fn; k A bl  l axks"Bh esa vkeaf=kr ' kksèk&i =kksa esa l s p; fur
' kksèk&i =kksa dks L̂rkse* ' kksèk&i f=kdk esa i zdkf' kr djus dk vk; skt u l fefr }kjk fu.kZ;  fy; k x; k]
i f=kdk&l fefr bl  gsrq bl  l axks"Bh ds vk; kst u l fefr ds i zfr ân;  l s l knj vkHkkj i zsf"kr djrh gSA
egÙoi w.kZ fcUnq ; g gS fd , sl s vk; kst uksa ds ' kksèk&i =k cgq&fo"k; h gksrs gSa] vusdkusd mYys[ kuh;  vkSj
egÙoi w.kZ rF; ksa l s ge voxr gksrs gSa] ; g dqN p; fur ys[ kksa rd gh l hfer ugha gks l drk A yEch
Ük̀a[ kyk gks t k, xh] Hkkjr esa , sl h ògn~ yksd i jEi jk gS xhrksa dh A i qujfi ] i zdkf' kr ' kksèk&i =kksa l s Kkuo¼Zd
l kexzh vo' ;  i zkIr gksxh A ojh;  ys[ kdksa dk fpUru Lokxr ; ksX;  gS] ; qok&fpUru l jkguh;  gS A vki
l Hkh dks cgqr&cgqr cèkkb; k¡ A

L̂rkse* ds bl  fo' ks"kkad&2 dks mRd"̀V cukus gsrq l Ei knd&e.My }kjk gj l EHko i z; Ru fd; k
x; k gS A ckj&ckj ds i z; Ruksa ds ckot wn =kqfV; k¡ l EHko gSa i jUrq i zcq¼ i kBdksa dh ǹf"V mYys[ kuh;
fcUnqvksa gsrq gesa vo' ;  i zksRl kfgr djsxh] , sl h vk' kk gS A

( yko. ;  dhfrZ fl ag d̂kO; k*)
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Introduction
India’s rich cultural heritage can be

thought of as a big and lively artwork, woven
with ancient traditions, deep philosophies, and
various ways people express themselves. The
Vedas, far from being mere historical texts, serve
as a comprehensive record delineating the
societal structures and systems that characterized
the lives of the people. These sacred texts
articulate the human experience, encapsulating
the emotions and choices made by individuals in
their pursuit of spiritual contentment, ethical
principles, and a fulfilling existence. Within the
pages of the Vedas, elements such as mantras,
hymns, praises, and prayers act as guiding
principles, offering insights on how to lead a life

Indian Folk Music in the Digital Era : Balancing Tradition and Technology for the Pure Cultural Essence
(Editorial Article)

Dr. Amanpal Singh** Dr. Anshu Verma*

Abstract
Indian folk music, deeply rooted in cultural values, embodies ‘Vasudhaiva Kutumbakam,’
emphasizing communal well-being and serving as a conduit for mutual reconciliation,
reflecting the spiritual and material facets of Indian philosophy. In the social fabric, folk
arts epitomize inner beauty, values, and cultural happiness, with folk music offering
insights into social backgrounds. Preserving and globalizing this cultural essence demands
contemplation and technological innovation in instruments, sound, recording, media, and
stage performances. While technology aids in exhibition and preservation, it falls short in
recreating the authentic ambiance between the audience and performer. Ensuring
continuity requires collective efforts, emphasizing the protection and presentation of folk
arts. Balancing modernity with tradition poses a challenge in leveraging technology
without compromising the authenticity and intimate connection inherent in Indian folk
music.

Key words : Folk Music, Technology, Folk Songs, Cultural Preservation, Indian traditions.
Methodology : The article discusses technology’s role in preserving and disseminating this cultural heritage,

acknowledging both its merits and limitations. It underscores the potential loss of collective
essence in the digital age, where individualism may overshadow the communal nature of folk
traditions. Navigating these challenges is crucial for preserving the authenticity and collective
spirit inherent in traditional folk music amidst the technological revolution. The article also
explores possible ways technology can help overcome these problems and maintain the special
feeling that comes from everyone being connected.

*Department of Music, University of Rajasthan, Jaipur
**Department of Physics, University of Rajasthan, Jaipur

that is grounded in reality yet infused with
profound spiritual significance (Dalal, 2014). To
recall these elements in rythem is the music and
one of the important arts to live the life smoothly.

Art, which is like humans expressing
themselves, is a way to show how we’re all trying
to have a happy and meaningful life. Music,
especially, is super special because it tells the
story of a society through its tunes, beats, and
stories (Shrivastva, 2002). At the core of this
cultural expression is folk music, a kind of art
that’s deep-rooted in communities. Folk music,
along with other folk arts, are what ties
communities together, showing off their values,
rituals, and traditions. Folk music is a great
example of how these traditions live on. It’s like



Lrkse 2024 ¼fo'ks"kkad&2½

[ 2 ]

a timeless message that carries the heart and
soul of Indian culture from one generation to the
next (Cohen, 2006). Far from being against social
stuff, these expressions are actually based on
the values, rituals, and traditions of different
groups of people, creating a big picture that says
a lot about a country’s culture. Indian folk music,
in particular, gets its power from being connected
to real life, thanks to the artistic expressions
happening in society. This link between Indian
folk traditions and life values is super deep,
capturing the idea that the world is like one big
family ‘Vasudhaiva Kutumbakam’. This belief
makes life go smoothly and puts Indian culture
on the world map for its values and spiritual
strength. The cool stuff about our culture gets
passed on through various folk arts like dance,
music, drama, crafts, and literature (Verma,
2020). However, in the modern world, technology
is changing everything, from the way we talk
and move to how we learn, listen to music, and
practice our beliefs (Verma, 2023).

This research article seeks to explore
the intricate relationship between Indian folk
music, a carrier of cultural values, and the
transformative effects of technology on its
preservation with its pure form and
dissemination. In the digital era, where the world
is at our fingertips, it becomes imperative to
examine how technology shapes the presentation
of folk songs and the preservation of their
inherent cultural rhetoric. This exploration not
only reveals the potential of technology in the
propagation of cultural treasures but also raises
critical questions about its impact on the
authenticity and essence of these age-old
traditions. Addressing the shift from oral
persuasion to digital rhetoric, the article
underscores the need to preserve the authentic
spirit of folk music and traditions when presented
in digital formats. It calls for collective efforts to
bridge the gap between technology and the

intimate relationship between the listener-
spectator and presenter.
Discussion
a) The essence of Indian folk music
and its cultural significance in its pure form :
Folk music is like a cultural time capsule, deeply
embedded in the history of communities and
countries. Keeping it pure is crucial because it
helps us hold onto our roots, passing down
cultural values, stories, and traditions through
generations. Authenticity is a cornerstone of folk
music, maintaining its grassroots origins and
shielding it from outside influences (Baumann,
1999). These songs also serve as historical
records, offering insights into past societal
conditions. Preserving their purity ensures an
accurate transmission of historical perspectives.
Folk music’s artistic integrity lies in its simplicity,
sincerity, and emotional expression. By
safeguarding its purity, we sustain these qualities
against commercialization or mainstream dilution
(Dogra, 2019). With its diverse global
expressions, folk music celebrates cultural
uniqueness, contributing to the global spectrum
of diversity. Moreover, as an educational tool,
folk music teaches future generations about their
roots, history, and ancestral artistry.
b) Challenges posed by technology for
the folk music: In the contemporary world,
technology significantly shapes the landscape of
music, society, and culture. It influences how
artists create and audiences access music
through digital tools and online platforms,
sparking concerns about authenticity and the
blend of traditional and new elements in our
broader culture. Despite its transformative
impact, technology’s role in folk music
preservation brings both opportunities and
challenges. While it facilitates the conservation
and presentation of folk music, it also poses risks
to the purity and collective spirit of traditional
traditions (Belz, 1967).
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Keeping traditional folk music alive in

the digital era comes with a bunch of problems,
and each one is pretty important. The biggest
issue is that there’s a real danger of losing the
true, original feel of folk music when we try to
save it digitally. Things like how traditional
instruments sound, the way people talk in
different regions, and the stories passed down
through talking rather than writing are super
important for folk music, but they often don’t
come across well in digital versions (Bohlman,
1988). The result could be that, without meaning
to, we end up changing things and losing the real,
authentic vibe of these musical traditions when
we put them online. Even though the digital age
lets folk musicians connect with people all over
the world, it also brings up worries about making
folk music too commercial and standardized
(Dinh, 2023). The pressure to fit in with what’s
popular on digital platforms might make all the
different regional styles start to look and sound
the same, erasing the special cultural bits that
make each folk tradition unique (Khe, 1977).

Simultaneously, the shift towards
individualism in the digital age poses a profound
challenge to the collective spirit inherent in
traditional folk music. The personalized
consumption of music through digital devices
diminishes the communal experience of gathering
around a live performance, risking the erosion
of the sense of community and shared cultural
identity associated with folk music
(Harmonygatherer, 2020). While technology
facilitates widespread accessibility to folk
music, it runs the concurrent risk of divorcing
the music from its cultural context. Digital
platforms often present folk music in a globalized,
decontextualized manner, potentially limiting a
holistic appreciation of the music’s cultural
nuances, rituals, and historical significance. The
digital divide, exemplified by unequal access to
technology and the internet, compounds the
complexity of folk music preservation efforts.

Certain communities may find themselves
excluded from the digital landscape, exacerbating
disparities in the representation and promotion
of diverse folk music genres. Furthermore,
quality and fidelity concerns arise as digital
platforms, while providing convenient distribution,
may struggle to fully capture the richness and
subtleties of traditional folk instruments and vocal
techniques.

Compression algorithms and the
limitations of digital audio formats pose a threat
to the overall listening experience, potentially
compromising the nuanced nature of the music
(Marina, 2000). The digital era brings forth
intricate issues related to copyright and
ownership of folk music recordings. The ease
of replication and distribution on online platforms
raises questions about who holds the rights to
these digital representations, with potential
disputes and legal challenges threatening the open
sharing and preservation intentions (D’Agostino
ME, 2020). Lastly, digital platforms introduce a
tangible distance between performers and
audiences, impacting the intimate, personal
connection intrinsic to live folk music
performances. The immediacy and shared
experience of witnessing a live performance are
often lost in the digital realm, resulting in a
diminished emotional resonance and communal
bonding associated with traditional folk music.

While technology offers unprecedented
opportunities for the preservation and display of
folk music, it necessitates a careful balancing
act. Mitigating these challenges requires a
nuanced approach that values the authenticity
and collective spirit of traditional folk traditions,
ensuring that technology serves as a tool for
enrichment rather than a threat to the essence
of this cultural heritage.

c) Preserving purity of folk traditions
in the modern era: Recognizing the
indispensable role of technology in preserving
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and disseminating folk traditions, the article
advocates for collective efforts to ensure the
continuity of these cultural treasures. It discusses
the limitations of technology in capturing the
essence of the relationship between the audience
and the performer. To address the challenges
posed by technology in preserving and
transforming the pure form of folk music, in
addition to social,  governmental,  and
administrative support, various technological
interventions can be considered.

i. Improved transducers with high audio
frequency bandwidth : Enhanced
transducers featuring an expanded audio
frequency bandwidth play a pivotal role in
tackling the Loss of Authenticity in folk
music. To preserve the inherent richness
and nuances, it is imperative to embrace
advanced audio recording techniques and
cutt ing-edge equipment. Addressing
concerns related to Quality and Fidelity,
progress in high-resolution audio
technologies is pivotal (Staff, 2007; Cseh,
2022). This exploration enables the capturing
of the intricate details of traditional
instruments and vocal techniques, ensuring
a faithful representation.  Crucially,
collaboration with seasoned audio engineers
and traditional music experts becomes
essential in the development of industry
standards. These standards are instrumental
in preserving the highest quality in digital
folk music recordings, further fortifying the
authenticity and fidelity of the cultural
heritage encapsulated in the music.

ii. Artificial intelligence (AI) tools and cell
phone apps: Incorporating AI tools and
mobile apps are instrumental in addressing
the preservation of folk music authenticity.
The utilization of AI-driven tools may be
crucial for the meticulous digitization of
regional dialects, ensuring the faithful

representation of traditional instruments and
oral storytelling (Micheloni et al, 2017).
Moreover, the integration of blockchain
technology serves as a means to establish
transparent compensation models. This
empowers folk musicians by providing them
control over the commercialization of their
content. To further support this, the creation
of government-funded free apps and digital
platforms is recommended. These platforms
should emphasize a variety of regional styles
and provide customized playlists, thus
actively contributing to the preservation of
cultural uniqueness within folk music.

iii. VR and AR technology: In navigating the
dynamic between Individualism and
Collective Spirit, the integration of Virtual
Reality (VR) and Augmented Reality (AR)
technologies emerges as a pivotal strategy
(Danielsen, 2016; Cesare, 2021). These
technologies offer the capability to simulate
communal live performances, thereby
cultivating a profound sense of togetherness
among digital music consumers. The
development of interactive online platforms
is equally crucial, as they actively
encourage audience participation during
virtual folk music events. This not only
enhances the overall experience but also
contributes significantly to strengthening the
communal bond inherent in the appreciation
of folk music in the digital realm.

iv. Quantum entanglement and algorith of
the folk music: When we look at how
quantum entanglement and computer
programs affect folk music, it’s important
to make sure that everyone can understand
and appreciate it, while also respecting its
cultural background. To do this, we use
special computer programs that help us find
and share folk music in a way that includes
information about its cultural meanings,
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traditions, and history. Working together
with experts who know a lot about the
culture behind the music is really important.
By creating online collections of folk music
with their help, we make sure that people
can learn about and enjoy folk music while
also understanding its cultural importance.
This mix of computer tools and human
knowledge helps make folk music more
accessible to everyone while still honoring
its deep cultural meaning.

Quantum entanglement, extensively
studied in the realm of quantum mechanics,
offers a metaphorical lens when applied to
music, straying from a direct implementation
of quantum principles. In the musical
context, the term “quantum entanglement”
metaphorically encapsulates the
interconnection and correlation among
various elements in a musical composition
or performance, resonating with the
correlated states observed in entangled
particles. This metaphorical application
extends to the interconnectedness of
musical elements such as melody, harmony,
rhythm, and dynamics. Moreover, the
collaborative nature of the folk musical
performances draws a parallel to the
entangled behavior of quantum particles,
where individual artists contribute to a
unified musical outcome through
interconnected interpretations (Halpern,
2014; Condie, 2015). The emotional
resonance in music, akin to the mysterious
connection in quantum entanglement,
transcends boundaries, evoking emotions
and establishing a profound connection
between the listener and performer. The
creative process of composing or
improvising music mirrors the entanglement
of different musical motifs and ideas as they
evolve and intertwine.

v. Digital literacy related to copyrights and
the transmission of the folk music : Think
of it like a super-secure and transparent
record-keeping system that makes sure no
one messes with who owns what. To protect
pure form of the folk music, the digital
copyright of its pure form is necessary. This
helps a lot in protecting the songs and music
made by folk musicians on the internet. It’s
also really important to have fair rules for
using this music online, which is where
standardized licensing agreements come in.
These agreements act as a kind of safety
net, making sure folk musicians get treated
fairly in the online world. All of this work
helps create a fair and even playing field
for digital music. At the same time, we need
to make sure everyone, especially those in
areas with fewer resources, can get on the
internet and know how to use it. Working
together with community groups can make
this happen; making sure folk musicians
from all sorts of backgrounds can be part
of the digital world. This way, we’re not
just fixing tech problems, but also helping
communities become more connected in the
digital age.

vi. Improvement in personal connections :
In the last but not the least, to enhance
personal connections, it’s essential to explore
live-streaming technologies that enable real-
time interaction between performers and
audiences. Integrating social media
platforms further facilitates direct
communication between folk musicians and
their audience, fostering a more personal
and engaging digital experience.

Conclusions :

In conclusion, this research delves into
the intricate relationship between Indian folk
music, rooted in the profound values of the Vedas,
and the transformative impact of technology on
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its preservation and dissemination. As a carrier
of cultural heritage, folk music serves as a
timeless vessel reflecting the ethos of Indian
society. The exploration of various technological
interventions, such as improved transducers, AI
tools, VR/AR technology, curated content
algorithms, and digital literacy initiatives,
underscores the complexity and potential of
integrating technology into the preservation of
folk traditions. Despite the challenges posed by
technology, including authenticity concerns and
the digital divide, this research emphasizes the
need for a balanced approach that values the
authenticity and collective spirit of traditional folk
music. The proposed interventions aim to enrich
rather than threaten the essence of this cultural
heritage. By fostering collaborative efforts
between technology and cultural preservation,
we can bridge the gap between tradition and
innovation, ensuring the continued vibrancy and
accessibility of Indian folk music in the digital era.
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Study Area

Many Thumris, Folk Songs and Allied
forms were analysed. The Lucknow style of
Thumri is based on Bandish hence it hasnot been
included in the analysis. Rather the exponents
who sang folk-based allied forms along with
Thumri were analysed, like Girija Devi,
Chhannulal Mishra-Banaras, Kameshwar
Pathak-Gaya, Bade Ghulam Ali Khan - Punjab
and Shobha Gurtu. Their recordings were
accessed from social media and private archival
collections. Byattending many Thumri festivals
and analysing some audio and videos, it was
observed that the Thumris and Folk Music of
Uttar Pradesh and Bihar share the dialects to a

Interrelationship of Thumri and Folk Music
Dr. Kulkarni Maneesha** Goswami Anita*

Abstract

The Folk Music of Uttar Pradesh, Bihar, Madhya Pradesh and Punjab greatly influences
Thumri. Moreover, Folk Music of Uttar Pradesh and Bihar is marked deep in Thumri. So,
studying Folk Music while doing an analytical study on Thumri is imperative. The dialects
of Folk Music of Uttar Pradesh and its nearby places can be identified by their names and
origins. But Thumri adopted many dialects from different places. A single composition of
Thumri may contain words of more than one dialect and hence, it is difficult to find the
origin of words in Thumri. This paper also deliberates on finding folk culture, language
and music influences on Thumri. Thus, the study aims to find the origin of Thumri and Folk
Music (in its original form) and understand their mutual relationship. The method of this
study is analytical, based on facts through documents and recordings available. Thumri
brings the reflection of society in a refined way through its unique style. Allied forms come
between Thumri and Folk Music and are a mix of Classical Music and Folk Music
established in a new embodiment. Thumri depends upon both Hindustani Classical Music
and Folk Music for its existence.

Keywords : Thumri, Kaishiki Vrutti, Sringaar Rasa and Janabhasha, Allied Forms, Folk Music,

Research Methodology : Vedic culture is the origin ofIndian Classical Music. Folk Music is the soul of
Indian culture. Right from the Vedic period, Indian music has been passing through a long journey
in different forms. Does Semi-Classical Music have a connection with Folk Music? As Thumri
comes under Semi-Classical Music, it is essential to study the connection among -

Thumri, Allied forms of Thumri, and Folk Music.

*Researcher, University of Mumbai, India
**Guide, University of Mumbai, India

large extent. The melodic aspects of Thumri and
the Folk Music of Uttar Pradesh are similar.
However, the formation of the phrases during
elaboration in thumri is absent in Folk. A few
live informal performances in the villages of
Mathura, Vrindavan, Barsana and Varanasi were
attended as well.

Discussion

Genesis of Indian Semi-Classical Music of
Shringar Rasa :

According to Natyashashtra, in the
Treyta Yug, people were badly affected by
desires, anger and greed. Epics like Ramayan,
Mahabharat, Puransand Natyashastra are all
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referred to as Panchamved. These were
written for the welfare of the people. He wrote
a treatiseand named it ‘Natyaved’. Natyavedis
a discourse on reading, singing, acting and
dancing with emotional expressions. Brahmajee
connected reading with Rigved, singing with
Samved, acting and dancing with Yajurved and
emotions and Rasa with Atharvaved. The
treatise was full ofsermons (upadesh),
knowledge, arts and crafts (Bharat Muni 1951,
3, 8).

Bramhajee first taught ‘Natyaved’ to
Bharatmuni to promote acting. Based on
‘Natyaved’ Bharatmuni wrote Natyashashtra
and trained Gandharvas and Apsaras for the
exercise of Natyashastra. Finally, Bharatmuni,
Gandharvas and Apsarasunitedly categorised
Natyavedinto three parts.

 Natya (drama)
 Nritta (grammar of dance) and
 Nritya (emotion of dance).

According to Bharatmuni, a poetic
composition is required for dance and drama and
it should be suitable for singing also. Dancers
would try acting along with the dancebased on
that composition and finally, it would be ready
for the presentation.

The Origin of Thumri

Thumri is the flagship format of
Shringaar Ras in the present scenario. If we want
to find its origin, we need to track Shringaar Ras.
And Shringaar Ras, as per Bharatmuni, in his
Natyashastra and as explained by Dr. Premlata
Sharma, was linked with Kaishiki Vrutti (one of
the four Vruittis of Nritya i.e. emotions of dance).
It was linked with Kaishiki Vrutti as Kaishiki
stands for “Kesh” or hair which is the ending of
names of many Apsaras which denotes the
behavioural mode of grace and focuses on

abhinaya i.e. drama as taken from Samaveda
and adapted from Apsaras. (Sharma 1963, 2, 3)

According to Bharatmuni, to express the
tender emotions in the poetic compositions,
Madhyalaya was the most favourable laya as
the other two layas – Vilambit and Drut were fit
for Karuna Ras and Vira Ras respectively. Thus,
throughthe ages forms of Kaishiki Vruttihave
been sung in Madhyalay. Thus, Thumri is also
sung in Madhyalay. (Satyanathan 2015, 99)

As per Natyasastra, Prasadini, a type
of Dhruva is believed to be the point of origin of
Thumri, because it is the first form that falls under
Kaishiki Vrutti, and is sung in Madhyalaya.
(Sharma 1963, 2, 5).

While studying the history of Indian
Music, various musical forms and genres of
Shringar Ras Pradhan were found. Forms
such as Hallisak, Charchari, Chalikya, Dombika,
Jhumri, Jangla, Burwa etc. inferred to be the
stages of the evolution of Thumri. (Khunte 2004)

Languages of Thumri

The development of the Folk culture
depends majorly on the languages of the
common people. So, to study both Thumri and
Folk Music, it is important to study the Lingua
Franca.

Dr. Dashrath Ojha explained in his book
“Sangit Kala Vihar”, in August 1959, that up to
the 4th century, people used to talk in Sanskrit,
and some people used to talk in Prakrit a language
which was free from grammar and accents. So,
Prakrit should be considered the only distorted
language that originated from Sanskrit. An
expert on the Prakrit language, Dr. Pishal
said there were four types of Prakrit language
(Shukl, Thumri ki Uttpatti, Vikas Aur Shailiyaan
1991, 76)
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Figure 1

ShourseniPrakrit was divided into two parts.

 The first part was the dramatic and formal
language.

 The second part was the language of the
common people.

The second part was an informal and
domestic language. It was called Janabhasha.
Janabhasha could be found in the literature of
Thumri as well as in Folk Music. Gujrati,
Khariboli and Brajbhasha are the result of the
aberration of Shourseni Prakrit. The poetry and
literature of Braj, Gujrati and Khariboli are the
successors of folk tradition lined up from
Shourseni Prakrit. (Shukl, Thumri ki Uttpatti,
Vikas Aur Shailiyaan 1991) (P. S. Jain 1990, 5,6)

Figure 2

Origin of Folk Music

The earliest record of Indian Folk Music
was found in the Vedic literature during 1500
BC.

There is a mention of Natyadharmi and
Lokdharmi drama in Natyasastra. The trends
of Natyadharmi and Lokdharmi can be found
in the 8th chapter of Panini’s Upanishad and also
in Mahabharata.  Natyadharmi  is the
presentation of dance and drama where as
Lokdharmi simulates the natural way of life.
Lokdharmi dramas are related to the music of
simple, uncultured and unpolished people in
society. We can relate Folk Music to Lokdharmi
drama. That means Folk Music has its own origin
and tradition. (S. Jain 2014, 4).

The words of Loksangit are found in
the shlokas of Rigved. It is evident from ritual
songs like marriage and Yagnas. This song was
referred to as Gathas. These gathas were sung
in the association of folk tunes and gradually took
the shape of folk songs. (S. Jain 2014, 7,8),
(Upadhaye 1960, 389-393). Evidence was found
in Valmiki Ramayan also.(S. Jain 2014, 8).

Folk Music is the manifestation of
simplicity, so-called uncultured heritage and the
identity of the common people of rural
background. The literatureof Folk Music is
conveyed orally to society, generation after
generation by the common people. According to
Hindi Sahitya Kosh, Folk songs might start with
two or four small lines but mostly were multiplied
in numbers verbally after an accumulation of
years. (S. Jain 2014, 8).

There are some dialects in Folk Music
such as Brajbhasha, Bundeli, Kannauji, Bhojpuri,
Khadiboli, Magadhi, Magahi, Baghel,
Chattisgadhi etc. Folk Music of India includes
devotional stories based on Lord Ram and Lord
Krishna. The stories based on festivals, rituals
and seasons are the prominent themes of Folk
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Music. Folk Music was created by people who
worked rigorously and continuously. To lighten
the burden, they sing and hum anything that
comes to their mind. Other stories like a woman’s
love for her husband, a woman’s jealousy for
another woman in her husband’s love life, the
sequences of a girl leaving behind her own family
after marriage, attachment to jewellery,
separation of brother and sister, a proud historical
story of a hero, a story of a reunion of two lovers
etc. are also found. Thus, Folk songs can be
identified with three characteristics:

l The song that prevails through common
people.

l The song that is made and composed by
unknown people for a common reason.

l The themes that relate to different situations
of the common people or epics.

Folk Music originated in Chhattisgarh
and its neighbouring areas of Madhya Pradesh,
Andhra Pradesh and Orissa and prevailed with
the culture and rituals of society. It is believed
that Pandavani was the first form of Folk Music
in India. It was a kind of theatre about the
Pandavas based on the second brother Bheem
of Mahabharata. Tejan Bai and Jhaduram
Dewangan are the most authentic singers of this
genre. Pandavani is sung in two parts. Vedmati
and Kapalik. The presentation is based on
narrative stories with the use of a Tambourine..
(Kumar 2023)

Allied forms of Thumri

The characteristics of the Allied forms are:-
1. Classicised elements of  Thumri
2. Some elements of Classical Music.
3. Themes and dialects of Folk Music
4. Melodic and rhythmic aspects of Folk Music.
5. The song prevails on any occasion or for

common reasons.

6. The song must be traditional, based on
customs and rituals.

Though Thumri belongs to the compass
of Classical Music and attracts rich variations
and modulations of Classical Music, it is attracted
by the modulations and variations of Folk Music
also. Forms of  Hindustani Semi Classical Music
originated in Madhya Pradesh and the vicinity
area was influenced by both Classical Music and
Folk Music. The form Thumri has more
influences of Classical Music than that of Folk
Music. However, Allied forms of Thumri such
as Chaiti, Kajri and Hori are more influenced by
Folk Music of the soil than Classical Music.
Therefore, it is relevant to analyse the Allied
forms of Thumri to understand the relationship
between Thumri and Folk Music. The folk
elements make Thumri adistinguished, attractive
genre. Chait i, Kajr i, Hori, Barahmasa,
Chaumasa, Jhula etc. are well-defined as Allied
forms of Thumri.

Figure 3

A few examples of :-

a) The Folk and Thumri

b) Allied Forms and Thumri.

c) The Folk and Allied Forms

a) The Folk and Thumri

According to Premlata Sharma, Folk
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Music is the storehouse of raw materials for
Thumri. Chaiti, Kajri, Horietc are the Folk Music
of eastern Uttar Pradesh presented in a refined,
classicised way as Allied forms of Thumri
(Sharma 1963, 5). Some artists render Allied
forms like Chaiti-Kajri in a manner of Bolbanao
Thumri. Pukar is an important element of folk
as well as Thumri.

The folk music of Rajasthan impacted
Thumri. Maand is a traditional Folk Music of
Rajasthan adopted by Thumri exponents. Maand
is popular as Folk tune as well as a raag in
Thumri. An example –AThumri on Maand based
on taal Ashta Rupak.

Shobha Gurtu

dslfj;k cye vkvks uk i/kkjks Egkjks nsl
h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=rf4F2INkkvo

b) Allied Forms and Thumri

A Chaiti  rendered by Pt.Chhannulal Mishra

lsft;k ls laS;k :B xbyas gks jkek dks;y rksjh cksfy;k¡
h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=kE3Mjsqi93I

A Chaiti was rendered in Thumri style.
The poetry is pure folk. The sequence is based
on village circumstances. Whereas the speed
and the style of singingresembles Bolbanao
Thumri. An allied form influenced by Thumri.

A Jhula rendered by Shobha Gurtu

>wyk /khjs ls >qykvks cuokjh js lk¡ofj;k
h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=4EsSFwHKBWIjhula

Jhula, a folk song is sung at the rhythm
of a swing. The style of singing is based on
Thumri. It is a beautiful blend of Folk Music and
Thumri, popular as an allied form of Thumri.

vkt fcjt es gksjh js jfl;k
A Rasiya, rendered by Shobha Gurtu.

h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=Bx4DxKTLzHU

The same Rasiya was rendered by
Sadhvi Poornima in a folk style
h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=ExARBbhBJYU

An Allied form called Rasiya is based
on the Holi festival in Mathura, Brindavan,
Nandgaon and Barsana. It is more of a Folk
song but the legend of Thumri Shobha Gurtu
sang it in a shape of Thumri. It has a melodic
base of Raag Pilu and Bhimpalasi which is very
popular. This song is equally popular among the
singers of Folk Music.
c) The Folk and Allied Forms

Playful and lilting rhythm and
lightheaded agile Folk melody captivate the
listeners at once. Most of the Allied forms are
influenced by that playful and agile melody.
Moreover, the themes and the literature of  Allied
forms also resemble Folklores. Thus, Folk songs
Kajri, Chaita, Chaiti, Jhula, Faag etc.are
established Allied forms of Thumri. Thumri
singers sing it with a trained classical
background. Whereas folk singers sing them in
their unpolished and unrefined way.
Faag rendered by Chhannulal Mishra

[ksys elkuh es gksyh fnxEcj

h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=nV88MAM-3YE

This is a Folk song of Bhupal, Madhya
Pradeshper formed as an Allied form by Pt.
Chhannulal Mishra

Same Faag is popular as a folk song sung
by Maithili Thakur.
h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=5oSztsFgn1c
d) The Folk Music of Uttar Pradesh impacted
Thumri
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The Folk Music and Allied forms of
Thumri- both are rich musical traditions of India,
with distinct characteristics. Folk Music
represents so many regions whereas Allied forms
of Thumri represent Uttar Pradesh and
Bihar.The folk songs of the Purbanchal area of
Utter Pradesh such as Kajri, Birha, Chaita, Chaiti,
Chaumasa, Barahmasa, Purvi, Sohni, Holi,
Jhumar, Dadraare performed by Thumri singers.

e) Folk Music of Bihar(Gaya) that impacted
Thumri

mu fcu ykxs ugha eksj ft;jk lk¡ofj;k vktkuk
https://www.youtube.com/shorts/JRzF9Fx6Kvg

This is a Folk song of Gaya which is favourite of
Thumrisingers.

f) Folk Music of Punjabimpacted Thumri

Bade Ghulam Ali Kha

uSuk eksjs rjl x, gS vktk cye ijnsl
h t t p s : / / w w w . y o u t u b e . c o m /
watch?v=zGiKwmWPMWA

Tappa is a Folk song of camel drivers in
the Punjab-Sindh area. For a new interpretation,
Ustad Bade Ghulam Ali Khan used speedy,
uneven rhythmic taans of Tappa in his Thumri.
Punjab Ang Thumri was establishedwith
theseimprovisations in Purab Ang Thumri.

All these forms are folk-based but
developed with the help of classical music.

Results and Conclusion :

The themes of Thumri and the themes
of Folk Music are almost common. The
exponents of Thumri avail all possible approaches
to present Folk Music in a refined way, whereas
Folk musicians have the natural instinct to present
it in their traditional unrefined manner. The use
of original folk instrumentsis required for that.

Folk Music is naturally attractive, so it does not
require modernisation. Modern electronic
equipment is important for the recording and
preservation of folk music as well as Thumri for
the coming generations.

Allied forms come in between Thumri
and Folk Music and are a mix of Classical Music
and Folk Musicwell grooved in a new expression.
Thumri and Allied forms depend upon the Raags
of Hindustani Classical Music as well as Folk
Music for its existence.
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jktLFkku dk fo'kky lkaLdf̀rd ifjn'̀; gSA
Þe:Hkk"kk ,d O;kid uke gS] ftlesa jktLFkkuh Hkk"kk dk
mldh leLr fofoèk cksfy;ksa vkSj 'kSfy;ksa lfgr lekos'k
fd;k tk ldrk gSAÞ1 Þgekjs çkphu gLrfyf[kr xzaFkksa esa
jktLFkku ds LFkku ij ̂ e# çns'k^ e#èkj] ek:ns'k vkSj
jktLFkkuh ds LFkku ij e#ns'k Hkk"kk] e#Hkk"kk vkSj ek:
Hkk"kk bR;kfn 'kCn feyrs gSa ijUrq çkphu e:ns'k ds
vUrxZr tks Hkkx çfrf"Br Fkk] og vkt ds jktLFkku ls
dqN fHkUu FkkA çkphu xzaFkksa esa e:ns'k ds lkFk&lkFk esokM+]
ekyok vkSj <wa<kM+ ns'k Hkh çfrf"Br jgs gSaA blls Li"V gS
fd jktLFkku uke ls vfHkfgr e:ns'k vkt vusd mä
Hkw&Hkkxksa vkSj ogk¡ dh Hkk"kkvksa vkSj cksfy;ksa dk çfrfufèk
gSAÞ2 'kq"d çns'k jktLFkku dks çd̀fr us tks ̂vHkko^ çnku
fd;s vFkkZr~ e#LFky] vdky] de o"kkZ] [ksrh ds lkèkuksa
dk vHkko vkfn vkfn] ;s lHkh rF; ;gka ds fuokfl;ksa ds
eu ls meax] mYykl vkSj mRlkg dks de ugha dj ldsA

yksd xhr yksd ¼tu&lkèkkj.k½ ds Hkkoksa dh
vfHkO;fä gSA muds xhrksa dh Hkk"kk ogh gksrh gS tks muds
O;ogkj dh Hkk"kk gS tks lgt o cksèkxE; gksrh gSA muds
xhr Hkh ljy gksrs gSa ftuesa lhèks ân; rd igqapus dh

çkS|ksfxdh ds }kjk yksd xhrksa ls laLdkjksa ,oa ewY;ksa dk lao)Zu
¼jktLFkkuh yksd xhrksa ds lanHkZ esa½

MkW- vatq cksjM+·

lkjka'k

yksdxhr thou dh vewY; fufèk gSA yksd xhr çR;sd jk"Vª dh vkRek gksrs gSaA gekjs ns'k esa
yksd laxhr dh le)̀ o fo'kky ijEijk gS ftlesa jktLFkku çns'k us viuh fof'k"V HkkSxksfyd fLFkfr
ds dkj.k Hkkjr ds çk;% vusd Hkkxksa ls vyx jgdj ukuk jaxh yksd thou dk fuekZ.k fd;k gSA ,d
rjQ vjkoyh dh ioZr Jsf.k;ksa rFkk nwljh rjQ Fkkj dk 'kq"d e:LFky okyk ;g çns'k jktiwr jktkvksa
ds vkJ; esa dykvksa dk fujUrj fodkl djrk jgkA ;gk¡ ds cgqjaxh thou dk dksbZ Hkh fo"k; çlax
,slk ugha gS ftlls lacafèkr yksdxhr miyCèk u gksA ;gk¡ dk jgu&lgu] [kku&iku] os'k&Hkw"kk]
jhfr&fjokt] nsoh&nsork] ioZ&R;ksgkj vkfn lHkh ls lEcfUèkr xhrksa ls ;gk¡ dh laLd̀fr ltho gks mBrh
gSA

eq[; 'kCn % yksdxhr] Hkk"kk] laLdkj] ewY;] jktLFkku] izk|ksfxdh

'kksèk ekè;e % ys[k esa lk{kkRdkj fofèk rFkk fo'ys"k.kkRed fofèk }kjk fu"d"kZ izLrqr fd;k x;k gSA

· ,lksfl,V izksQslj] Jh vkRe oYyHk tSu dU;k egkfo|ky;] Jhxaxkuxj

'kfä gksrh gSA yksd xhr yksd ds fy, vikj Kku ds lzksr
gSaA yksd xhr gesa lekt lkis{k fu;e fl[kkrs gSa] uhfr
crkrs gSa ,oa vius dk;Z esa è;ku dsafær djkrs gSaA buesa
cqf) dks lRiFk o lUekxZ dh vksj ys tkus okyh ,d egku
'kfä gSA yksd xhr dk ekuo pfj= ds xBu ij çHkko
iM+rk gSA Þbuls gekjh jkxkRed òfÙk tkxr̀ gksrh gS]
ftlls lkjk lalkj fç; Hkh yxrk gSAÞ3 yksdxhr
ekuo&thou ls vfHkUu :i ls tqM+s gSa vkSj os lkèkqrk dh
vksj ys tkrs gSaA yksd xhr ls vkn'kksaZ ds ikB feyrs gSaA
ekrk&firk o cM+ksa dk vknj] vkKkikyu] ifrozr èkeZ]
HkkbZ&cgu dk I;kj] ifr&iRuh dk lq[kh thou] lrhRo dh
j{kk] uhfr ds cksy] ljy f'k{kk] lkgl o ohjrk vkfn dh
vusd dFkk,¡ xhrksa esa eq[kfjr gksrh gSaA ujksÙke nkl Lokeh
us xtkuu oekZ dh iqLrd ÞlksukS fuitS jsr esaÞ dh Hkwfedk
esa fy[kk gS] ÞjktLFkku ds thou dks vfHkO;Dr djus dh
lkeF;Z jktLFkkuh ds 'kCnksa esa gh vfèkd gS] D;ksafd ;g
Hkk"kk bl izkUr ds daBksa dh mit gSA ;gh dkj.k gS fd
jktLFkkuh ds jpukdkj bl izns'k dh izdf̀r vkSj
yksd&okrkoj.k ds vfèkd leFkZ fp= mrkj ikrs gaS]
vU;Fkk mudh vfHkO;fDr dlelkrh jgrh gSÞA4
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orZeku le; esa ik'pkR; lH;rk ds çfr c<+rs

#>ku ls gekjk lkekftd thou o ijEijkxr yksd
laLdf̀r çHkkfor gqbZ gSA çkphu ijEijk,¡] jhfr&fjokt
lhfer gksrs tk jgs gSa vFkok viuk :i cny jgs gSaA
vkthfodk ds fy, yksxksa dk ukrk vius xk¡o ls NwV jgk
gSA os bl Hkk"kk eas cksy&pky djus esa 'keZ eglwl djus
yxs] blls vkus okyh ihf<;ka Hkh Hkk"kk o mlds xhrksa ds
çfr mnklhu gks xb±A jktLFkkuh Hkk"kk dks jktHkk"kk dk
ntkZ ugha feyus ds QyLo:i ljdkjh ukSdfj;ka Hkh bl
Hkk"kk esa ugha vk;hA ljdkjksa ds bl mnklhu :i ds dkj.k
f'kf{kr O;fä èkhjs&èkhjs bl Hkk"kk ds çfr mnklhu gksrs
x,A bl rjg ls ge ns[krs gSa fd oSfnd dky ls ysdj
vkèkqfud dky rd lq[k nq[k ds fofHkUu voljksa ij
yksdxhrksa ds }kjk HkkokfHkO;fä dh ifjikVh pyh vk jgh
gS] ftldh fodkl&èkkjk vkt Hkh çokgeku gSA

yksdxhrksa ls izkIr laLdkj o ewY;

yksdxhrksa dh fujUrjrk dks cuk;s j[kus ds fy,
yksdxhrksa ds vusd :ik egkRE; ds fofHkUu :iksa dk
voyksdu dj] çkS|ksfxdh ds }kjk ge mlh :i esa ns'k&fons'k
rd igq¡pk ldrs gSaA

ns'k Hkfä o ohjrk ds laLdkj

,sfrgkfld ?kVuk,a bfrgkl dh vlEc) J̀a[kykvksa
dks la;qä j[krh gSA jktLFkku dh Hkwfe ij vusd ijkØeh
jktk] ohj iq#"k] ohjkaxuk,¡ gqbZ gSa ftuds R;kx] cfynku
vkSj 'kkS;Z dh pfj=&xkFkk,a gekjs yksd xhrksa esa feyrh gSaA
es?kjkt eqdqy }kjk xk;s bl ^lSuk.kh* xhr rFkk ewèkZU;
lkfgR;dkj dUgS;k yky lsfB;k }kjk jfpr ^ihFkG ^j
ikFkG* vkfn vusd ekfeZd o ns'k&Hkfä ls vksr&çksr
jpuk,a gSaA ,slh xkFkk,¡ vkSj yksdxhrksa dks lqu dj Hkyk
dkSu ,slk gS ftldk ikS:"k u tkxsA ;g xhr dqN o"kksaZ
igys rd NksVh d{kkvksa esa i<+k;k Hkh tkrk FkkA bl xhr
dks rFkk ,sls vU; dbZ xhrksa dks ge çkS|ksfxdh ds ekè;e
ls lqu ldrs gSaA ns'k Hkfä ds xhrksa }kjk ns'k Hkfä ds
laLdkj ubZ ih<+h dks laçsf"kr fd;s tk ldrs gSaA dUgS;kyky
lsfB;k }kjk jfpr fo'o çfl) xhr Þèkjrh èkksjka jhß rFkk
vU; çpfyr yksd xhr tSls ̂ Hkkjr Egkjks nsl] QwVjks Hks"k]
fd èku&èku Hkkjrh] cksyks t;&t;dkj mrkjks vkjrh* vkSj
^Egkjks taxy eaxy nsl Egkus I;kjks ykxs lk* ftuesa

jktLFkku dh HkkSxksfyd lqanjrk dk o.kZu gS rFkk ftu dks
lqudj gj O;fä bu txgksa dks djhc ls ns[kus] le>us
o bu eèkqj xhrksa dks xkus ds fy, ykykf;r gks mBsA

vkfrF; lRdkj dh ijaijk

fo'o çfl) xhr Þièkkjks Egkjs nslÞ tSls xhrksa ls
gesa gekjh xkSjo'kkyh ijaijk] ftlesa vfrfFk dks nsork
ekuk tkrk Fkk] ds laLdkj feyrs gSaA bl xhr esa vfrfFk
lRdkj esa dslj ls iSjksa dks èkksus dk mYys[k Hkh feyrk gSA

ukjh f'k{kk ds fo|k eafnj

yksdxhrksa esa ukjh&pfj= dh egÙkk çdV gksrh
gSA jktLFkkuh fL=;ksa ds xhr yksd lkfgR; dh vewY;
laifÙk gSaA ̂ if.kgkjh^ çfl) jktLFkkuh yksdxhr efgykvksa
ds rÌr thou o mTToy pfj= ds |ksrd gksrs gSaA ukjh
ds ikl rks vius vki dks [kqydj vfHkO;ä djus dk
lkèku dsoy ;s yksd xhr gh gSaA yksd xhr ukjh f'k{kk ds
egku dsaæ gSaA bl f'k{kk ds fy, dksbZ [kkl fLFkfr] le;
,oa O;oLFkk dh vko';drk ugha gksrhA ;s xhr] laxhr rFkk
lkfgR; nksuksa i{kksa ls laiw.kZ gksrs gS rFkk ,d xkSjo'kkyh
ijaijk ds fu;ked gksrs gSaA ukjh bUgha xhrksa ls 'khy]
lkgl] lrhozr] lân;rk ,oa çse vkfn vusd vkn'kZ ,oa
ykHk dks çkIr djrh gSA

uSfrd vkpj.k dh Js"Brk

yksdxhrksa esa gesa lekt ds mPp uSfrd Lrj dk
Hkh o.kZu izkIr gksrk gSA vius opu dks fuHkkus dk cMk
vPNk mnkgj.k ̂ikcwth dh QM+* uked xhr gSA fookg dh
csnh ij cSBs ikcw th xk;ksa dh j{kk ds fy, chp esa gh mB
tkrs gSa vkSj xk;ksa dh j{kk djrs gq, ekjs tkrs gSaA bl
çdkj dh fo'ks"krk jktLFkkuh xhrksa dh laHkor% ekSfyd
fufèk gSA

laLdkjksa ds xhr

jktLFkku esa thou rFkk èkeZ dk vn~Hkqr leUo;
gqvk gSA tUe ls ysdj eR̀;q rd gekjs ;gk¡ "kksM'k laLdkjksa
dk foèkku fd;k x;k gS ftlesa xHkkZèkku] iq=tUe] eqaMu]
;Kksiohr] fookg rFkk eR̀;q&lEcUèkh çeq[k gSaA jktLFkkuh
yksdxhrksa esa xHkkZoLFkk xhr] tPpk ds xhr] lwjtiwtk vkSj
tyok] ukedj.k] <w¡<] eqaMu ¼>Mwyks½] ;Kksiohr ¼tusÅ½]
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fookg vkfn ds xhr ik, tkrs gSaA

blds lkFk gh yksfj;ksa ds Hkh dbZ xhr xk, tkrs
gSaA blh rjg cPpksa dks ,slh yksfj;ksa Hkh lqukbZ tkrha ftlls
muesa ns'kHkfä ds laLdkj txrs gSaA bl rjg ds xhrksa ls
ckyd esa vutkus gh fofHkUu laLdkjksa ds cht cks fn, tkrs
gSaA

jktLFkku esa ty&lap;u dh ijEijk

jktLFkku esa ty&lap;u dh ijEijkxr fofèk;k¡
mPp Lrj dh gSaA buds fodkl esa jkT; dh èkkfeZd ,oa
lkaLdf̀rd ekU;rkvksa dk çeq[k ;ksxnku gSA gekjs èkeZ
xq#vksa us Hkh xhrksa ds }kjk tuekul esa ewY;ksa dks LFkkfir
fd;kA jktLFkku dh gosfy;k¡ cgqr çfl) gSa ij budk
ty&çcaèk fo'ks"k :i ls ns[kus ;ksX; gS rFkk f'k{kkçn Hkh
gSA ty lap;u dh ijEijk ;gk¡ ds lkekftd <kaps ls
tqM+h gqbZ gS rFkk ty ds çfr èkkfeZd nf̀"Vdks.k ds dkj.k
gh çkdf̀rd ty&lzksrksa dks iwtk tkrk gSA ;gk¡ ds LFkkuh;
yksxksa us gh ikuh ds df̀=e lzksrksa dk fuekZ.k fd;k gSA
bUgksaus ikuh dh çR;sd cwan dk O;ofLFkr mi;ksx djus
okyh yksd dFkk,a ,oa vkLFkk,a fodflr dh gS] ftuds
vkèkkj ij gh çkd̀frd ty dk lap; dj dfBu ifjfLFkfr;ksa
okys thou dks lgt cuk;k gSA jktLFkku esa ty&laj{k.k
dh lfn;ksa ls pyh vk jgh ijEijkxr fofèk;k¡] tSls dqaM
¼ckfj'k ds ikuh ds laxzg.k ds fy,½ ckoM+h] dqvk¡ lHkh yqIr
gksrs tk jgs gSaA if'peh jktLFkku esa ty ds egÙo ij
fuEu iafä;k¡ fy[kh xbZ gSa ftlesa ikuh dks ?kh ls Hkh c<+dj
crk;k x;k gS&Þ?kh <qY;k¡ Egkjks dh uha tklh ikuh <qY;k¡
Egkjks th cysAÞ

tyok iwtu ds xhr] iFkokjh lhapus ds xhr]
xg̀&ços'k ij dq¡vk iwtus ds xhr tSls yksd xhrksa ds }kjk
gh ikuh ds bu ijaijkxr fofèk;ksa ds egRo dks le>rs gq,
iqu% mi;ksx esa ykus dh vko';drk gSA

isM+&ikSèks o ouksa dh j{kk ds laLdkj

lu~ 1730 esa ^[kstMyh xkao esa yksd nsork
tkaHkksth ds crk, x, 29 fu;eksa esa of.kZr ,d fu;e ̂gjk
ò{k ugha dkVuk* dk vuqlj.k djrs gq, pkSjklh xkao ds
363 fc'uksbZ efgykvksa ,oa iq:"kksa us [kstMh ¼isM+ksa½ dh j{kk
ds fy, viuk cfynku fn;kA ;s i;kZoj.k laj{k.k ls

vufHkK Fks fQj Hkh isM+ksa dh j{kk dh çcy Hkkouk ls bruk
cM+k cfynku fn;kA bu cfynkfu;ksa dk usr̀Ro djus okyh
ver̀k nsoh us isM+ksa dh j{kk ds fy, vius cfynku nsus ls
iwoZ dgk Fkk Þflj lkVS tS #a[k jg]rks Hkh lLrks tk.kAÞ5

oU; tho tarqvksa dh j{kk ds laLdkj

yksd nsork tkEHkksth] rstkth] xksxkth o ikcwth
us tho tUrqvksa dh j{kk esa viuh tku yxk nhA bu lHkh
nsorkvksa dh ewfrZ;k¡ tksèkiqj ds e.Mksj esa yxh gqbZ gSA
èkkfeZd ekU;rk ds dkj.k bu lc dh iwtk dh tkrh gS rFkk
vusd xhr xk, tkrs gSaA jktLFkku esa yksd nsorkvksa o
èkeZxq#vksa us xhrksa }kjk tuekul esa tho tarqvksa dh j{kk
dk lans'k fn;kA

çkS|ksfxdh ds }kjk yksd xhrksa ls laLdkjksa ,oa
ewY;ksa dk laoèkZu

ge ns[krs gSa fd yksd xhrksa esa fufgr laLdkjksa
,oa ewY;ksa dks ubZ ih<+h esa izokfgr o LFkkfir djus esa
vkèkqfud rduhd dh vge~ Hkwfedk gSA rduhd ds }kjk
gj O;fä rd laxhr dh igq¡p us laxhr dykdkjksa ds fy,
u, jkLrs [kksys gSaA çkS|ksfxdh esa uokpkj us laxhr ds
çn'kZu] fjd‚MZ] mRiknu] forj.k vkSj miHkksx ds rjhds
dks cny fn;k vkSj miHkksäkvksa ds lquus dh vknrksa dks
cny fn;kA laxhr&çlkj.k dh ubZ O;oLFkk ls gj rjg
dk yksd laxhr vkt gj O;fä dh igq¡p esa gSA igys
dykdkj jsfM;ks&çlkj.k ;k dSlsV&lhMh ij gh fuHkZj FkkA
eksckby ds vkus ds i'pkr~ Vsi fjd‚MZj] lhMh Iys;j vkfn
chrs tekus dh phtsa gks xbZaA vc Spotify, Apple music,
YouTube Music, Amazon Music, Jio Sawaan,
Pandora tSls LVªhfeax lfoZlst us ikjaifjd ,yce ds
tekus dks cgqr ihNs NksM+ fn;kA blls Hkh vkxs tk,a rks
vktdy Tunecore, Music Gateway, Distro Kid,
Free Music Distrib tSlh websites vk xbZ gSa ftuls
ge ,d gh IysVQ‚eZ ij xkuk nsrs gSa vkSj mijksä
websites lHkh LVªhfeax lfoZlst ij fMLVªhC;wV dj nsrs
gSaA blds vykok dykdkjksa dks xkus ds Iys ds fglkc ls
j‚;YVh Hkh feyrh gSA

yksd laxhr lh[kuk

v‚uykbu yfuaZx ,si cukdj ;k osclkbV cukdj
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yksd xhrksa dks lh[kus ds fy, çsfjr fd;k tk ldrk gSA
yksdfç; LVªhfeax lsokvksa ij lefiZr xzqIl ij fofHkUu
laLdf̀r;ksa ds yksd laxhr dk çn'kZu o çlkj.k dj xhrksa
dks yksdfç; fd;k tk ldrk gSA blls ubZ ih<+h dks yksd
laxhr esa fufgr fofHkUu ijaijkvksa] Hkk"kkvksa vkSj ewY;ksa ls
voxr djk;k tk ldrk gSA ;qok n'kZdksa dks blesa 'kkfey
djus ls] mUgsa yksd laxhr ds ,sfrgkfld] lkekftd vkSj
lkaLdf̀rd lanHkksaZ dks le>us esa enn dj ldrk gSA i
tabla pro,  Riyaz studio,  Pitch lab,  ishala,
Music Editor,  Rhythm vkfn vusd ,si fodflr gks
pqds gSaA budh enn ls ge ?kj cSBs gh eksckbZy dh enn
ls laxhr dk vH;kl dj ldrs gSaA

fo|ky; Lrj ij yksdxhrksa dks laxhr f'k{k.k esa
LFkku fn;k tkuk pkfg,A fo'o ds mUur ns'kksa esa laxhr
f'k{k.k ds çFke ikB yksdxhrksa ds gh ekè;e ls fn, tkrs
gSaA laLdkjksa ,oa ewY;ksa dks ubZ ih<+h esa LFkkfir djus ds
fy, fo|ky; Lrj ls gh fo|kFkhZ dks yksd laxhr ls
tksM+uk o laxhr dk Kku djk;k tkuk pkfg,A yksdxhrksa
esa cky eu dks vkdf"kZr djus dh 'kfDr gksrh gSA
izkS|ksfxdh ds }kjk cPpksa dh v‚uykbu Dyklsl ls yksd
dykdkjksa ds dk;ZØe cPpksa dks fn[kkdj o mldh O;k[;k
lfgr mUgsa xhrksa ls ifjfpr djk;k tk ldrk gSA vkstLoh
o izjs.kkLin lkaxhfrd jpukvksa dks ikBîØe esa tksM+us ls
;s xhr Hkkoh ih<+h ds pfj=&fuekZ.k o mTToy Hkfo"; esa
vo'; gh lgk;d fl) gksaxsA

laxhr jpuk (Music production)

laxhr cukus dh fn'kk esa VsDuksy‚th us cgqr
çxfr dh gSA Home Recording Software, tSls
Garage Band, Audacity, FL Studio, Adobe
Audition tSls laxhr cukus ds vusd ,si fodflr gks
pqds gSa ftudh enn ls ?kj cSBs gh vius ySiV‚i ij
dykdkj vPNh DokfyVh dk laxhr cuk ldrs gSaA buesa
ikjaifjd yksd laxhrdkjksa o yksd ok|ksa dk lg;ksx fy;k
tk ldrk gSA

rduhdh f'k{kk (Sound Engineering)

fctyh ls pyus okys ok|ksa dk fMtkbu ftlds
vanj fMftVy v‚fM;ks bQsDV~l] laxhr ds ok| cukus dh
i<+kbZ vkSj Music programming languag esa rFkk

coding dks lh[kuk ftlls yksd xhr o yksd ok|ksa ds
,Iyhds'ku ds u, o çHkkoh rjhds cuk, tk ldsA

lks'ky ehfM;k vfHk;ku

lks'ky ehfM;k vfHk;ku y‚Up djsa tks yksd
laxhr esa fufgr ewY;ksa vkSj lans'kksa dks mtkxj djsA
mi;ksxdrkZvksa dks vius ilanhnk yksd xhr vkSj muesa
fufgr ewY;ksa dh O;k[;k lk>k djus ds fy, çksRlkfgr
djsaA blls ;qok ih<+h esa yksd laxhr ds çfr leqnk; vkSj
ljkguk dh Hkkouk iSnk gksxhA lks'ky ehfM;k IysVQ‚eZ]
tSls baLVkxzke] fVd V‚d vkSj ;wVîwc] laxhr ds çpkj ds
fy, vko';d gks x;s gSaA blls dykdkj iwjs fo'o ds
n'kZdksa rd igq¡p ldrs gSaA lks'ky ehfM;k ls dykdkj
vius pkgus okyksa Jksrkvksa ls laidZ cuk ldrs gSaA vius
leqnk; cukdj vius followers c<+k ldrs gSaA bl lhèks
laidZ ls yksd laxhr dks cgqr gh lqxerk ls vius Jksrkvksa
rd igq¡pk;k tk ldrk gS rFkk fl[kk;k tk ldrk gSA

orZeku le; esa fookg vkfn fofHkUu voljksa ij
xkus ds fy, tc xhr xkus ds fy, dksbZ ugha ugha feyrk
rks çkS|ksfxdh ds }kjk v‚uykbu gksdj mu xhrksa dks
ctkdj ml deh dh iwfrZ djrs gSaA ,sls esa ge ns[krs gSa
fd lks'ky ehfM;k dh mi;ksfxrk gj LFkku ij c<+rh tk
jgh gSA v‚uykbu ds ;qx esa xHkZ&laLdkj dk egRo ;qok
ih<+h dks Hkyh çdkj le> esa vk jgk gSA blds fy, vc
imunz uked ,si cu pqdk gS ftlesa xHkZ laLdkjksa ds ckjs
esa crk;k tkrk gSA

fMftVy vfHkys[kkxkj vkSj laj{k.k

ikjaifjd yksd xhr ds fjd‚fMaZx] laxhr vkSj
,sfrgkfld tkudkjh dks fMftVy cukus dh fn'kk esa yksd
laxhr laxBuksa vkSj 'kksèkdrkZvksa ds lkFk rduhd }kjk
vklkuh ls lajf{kr fd;k tk ldrk gSA yksd xhrksa ds bl
laxzg vkSj laiknu ls ekSf[kd ,oa foLer̀ lkfgR; dh j{kk
gks tk,xhA blls yksd laxhr esa fufgr Kku vkSj ewY;
Hkkoh ihf<+;ksa ds fy, vklkuh ls lqyHk gks ldsaxsA

uohu iz;ksxksa dks izksRlkgu

jktLFkku ds yksdxhrksa esa u,&u, ç;ksx gks jgs
gSaA jktLFkku ds yksdxhrksa dks orZeku le; esa ¶;wtu laxhr
;k uokpkj ds }kjk Hkh çLrqr fd;k tk jgk gSA blesa
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yksd&xk;d] yksd&xk;u çLrqr djrk gS rFkk 'kkL=h;
xk;d mlesa fufgr 'kkL=h; vax dh çLrqfr nsrk gSA
ok|&;U=ksa esa rduhdh o yksd ok| nksuksa dh laxr ls eap
çLrqfr çHkkoh gks tkrh gSA ubZ ih<+h bu ç;ksxksa ls vkdf"kZr
gks jgh gSA ikjaifjd vkSj vkèkqfud laxhr ds bl feJ.k ls
xhr o laxhr dks vkSj vkd"kZd cuk;k tk ldrk gSA iqjkus
yksd xhrksa dks u, o iqjkus yksd ok|ksa ds lg;ksx ls
mudk ;wtu cukdj vkSj vkd"kZd cuk;k tk ldrk gS
ftlls ubZ ih<+h mudks lh[kus] lquus ds fy, ds fy, rFkk
,sls gh dqN u, ç;ksxksa ds fy, rS;kj gksA ;qok xhrdkjksa
vkSj laxhrKksa dks yksd xhrksa dks jhfeDl djus vkSj
ikjaifjd yksd laxhrdkjksa ds lkFk lg;ksx djus ds fy,
çksRlkfgr djsaA

milagkj %

yksd laxhr dh çkekf.kdrk dks cuk, j[kus rFkk
bls vfèkd lqyHk vkSj vkd"kZd cukus ds fy, rduhdh
çxfr dk mi;ksx djus ds chp larqyu cukuk egRoiw.kZ
gSA vr,o lekt esa uohu psruk dks tkx̀r djus ds fy,

rFkk laLdkjksa ls uo ih<+h dks flafpr djus esa yksd xhrksa
dh Hkwfedk vge~ gSA

var esa esjk fuosnu lHkh jktLFkku okfl;ksa ls gS
fd ek;M+ Hkk"kk vkSj mlls mits yksd laxhr ds çpkj&çlkj
esa lHkh vkxs c<+dj viuk ;ksxnku nsaA bl Hkk"kk dks
lkaoSèkkfud ekU;rk fnykus dk ç;kl ,dtqV gksdj djsa
vkSj ;g ç;kl gesa lcls igys Lo;a ls] vius ?kjksa ls 'kq:
djuk gksxkA ge Lo;a bl Hkk"kk esa cksy&pky djsaxs] bu
xhrksa dks xk,axs rks cPps Hkh Lor% gh lh[k tk,axsA tc gj
?kj esa jktLFkkuh Hkk"kk dh vy[k txsxh rc ge fuf'pr
:i ls bl vfHk;ku dks lQy dj ik,axsA

lanHkZ lwph %
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5- Alok, Mohan, Amrita : The goddess of Forest,  pg 33
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Introduction

The Baul songs of Bengal carry esoteric and
philosophical meaning of life along with the
dialectical identity and musical value. The Baul
songs narrate different range of topics from
devotion and surrender to highest master, to the
parallel existence of reality, to the connection
between human sexual practices and spirituality.
The true messages are hidden and presented to
the audience metaphorically so that they remain
"inaccessible to the uninitiated audience"
(Krakauer 2015:12). The musical elements help
the Baul performance remain engaging for the
audience. On the other hand, the Bhawaiya
songs deal with the day-to-day activities of cattle
herders, and their inner most yearnings for their
separated lovers. The metaphors of the songs
can be interpreted two-folds- philosophic and
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**Professor, Dean and Head, The Department of Music, Central University of Tamilnadu

A Study on the Lyrical and Musical Elements of Two Bengali
Folk songs: Baul and Bhawaiya- An Analysis

Dr. V Premlatha** Swagata Bhattacharjee*

Abstract

The article focusses on the lyrical and musical elements of two bengali folk songs
of Baul and Bhawaiya genre to observe the factors that work as catalysts to form the
individual characteristics of the art pieces. The melodious nature of 'Baul' and 'Bhawaiya'
songs has their purpose to do more than entertaining their audiences. The costume and
attires of a 'Baul', perhaps, communicate detachment from fast moving modern life or just
being different. 'Bhawaiya' inter-mingles into regular routine of life and quest for meaning;
and may express desire to escape from that routine towards different. The study analyses
the lyrical content of both the songs to understand the factors that give the songs, in
relation to their genres, their self-narrating nature of rationale of their formation.

Keywords : Bengali Folk Songs, Baul, Bhatiyali, Bhawaiya, Ethnomusicology

Research Methodology: The two songs are chosen by simple random sampling method. The elements of songs
such as the language and native dialectical identity, the background context to form the genre and
the selected songs, the musical elements such as the notations, structure, rhythm, tempo and mood,
instruments, the overall tunes- all are critically analyzed to understand the elements that depict the
cultural identity and rationale behind the formation of the songs.

romantic, or both. The musical attributes
Bhawaiya songs are simpler than Baul songs as
the use of instruments and musical nuances are
less.

Study Area

i. Lyrical Analysis of the Baul song 'Oh Majhi
re' (song 1):

The English translation of the song1 goes-
Oh, dear Boatman,
why don't you ply your paddle?
How can you waste your days sitting idle
When you have this beautiful sail,
Oh boatman!
In every layer of wind,

You ply your paddle intensely.
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Or, when the breath flow in reverse,
You will lose away (all).
The broken boat of Bhaba pagla,
Has no rope to bind the boat,
So, the water gets stagnant at the bottom,
How to sail!

The song has many rhetorical uses of
simple words of regular practice. The
metaphorical translation of the song can be
interpreted as below:

Oh human, why don't you live your life
passionately,

See how wonderful opportunity of living life
you have gotten.

Why do you waste your time sitting idle?
Oh human!
In every moment, you live your life with

mindfulness and passion.
Otherwise, you may lose all opportunity of

life
When you breath last.
The imperfect/unmindful life of human
Has no control over the manifestations of

the events of life.
So, the unwanted setbacks block the vision

for life,
And thus, make the journey of life difficult.
Oh human!

Focusing on the uses of the metaphor in
the song,the lyrics of the song uses simple words
of daily use poetically (Paddle, sail, sitting idle,
plying boat, layers of mind, rope to bind, the water
etc.) and attempts to remind the 'ultimate' duty
of human life. This is how the lyrics becomes
easily graspable, although the underlying meaning
takes to different area of perception. The use of
the word 'boat' signifies the 'body' (or life) and
the 'boatman' is the soul (or human) who is the

decider to which way and how the life should be
directed; whereas, the river is the 'field of scope'
which is to be utilized attentively; and when the
journey ends, one might not get the scope to live
the same journey once again.The addressing is
informal, but not intimate; as the lyrics conveys
the meaning allegorically and not directly.

ii. Background context of the genre in relation
to the song:

The geographical region of (un/divided)
Bengal is surrounded by waterbodies with some
geo-politically significant rivers which witnessed
pre and post partition transitions of livelihood
marked by infamous Bengal Partition 1905 as
"many of the partition narratives help construct
emotional relationships with rivers which assume
particular significance during the trauma of
partition" (Raychaudhuri, 2019:146). The mass
social trauma of partition4 has given in contribution
of many philosophical literary and musical works
reflected in different genres of folk songs
especially 'Bhatiyali' as River Ganges/Padma
carries the memory of the tension and trauma of
separation from motherland and un/re-settlement
of the people of 1950s Bengal. (Ranjan, 2021:13)

There have been many literary works5

based on the lives of boatmen and life around
rivers in Bengali literature. The song literally
suggests of a boatman who sits idle and is
reluctant to paddle the boat. The daily life of a
boatman is monotonous and this gives scope for
artistic explorations and creations. The
philosophical aspect of idle life of a boatman is
metaphorically depicted in the lyrics.

iii. The Musical analysis of song 1 "Oh Majhi
Re":

Some of themusicalphrases in the song
can be identified as similar to Raga Jhinjhoti.
There are alsophrases that can be identified as
similar to Raga khamaj.
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In the prelude, the introductory melody

starts with the flute along with synth-base chords
and mandolin as fillers for the gaps. In the Body,
the Tabla starts with a 'tihayi' as the rhythmic
intro in Line 1 and continues accompanying by
changing patterns of strokes to complement the
melodic poetry by the vocals. The use of violin is
occasional. The chords by the synth pad are
maintained throughout. The first interlude has
melody pieces of violin, flute and mandolin
respectively. In the second interlude, flute and
mandolin is played where flute dominates. In the
ending tail, the flute is played as complementary
accompaniment along with the vocal.

The style of singing is open throat. The
pronunciations of words are soft and with casual
articulation of some words which sustains
thedialectical impression over the melodic
performance. The artist has a specific language
accent (nasal articulation and loud production)
that makes the performance more like a melodic
conversation.The song is set in pitch F.

Medium fast pace rhythm with a Jhinjhoti
Raga melody is combination that depicts the dual
nature of the mood as the lyrics. Jhinjhoti is a
'Shringaar Rasa' Raga depicts romance or
sadness with the fast pace brings a satirical comic
mood.

The rhythm follows the pattern of beat
that compliments the temperament of the melody.
As it initiates, the song introduces the melody
without rhythm and gradually holds the words
along with the rhythm. It is a common system in
Indian music where the melody is introduced
without rhythm before starting the rendition full-
fledged.

The use of synthesizer to produce
instrumental melody and the sound of 'Dotara'
compliments the imagery of water cascade which
create an animated set of melody in the
background overall.

iv. Lyrical Analysis of the Bhawaiya song
"Fande poriya" (song 2):

The English translation of the song
'Faande poriya boga kaande'is given below:

A 'Boga' (male egret) cries falling in the trap ||
The trapper sets the trap with 'puti' fish, oh brother
The foolish egret, out of greed, falls into the trap ||
The egret, falling into the trap
pulls the yellow, rusty iron fibers ||
The egret falls in trap and cries in despair
Oh, tremendous fate! The companion is leaving ||
A flying 'chakora' bird sideways informs the 'Bogi'
(the female egret)
'Your boga is trapped by the side of the Dolla
(Dhorola) river' ||
Hearing so, 'Bogi' spreads her two wings,
Flies towards the river and meets 'Boga' |
Seeing Boga, Bogi cries
Seeing Bogi, Boga cries ||

There are colloquially used words that
present the identity of the native dialect in the
song.There are many rhetorical uses of words
in the song to generate metaphorical meaning.
However, the metaphors of the lyrics can be seen
with two perspectives. One, with the hard reality
of complex relationships that exists in the material
world where the choice of life decisions is bound
by consequences, although taken by free will.
Two, choosing to experience life in the 'material'
world costs separation from the realization of
the cosmic self of being as the 'material' world is
the 'trap' of worldly pleasures which are set as
choices of freewill but bound by life
consequences.

The egret metaphorically signifies the
men and women in general who, in order to
experience worldly pleasures which are signified
by the small 'puti fish', choose the directions of
lives. The 'trapper' (faandi) may be the fate or
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God or the designer of the material world.
v. Background context of the genre in relation

to the song:
The popular impression of the term

'Bhawaiya' among its practitioners and audience
is a "form of plaintive ballads that speak of love
and loss and endless longing within a women's
heart" (Datta, 2019). The term comes from 'bhab'
meaning 'inner feeling'. The Bhawaiya songs are
mostly composed by men, however, the lyrics
predominantly narrates and expresses the tale
of separation or yearning for the companion of a
women. Therefore, the "expressions of female
desire and grief for her absent male lover can be
construed as the wishful dreams of lonely men
leading harsh, solitary lives" (Datta, 2019).

The melodious identity of Bhawaiya are
the prolonged lines and vocal breaks in between
elongated notes. The vocal breaks are believed
to have come into practice after singing while
the journey through the uneven roads by the
'Garowals' (cart drivers) in the bullock carts. "It
is said that the baidiyas, the cattle herders and
cart drivers would sit down at the end of a hard
day and compose such songs on their dotaras"
(Datta, 2019) with the hope that the longing they
have for their women of love interests, long for
them as well with equal intensity.
vi. The Musical analysisof the song 'Faande

Poriya' (song 2):
There are two instruments

accompanying with the melody and one for the
rhythm. The flute and the dotara are played to
follow as the same melody as the vocal parts.
Also, the elongated notes are accompanied by
the base notes by the dotara as fillers. The khartal
is giving rhythm on the first units of every four-
unit division of bar. In the places where melodic
tension is given in elongated notes, the khartal
beats are doubled.

There is a short prelude by the dotara.

As the prelude piece of dotara ends, the flute is
holding the melody by fading in and both the
instruments continues accompanying in
throughout the song till the end.

The instruments follow the vocal that is
sung predominantly without leaving much scope
or need for fillers. The volume of the instruments
is as low as they give the same melody to support
the vocal parts. The khartal, although is giving
the rhythm base, however, it is also giving the
register melody note that is well audible.

The song has a prelude of four cycles
of six counts beats. The lines are not repeated
except the first that is also repeated only after
finishing each stanza. The song has no interlude
and instrumental tail.

There are phrases of Raga Bilawal in
the song. However, the repeated use of komal
Ni, breaks the pattern of Bilawal raga. Although
all the notes used in the song are similar like that
of Raga Khamaj, the movement of the melody
does not follow either of the patterns of both the
raga. So, the melody of the song is a mixed
melody adjacent to raga Bilawal and Khamaj.

Discussion :

There is a relevance of Baul and
Bhatiyali2,6 (two folk genres) in the same song
as observed in the analysis of song1. The Baul
compositions are concerned with self-realisation
merging divine realization. Bhatiyali songs (sung
by Boatmen sailing downstream sometimes
express the grief of separation from beloved or
dear ones; and in most cases Bhatiyali songs use
the phenomenon of the flow of the river and the
boat to denote the imagery of the spiritual nature
and urge for spiritual meaning of human life.
However, the use of the metaphor of river and
boat was greatly used during late 18th- early 19th
century in Baul compositions (Mukharji,
2009:171). Since centuries, the water ways of
deltaic Bengal (East and West) were the
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prominent root to economy and livelihood, the
metaphors of river and river related phenomenon
occupy a great space of the folk literature of the
rural imagination of this region.

As 'Bhawaiya' songs mostly narrate the
unfulfilled desire of love and yearning between
men and women, the current song may portray
the story of separation7 of two lovers among one
fall prey to momentary pleasures that caused
permanent or long-term separation between
them.There is a common context between
'Bhawaiya' and River Dhorola8. As the native
dialect of northern West Bengal and north-
western Bangladesh are same and similar,
'Bhawaiya', a prominent genre of Bengali folk
songs, emerged and popularized in this geo-
cultural region since "16th century during the
reign of Raja Biswa Sinha of Kooch Bihar"
(Datta, 2019).

Conclusion :

The dialects of both the songs carry the
simplicity of expressing the emotions and meaning
to penetrate into the relevant society. The songs
evolve from the subculture that appears partially
distinctive from each other. The universal nature
of folk songs narrating the mundane human life
is prominently present with hints of universal
mysteries of life.

The musical nature of song 1 is much
more orchestrated as it involves modern
production techniques; however, the basic
composition follows the simple structure of
general Baul songs. The composition of the song
2 is even simpler than song 1, and bases on
refrains of notations in the stanzas. This style of
musical composition helps the song to be free
from compositional distraction as the lyrics is
made in the style of a particular story-telling or
musical ballad. The songs cannot be bound to
any certain Indian classical Raga as the musical
compositions enjoy liberty of native tunes similar

to the scale of Khamaj Raga. The use of
'Dotara'9 is prominent in the Bhawaiya song,
however, the Baul song also has melody parts in
preludes and interludes which give both the songs
their due identity of the genres belonging to
Bengali folk tunes.

The metaphors of river and river related
phenomenon depict the nostalgia of geographic
land and events of life related to it. The metaphors
of fish, egret, separation, fish-net, boat, boat man
etc. depict the deep understanding and reflection
of life phenomenon which is the universal
purpose and rationale behind any folk genre.
Along with this, the esoteric nature of both the
songs and the genres represents the spiritual
nature of human that urge to find philosophical
meaning of different events of life.

As observed in the study, because of the
connection between the song-writer and the
region of Bengal, divided and undivided; the Baul
and Bhatiyali elements are intermixed in song 1.
This is an example of circumstance where the
amalgamation of art forms take place after un/
re-settlement of communities from one region to
another.
Notes :

1. The song 'Oh Majhi re' is sung by Bipad Taran Das
Baul. The lyrics and musical composition are done
by 'Bhaba Pagla' (pseudonym).

https://www.youtube.com/watch?v=0OocXcyiXgk
(last accessed on 05/04/23)

2. The composer of the song1, Bhaba pagla was a folk
music writer, composerand mystic bornin Eastern
region of Bengal, now Bangladesh. As the mysticism
is the core attribute of the folk imagination of Bengal,
the literal representations of the spiritual revelations
of Bhaba Pagla 6 are no exception. However, as during
later part of life, after the partition of India and
Bangladesh, Bhaba came to this West Bengal of India
at Kalna of Burdwan district (Western Bengal, now
India) the folk songs of him carries the dual nature of
Baul and Bhatiyali music. The current song starts
with the rhythmless introductory tune illustration
with the words "oh Majhi" (Oh Boatman) which is a
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key character of Bhatiyali songs, however, the
suggestive nature of the lyrics and the use of
pseudonym are characters of Baul songs. In regard to
this, the quote from the book "Baul songs of Bengal"
of Sanat Kumar Bose suggesting, "the tunes in eastern
distincts of Bengal have semblances of Bhatiyali of
the northern region of 'Bhawaiya'. Those of western
parts are slightly different and usually very lengthy"
(Bose, 1967:54) may bring clarity to understand the
nature of this song.

http://www.bhabapaglaashram.org/ (website of Bhaba
pagla, last accessed on 05/04/23)

3. The song 'Faande poriya boga kaande' was first
recorded in 1939 under the record label: HMV
N17332. The lyrics and composition are done by
Abbas Uddin Ahmed and also sung by himself.https:/
/www.youtube.com/watch?v=bSHCQFRRmSs(last
accessed on 05/04/23)

4. Additional read: Biswas, A. K. (1995). Paradox of
Anti-Partition Agitation and Swadeshi Movement in
Bengal (1905). Social Scientist, 23(4/6), 38-57.https:/
/doi.org/10.2307/3520214

5. The folk songs used in Ritwik Ghatak's film "Titas
ekti Nadir Naam" can be referred. Also read: SARKAR,
B. (2009). CODA: The Critical Enchantment of
Mourning. In Mourning the Nation: Indian Cinema in
the Wake of Partition, 200-209, 299-304. Duke
University Press.https://doi.org/10.2307/
j.ctv11sms6r.12

6. Additional read: Lorea, C. E. (2015). If people get to
know me, I'll become cow-dung: Pu?pik?: Tracing
Ancient India Through Texts and Traditions, 132-
160.  https://doi.org/10.2307/J.CTVH1DNZS.10

7. Additional read: An essay on folk music of Bengal
with detailed description on "Bhawaiya" by Azarul
Muradh t tps:/ /www.academia.edu /9216428 /
Folk_Music_of_Bengal

8. Dharala river is a tributary of Brahmaputra that flows

through Assam, India. The river from its source covers
three countries of sub-Himalayan belt. The states the
river flows through are Sikkim and West Bengal of
India, Rangpur of Bangladesh and Para of Bhutan.http:/
/en.banglapedia.org/index.php?title=Dharla_River

9. A point to note here is that 'Ektara' is played by the
'Bauls' of Western part of West Bengal like Bankura,
Birbhum, Purulia districts. 'Dotara' (two string
plucking Instrument) and 'Sarinda' (Folk bow
Instrument) are practiced and played mostly by the
'Bauls' of Northern parts of West Bengal like Dinajpur,
Malda districts etc.
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QM+ fp= jktLFkku dh yksdfiz; dyk gS ftlesa
yksd dFkkvksa] ?kVukvksa dks fp=ksa ds ekè;e ls cksydj ;k
xkdj Jksrkvksa rd igq¡pk;k tkrk gSA yxHkx 700 o"kks± ls
jktLFkku ds HkhyokM+k ds 'kkgiqjkuked LFkku esa ,d gh
ifjokj ih<+h&nj&ih<+h bl dyk dks lgsts gq, gSA QM+
fp=dyk uk;dksa ds ohjrkiw.kZ dk;ksZa] fdlkuksa ds nSfud o
xzkeh.k thou] tkuojksa vkSj if{k;ksa rFkk ouLifr;ksa dks
n'kkZrh gSA QM+ fp=dyk pedhys vkSj lw{e jaxksa dk
mi;ksx dj cuk;h tkrh gSA1 QM+ ewyr% LØksy dh rjg
gksrk gS tks diM+s dk cuk gksrk gSA bl diM+s ij yksd
nsoh&nsork ls lacafèkr fp=ksa dks ikjEifjd foèkku ls
vafdr fd;k tkrk gS] blfy, bUgsa ̂ pyrs fQjrs efUnj*
Hkh dgk tkrk gSA  bu fp=ksa dks yksd xk;d xkdj yksxksa
rd igqapkrs gSa tks ewyr% jsckM+h leqnk; ds yksx gksrs gSa]
ftUgsa ̂ Hkksik* o ̂ Hkksih* dgk tkrk gSA Hkksik o Hkksih vius
yksd nsork&nsoukjk;.kth o ikcqth ds thou dh ?kVukvksa
dks xkrs gq, cgqr gh jkspd rjhds ls izLrqr djrs gSaA
nsoukjk;.kth dks fo".kq dk vorkj ekuk tkrk gS rFkk
ikcqth ,dyksd uk;d gSaA tks QM+ gksrh gS ftl ij fp=
cus gksrs gSa mls leLr xzkeokfl;ksa dss le{k izkr% [kksy
dj izLrqfr nh tkrh gS vkSj izLrqfr ds i'pkr~ 'kke dks
iqu% xksykdkjesa yisV dj j[k fn;k tkrk gSA ;g QM+

· vflLVsUV izksQslj] Mªkbax ,UM isafVax fMikVZesUV] jktLFkku fo'ofo|ky;] t;iqj

QM+ okpu&ijEijk

MkW- d`".kk egkoj·

lkjka'k

jktLFkku esa QM+ dyk ,d ,slh foèkk gS ftlesa fp=dyk o xk;u nksuksa dk çn'kZu ,d lkFk
fd;k tkrk gSA QM+ ,d ,slh yksd dyk gS ftlesa diM+s ij yksd nsorkvksa ds thou ls lacafèkr fp=ksa
dks fpf=r dj fQj mu ?kVukvksa dks xkdj lquk;k tkrk gSA QM+&fp= ds ekè;e ls yksd nsorkvksa o
yksd uk;dksa dh dFkk dguk ;k ck¡puk gksrk gS tks cgqr gh izHkkoh <ax ls n'kZdksa rd igaqprk gSA ;g
xk;u Hkksik&Hkksih }kjk yksd nsorkvksa ds thou esa ?kfVr ?kVukvksa dks gh O;k[;kf;r djrk gSA bls okpu
djuk ;k ck¡puk dgrs gSaA izeq[k yksd nsorkvksa esa ikcwth] jkensoth] nsoukjk;.kth] Hkxoku d̀".k
onqxkZekrk gSaA QM+ dh yEckbZ vfèkd o pkSM+kbZ de gksrh gSA ;g ,d èkkfeZd vuq"Bku ds leku vk;ksftr
gksrk gSA

eq[; 'kCn % QM+] jktLFkku] ck¡puk] fp=] ikcqth] yksd xk;u

izfofèk % f}rh;d ekè;eksa }kjk lkexzh ladfyr dj vè;;u ds ckn bl ys[k dks rS;kj fd;k x;k gS

fp= ;fn ikcqth ds thou ls lacafèkr gksrh gS rks mls
^ikcqth dh QM+̂ 2 dgk tkrk gS vkSj nsoukjk;.kth ls
lacafèkr gksrh gS rks ^nsoukjk;.kth dh QM+̂  dg dj
lacksfèkr fd;k tkrk gSA QM+ dk rkRi;Z ^QksYM^ vFkkZr~
eksM+dj j[ks tkus okys fp=A Now a days many are
sold to the tourist emporia. Bhopas sing with their
wives but some sing with their aunts or their
brothers or their sister-in-law. Bhopas
accompany themselves with a fiddle called
Ravanhattha but some use a pair of large earthen
drums instead.3 bl izdkj izkphu ijEijkvksa ds brj Hkh
orZeku esa QM+ okpu&ijEijk esa ifjfLFkfr ds vuqlkj
ifjorZu gksus yxs gSaA



Lrkse 2024 ¼fo'ks"kkad&2½

[ 26 ]

QM+ xk;u&ijEijk

tc Hkksik QM+&fp= ds vkxs mlesa cus fp=ksa dks
xkdj o uR̀; dj çn'kZu djrk gS rks mldh iRuh ̂ Hkksih^
Hkh mls xk;u o uR̀; esa lg;ksx djrh gSA QM+&fp= ,d
cM+s vkdkj ds diM+s ij fufeZr gksrk gS ftls ?kVuk ds
lkFk&lkFk [kksyk tkrk gS ;k iwjk&dk&iwjk gh fdlh fnokj
ij Vkax fn;k tkrk gS rFkk Hkksih gkFk esa ,d fn;k ysdj
xk;h tkus okyh ?kVuk dh vksj b'kkjk djrh pyrh gS
vFkkZr~ Hkksik ftl ?kVuk dk o.kZu vius xk;u esa dj jgk
gksrk gS mlh ?kVuk dk fp=.k QM+&fp= esa ftl txg ij
gS] Hkksih ml vksj ladsr djrs gq, Hkksik dks lg;ksx djrh
gSA xk;u ds fy, Hkksik ,d laxhr&;a= dk lgkjk ysrk gS
ftlesa nks  rkj gksrs gSa mls ̂ jko.kgRFkk^ dgrs gSaA

QM+ fp=

QM+&fp=ksa dk ,sfrgkfld egÙo gS] eq[;r%
fNik tkfr ds yksx gksrs gSa tks bu fp=ksasa dk fuekZ.k djrs
gSaA Hkksik vius çn'kZu ds fy, bu yksxksa dks deh'ku ij
fp= cuokrs gSaA ;s fp= cgqr cM+s vkdkj ds gksrs gSa D;ksafd
muesa dbZ lkjh ?kVuk,¡ ,d gh lkFk fpf=r gksrh gSaA
ikcqth dh QM+ dk vkdkj 13 gkFk yEck gksrk gS] tcfd
nsoukjk;.kthdh QM+ 30 QhV ds vkdkj dh Hkh gksrh gSA
bu fp=ksa dk fuekZ.k tks'kh ifjokj esa gksrk gSA4 vHkh Hkh
dqN xk¡oksa esa ;g ijEijk fo|eku gS ftuesa Jhyky tks'kh]
uUn fd'kksj tks'kh] 'kkafr yky tks'kh] dY;k.k tks'kh]
xksiky tks'kh] çdk'k tks'kh vkSj fot; tks'kh vkfn dykdkj
izeq[k gSa rFkk dyk ds {ks= esa QM+&fp= dh igpku fnyok
jgs gSaA

QM+ fp= dh rduhd] jax o fo'ks"krk,¡

QM+&fp= cukrs le; cgqr gh l{ke dkS'ky dh
vko';drk gksrh gS] ftls os vius iwoZtksa ls lh[krs gSaA
dk;Z ds vkèkkj ij ;s QM+ dqN lIrkg esa Hkh rS;kj gks tkrs
gSa rks dqN eghus Hkh yx tkrs gSaA QM+ fp= gkFk ls cus
lwrh diM+s ij cuk;s tkrs gSa bls ¼diM+s dks½ iwjh jkr
xyk;k tkrk gS rkfd mlds èkksus ij og etcwr gks tk;saA
fQj mls pkoy ;k xsgw¡ ds vkVs dk LVkpZ fn;k tkrk gS
vkSj QSyk fn;k tkrk gSA èkwi esa lq[kkus ds Ik'pkr~ mls
f?kl dj fpduk o lery cuk fn;k tkrk gS rkfd oks

fp=dkjh ds fy, rS;kj gks tk,¡A QM+ fp= cukus dh iwjh
izfØ;k izkdf̀rd gksrh gSA mlesa izkdf̀rd Qkbcj dk gh
ç;ksx gksrk gS rFkk tks jax cuk;s tkrs gSa os Hkh izkdf̀rd
[kfut gh gksrs gSaA vyx&vyx iRFkjksa] Qwyksa] isM+&ikSèkksa]
ifÙk;ksa] tM+h&cqfV;ksa ls jax rS;kj fd;s tkrs gSaA eq[; jaxks
esa ihyk] ukjaxh] gjk] Hkwjk] yky] uhyk o dkyk gksrk gSA5

izR;sd jax fdlh fo'ks"k dR̀; ds fy,] mi;ksx esa fy;k
tkrk gSA ihyk jax ckgjh lhek js[kk o vkHkw"k.kksa rFkk diM+ksa
esa ç;ksx fd;k tkrk gSA gjk jax isM+ksa o gfj;kyh ds fy,]
Hkwjk jax LFkkiR; ds fy,] yky jax 'kkgh diM+ksa ds fy,
rFkk >aMksa o eksVh gkf'k;s ¼cksMZj½ cukus ds fy, blh izdkj
dkys jax ls vUr esa lhek js[kk cuk;h tkrh gSA lcls
izeq[k ckr ;g gS fd fp=iw.kZ gks tkus ds vUr esa vk¡[kksa
dh izfØ;k iw.kZ dh tkrh gSA tSls gh vk¡[ksa cu tkrh gSa
bldk eryc ;g gS fd nsork dk fp= ltho gks x;k
x;k gSA mles çk.k&çfr"Bk gks pqdh gS vkSj vc og
iwtuh; gks x;k gSA vc dykdkj ml fp= Ikj cSB ugha
ldrk A tSlk fd fuekZ.k&izfØ;k ds nkSjku vDlj djrs
gSa D;ksafd fp= cgqr cM+s vkdkj dk gksrk gSA vUr esa
dykdkj eq[; nsork ds [kkus ¼iSuy½ esa vius gLrk{kj
djrs gSa tks lEiw.kZ fp= ds dsUnz esa gksrk gSA

QM+&fp= esa vafdr izR;sd vkdf̀r dks mlesa
lkekftd Lrj ds vuq:i gh la;ksftr dj LFkku fn;k
tkrk gSA la;kstu ,slk gksrk gS fd eq[; fp= dsUnz esa
j[krs gq,] mlds vU; pfj=ksa o ?kVukvkas dks vkl&ikl
fpf=r djrs gq,] iwjk QM+ Hkj fn;k tkrk gSA blesa
jaxkadu lery gksrk gS rFkk lHkh ik'oZ psgjs fpf=r gksrs
gSa ftudk eq[k ,d&nwljs dh vksj gh gksrk gS u fd n'kZdksa
dh vksjA

ijEijk fuoZgu6

dbZ izdkj ds fofèk&foèkkuksa o laLdkjksa dk Hkh
QM+&fp=kadu ds nkSjku fuoZgu fd;k tkrk gSA iwoZ esa
fp=kadu vkjEHk djus ds fy, igyk LVªksd ?kj dh dqaokjh
dU;k ls yxok;k tkrk Fkk] fQj iwjs dsuokl dks dbZ
Hkkxksesa foHkkftr dj fn;k tkrkA dFkk ds vuqlkj] mlds
eq[; o lg;ksxh pfj=ksa dk vadsu gksrk gSA bl rduhd
dks ek= tks'kh ifjokj ds lnL;ksa dks gh fl[kk;k tkrk
gSA
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QM+ ckWapuk ¼xk;u½7

xzkeh.k {ks=ks esa dHkh&dHkh fdlh vfu"V dh
vk'kadkls cpus ds fy,] iwjk dk iwjk xk¡o eUur ekaxrk gS
vkSj ml eUur ¼eukSrh½ ds iwjk gks tkus ij lc feydj
nsork dh QM+ dks cWapokrs gSaA bl izfØ;k esa lcls igys
QM+ cWaapokus okys fnu Hkksik dks U;kSrk fn;k tkrk gSA vius
fj'rs ukrsnkj] lacafèk;ksa vkSj ikl&iM+ksfl;ksa dks vkeaf=r
fd;k tkrk gSA vkSj] xk¡o NksVk gks rks iwjs ds iwjsxk¡o dks
gh U;kSrk ns fn;k tkrk gSA tks Hkh O;fDr QM+ lquus vkrk
gS] lcls igys vkjrh djrk gS] fQj QM+ ck¡pus ds nkSjku]
chp&chp esa çlaxkas ds nkSjku Hkksis dks iSls Hkh nsrs gSa vkSj
viuk drZO; fuHkkrs gSaA iwjs dk;ZØe ds nkSjku Jksrk QM+ esa
ikcqth nsork dk okl ekurs gSa vkSj Jo.k ds nkSjku gkFk
tksM+ dj ueu djrs jgrs gSaA o"kkZ _rq ds pkj eghukas esa nsork
lks tkrs gSa] blfy, bl nkSjku QM+&okpu dk;ZØe ugha
gksrsA blh izdkj Jk) i{k esa Hkh QM+ ugha ckWaph tkrh gSA8

Hkknzin ekg dh uoeh&n'keh vkSj pS= uojk=h
esa QM+ c¡pkuk vko';d ekuk tkrk gSA ftl LFkku ij QM+
c¡pok;h gksrh gS ml txg Hkksik mls nks ckalksa dh lgk;rk
[kM+h dj QSyk nsrk gSA ml txgdks ifo= djus ds fy,
vxjcÙkh tyk dj nhi izTTofyr dj èkwi&cÙkh ls
lqxfUèkr djrk gSA fQj jko.kgRFkk ctkrs gq, ftl nsork
dk QM+&okpu dk;ZØe gksrk gS mldh vkjrh xkrk gSA
nso ls izkFkZuk djrk gS fd mls 'kfäiznku djsa rkfd og
viuh izLrqfr ls yksxksa dks izHkkfor dj ldsA og viuh
iwjh dkS'ky dk bLrseky dj QM+ ckWapuk vkjEHk djrk gS
vkSj vius xk;u o uR̀; ls xk¡o okyksa dks iwjh jkr viuh
vksj [khsaps jgrs gSaA izkr% dky dFkk lekIr gksrh gSA tc
rd QM+ iwjh u ckWap yh tk;] rc rd os mls [kRe ugha
djrsA

QM+&okpu ds nks izeq[k vax] dFkk&okpu vkSj
dFkk xk;u&uR̀; gksrk gSA gkyk¡fd ewy dFkkud ,d gh
gksrk gS ysfdu Hkksik mls viuh 'kSyh esa lqjhys daB ls
xkdj fof'k"V izHkko mRiUu dj nsrk gSA QM+&xk;u esa
izeq[k izdkj ls dgjok vfr foyfEcr y;] dgjok rky
eè; y;] dgjok nzqr y; dk ç;ksx fd;k tkrk gSA QM+
okpu dh eq[; Hkk"kk jktLFkkuh gh gS ijUrq mlesa
LFkkfu;@vkWapfyd izHkko jgrk gSA

QM+&okpu dk ok| ^jko.kgRFkk*

Hkksik QM+ ckWapus ds nkSjku jko.kgRFkk uked ;a=
;k ok| dk ç;ksx djrk gS ;g lkjaxhds leku fn[kkbZ nsrk
gSA ,d cgqr gh ljy ok| gS ftls xtds }kjk ctk;k
tkrk gSA xtds nksuksa fljksa ij ?kqa?k: ckaèk fn;s tkrs gSa]
tks Loj rks nsrs gh gSa] rky nsus dk dk;Z Hkh djrs gSaA ;g
ok| bruk ljy gksrk gS fd Hkksik Lo;a gh cuk fy;k
djrs gSaA

fu"d"kZ %

fiNys dqN n'kdksa esa lkekftd ifjorZuksa ds
dkj.k bl yksd dyk dk Lo:i cgqr cny x;k gSA
vkfFkZd o lkekftd ifjos'kesa QM+ okpd Hkksik rFkk ikjEifjd
QM+ Jksrk lekt vc izHkkfor gksus yxsgSaA buds cPps
f'kf{kr gksdj vU; O;olk; djus yxsgSaA QM+ c¡pokus
okyksa dk lekt Hkh fleV dj de gks x;k gSA budh ekax
de gks x;h gSA QM+&fp=ksa dks yksx ?kjksa esa ltkoVh&lkeku
ds :i esa dke esa ysus yxs gSaA9 ftlls bldh mi;ksfxrk
rks c<+h gS ijUrq QM+&fp=.k vkSj QM+&okpu dh ,sfrgkfld
yksd lkaLdf̀rd ijEijk dks thoUr cuk, j[kus ds fy,
laj{k.k ,oa lao)Zu dh vko';drk gSA
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Introduction

Like other tribes and communities
around the world, the Khasi people are also lovers
of music. Music plays a very important role in
Khasi society both in the religious ceremonies
and secular occasions. The Khasi have several
stringed instruments such as Ka Duitara, Ka
Marynthing and Ka Saitar which are plucked
stringed instruments and Ka Maryngod, a bowed
stringed instrument. However, Ka Duitara is one
of the most commonly used stringed instruments.
This instrument is made from a single piece of
wood, tied with four muga strings and played
with a small wooded plectrum.

Ka Duitara : From the Hearth to Concert Halls and Academic Institutions
Dr.  Mebanlamphang Lyngdoh** Prof  Glenn C. Kharkongor*

Abstract

"Ka Duitara", is a popular folk stringed musical instrument of the Khasi tribe of Meghalaya.
Ka Duitara is a home musical instrument (jingtem ïing) and an eventide musical instrument
since it was usually played at the hearth to entertainthemselves after a hard day's work. Ka
Duitara was also used for accompanying folk ballads and as a background accompaniment
while providing guidance by the maternal uncle or elderly folks to their sons and daughters,
nieces and nephews. With the establishment of the All India Radio (AIR) Shillong Station,
Ka Duitaracan be heard and witnessed at various performing platforms. In the early 21st
century Khasi folk music in general and Ka Duitara, in particular, was also included as
one of the teaching-learning Khasi folk musical instruments in various academic and non-
academic institutions in the Khasi Hills. Observing the playing styles and techniques, it
was found that in the early days, Duitara players focused more on the traditional folk
styles and techniques however, at present contemporary styles and techniques were utilized.

Keywords : Folk string instrument, Home musical instrument(Jingtem ïing), Soft sounding instrument, Eventide
musical instrument, Traditional folk music, Contemporary folk music.

Research Methodology : This study is based on qualitative method with a non-traditional format. Research
participant were purposively selected based on their expertise and snowball sampling method was
also conducted. Primary data we collected through survey, in-depth interviews and observations.
However, secondary data we collected from books, articles, archival materials, record books and
reports, audio and audio visual recordings. Data analyses were conducted using historical and
musical approaches and a comparative study was also conducted to acquire the transformations of
playing styles and techniques amongstthe older Duitara players and the current ones.

*Martin Luther Christian University, Shillong
**Martin Luther Christian University, Shillong

It is believed that Ka Duitara is an
instrument of great antiquity. Since there were
no written records regarding the origin of the
instrument, it becomes difficult to obtain the
actual meaningand history of the word Duitara.
Though, research participants have different
views on this regards. Some stated that perhaps
frequent contacts between the Khasi and other
neighbouring tribes of Assam, Bengal and
Bangladesh might have influenced the
Khasipeople to craft and played this instrument
at the same time stated that the word Duitara is
a borrowed terminology from the Hindi word 'do'
which means two and 'tara' which comes from
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the Hindi word "tar" which means string.
However, another group of participants are of
the opinion that the word Duitara comes from a
non-lexical Khasi word "dui" which is commonly
used while singing Khasi folk songsand a Khasi
word "tara" which means rhyme.

Ka Duitara is considered to be a home
musical instrument or "Ka Jingtem ïing". Back
then, after a hard day's work, the family member
would gather around the hearth and maternal
uncle or elderly folks would strum the Duitara
and sang various folk songs and ballads.
Frequently, maternal uncle or elderly folks would
also provide ethical guidance and advice to their
sons and daughters,nieces and nephews along
with the accompaniment of Ka Duitara.

However, in the present generation it is
observed that the Duitara plays a very important
role in the Khasimusic scene. This instrument
has moved away from the hearth and invaded
every corner in the society from religious to
secular occasions as well as in the academic
world. Young and old, males and females, have
taken up this instrument with enthusiasm. Ka
Duitara is one of the stringed instruments of the
Khasi which is still being used till today (Jyrwa,
1981).

The main objectives of this study are to
examine the usage of Ka Duitara from the past
till the 21st century simultaneously analyse and
compare the transformation and development of
various playing styles and techniques.

Study Area

This study was conducted in East Khasi
Hills, West Khasi Hill and Ri-Bhoi District of
Meghalaya. These areas were intentionally
selected because of the presence of experience
Duitara players, wise elders, prominent music
composers and eminent traditional music experts.
Simultaneously the usage of Ka Duitarain various
platforms is immensely rich in these areas.

Moreover this study focus on the playing
styles and techniques that were employed by
various Duitara players and the development that
occurs from the past till the 21st century. For the
purpose of analysis, observation of audio
recordings available at AIR Shillong Station,
songs and music albums produced by various
producers and artistes and audio visual recordings
were reviewed.

Literature Review

Plucked instruments are the oldest
stringed instruments. Archaeological discoveries
show that the Egyptians and the Sumerians had
plucked instruments as early as 3000 BCE. The
British museum in London has old Egyptian harps
on display that date back to about 2000 BCE.
These are plucked either with the fingers, a
plectrum of wood, or a goose quill (Roy, 2006,
pp.156-157). It is not easy to trace back the
origins of chordophones though, assumptions
were made that the earliest stringed instrument
was the hunter's bow. Certainly the twanging of
the bowstring could have suggested its use as a
tonal adjunct to rhythm (Deva, 1978).

Dotara is a common stringed musical
instrument in Kamrupiya-Lokagit, Goalpariya-
Lokagit, Bhawya-git and many other folk music
forms of lower Assam. Perhaps earlier the
Dotara was a two stringed (or two muga
threaded) instrument and in later days it develop
as a four stringed (Barthakur, 2003).

The Duitara is a four-stringed instrument
(Syiem, 2005, p. 41). Ka Duitara is a typical
musical instrument of the Khasi and Jaiñtia
community commonly used as an accompaniment
and rarely as a solo instrument, but not used in
ceremonial music (Kyndiah, 1979).

Ka Duitara is a home musical instrument.
The first string signify the youngsters or, Ki
Khynnah; the second and the third strings signify
the parent or I Mei I Pa and the fourth string
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stands for the maternal uncle or U Kniand the
elderly folks or Ki Tymmen Ki San (Syiem, 2005).
A minstrel singing with Ka Duitara is said to have
drawn the hearts of his listeners to the world of
legends and romance. With eloquent expressions
and in harmony with the rhythm of his music, the
minstrel sings in the form of proverbs,
lamentations and parables. Therefore Ka Duitara
not only contributes to the field of music but also
gives expression to Khasi thoughts and sentiments
(Bareh, 1997). Ka Duitara is an eventide
instrument usually played during night time around
the hearth while the player narrates popular tales
and legends (Jyrwa, 1981). Nongbri (2000)
writes, Ka Duitara is an instrument played by
the farmers…..Play the Duitara at night time
while relaxing.

Discussion

Ka Duitara : A Home Musical
Instruments- Technically speaking; Ka
Duitarais a soft sound musical instrument. Earlier
when there was no sound system, it was not an
easy task to play Ka Duitara inan open space or

in any big gathering because it will be inaudible
to the audience. Perhaps Ka Duitara is
considered to be a home musical instrument
because of the fact that it is a soft sound musical
instrument.

String Placement and Tuning - The
study found that there were no standard design
and size for crafting Ka Duitara. Each craftsman
can create his own design and size. However,
the only common feature is the use of four muga
strings. Though there are two types of Duitara
based on the strings set-up or placement of strings
however, common feature between them is the
use of four muga strings. Initially, the Duitara
string placement are one at the bottom, one at
the top and two strings close to each other in the
middle. This kind of string placement is
commonly used by the elderly folks. As a result,
one may say that there are only three strings in
this kind of string placement because of the fact
that the 2nd and 3rd strings are placed close to
each other and tuned in unison. Perhaps it is not
wrong to name this set-up as the "Original Duitara
String Placement".

Tuning

Strings Tonic Solfa Staff Indian Roman Technical
Notation Notation Notation Numerals  Names

1st Soh G Pa V Dominant

2nd & 3rd Doh C Sa I Tonic

4th Soh1 G (low) Pa (low) V Dominant (low)

(Photo 1: Original Duitara String Placement)

However, a transformation period occurs perhaps
during the late 1990s and early 2000s where the
two strings in the middle were separated and
tuned them in two different pitches. This kind of
set-up is commonly used by the younger Duitara
players. Perhaps this set-up can be name as
"Modified Duitara String Placement".
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Tuning

Strings Tonic Solfa Staff Indian Roman Technical
Notation Notation Notation Numerals Names

1st Doh1 C (high) Sa (high) I (high) Tonic (high)

2nd Soh G Pa V Dominant

3rd Doh C Sa I Tonic

4th Soh1 G (low) Pa (low) V (low) Dominant (low)

(Photo 2: Modified Duitara String Placement)

Comparing the two types of Duitara it
wasfound that there are merits and demerits on
both of them.

Original     Modified
Merits Significance More musical

of the strings notes
of Ka Duitara

Demerits Less musical Absence of the
notes Significance of the

strings of Ka
Duitara

Playing Styles and Techniques - An analytical
study accompanied by a comparative study
conducted on the Duitara playing styles and
techniques found that there are various
resemblances and differences between the
playing styles and techniques in the past and in

this day and age.

Types of Duitara : The study found that
majority of the Duitara players in the past played
with the original Duitara string placement
whereas the current Duitara players prefer to
use the modified Duitara string placement.

Tuning the instrument : It is observed
that Ka Duitara can be tuned in various types
both the original Duitara and the modified
Duitara. However, the older generation prefer
to tune as s1-d-s and the present generation
prefer to tune on various types of tuning
depending on the song or piece that they
performed.

Playing styles and techniques: The
typical Khasi style of playing Ka Duitara is to
follow the exact melody of the song
simultaneously add some fill-ins at the end of a
phrase or a song. A wood plectrum is always
recommended to use while playing the
instrument. However, the present Duitara players
have venture into the finger style technique and
have also extended their playing style by
occasionally following the melody of the song
and frequently played only the rhythm section.
In the past only a few Duitara players have
incorporated the sliding technique however, the
present generation are very fond of using this
technique.

Other features that the appeared is that
the compositions in this generation are of two
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types, i.e. the traditional folk music and the
contemporary folk music. Perhaps this is the
reason that pushed Duitara players to venture
into the various new styles and techniques.

Improvisation: There were very less
improvisation found in the songs played in the
early days whereas the present Duitara players
are very much attracted to it. At times there is a
tendency to overdo things which are not required
which result to loss of the emotions and spoiled
the beauty of that song.

Borrowed styles and techniques:
The borrowed styles and techniques from other
genres, and musical instruments are present
amongst the younger generation. Perhaps it might
be of the fact that they are more exposed
compare with the older generation. Initially Ka
Duitara is not a chordal instrument however, in
this generation it is observed that the use of chords
is very much there. Though, it is a borrowed style
from the West, yet it has added colour and flavour
to the listeners.

Ka Duitara: Beyond the Hearth - As
mentioned, earlier playing of Ka Duitara is limited
to only at the hearth, though; at some point of
time during the pre-independence period the
sound of Ka Duitaracan be heard in few music
concerts in Shillong (Jyrwa, W. D, personal
communication, April 3, 2003). However, with
the establishment of the AIR Shillong Station on
July 1, 1948 the Khasi folk music scene in the
Khasi Hills started to change. Ka Duitara was
used as an accompaniment instruments by
various composers and artistes in their songs in
AIR as well as other platforms.

Several cultural programs and Khasi
music competitions organised by various
organisations have contributed a lot in giving
platforms for various Duitara players. In July 18,
1958, The Khasi Shutdent' Association organised
a Khasi music competition where Duitara playing

was one of the sub-category. Mr. E. Brektis R.
Wanswett and Mr. Eston Roy Giri were the
winners of the Duitara playing competition. In
July 17, 1959 the association organised another
Duitara playing competition where Mr. Bajubon
Kharlukhi, Lambourn Kharlukhi and Sokendro
Kharshandi were the winners (Khasi Students'
Association, n.d.). Another prominent cultural
organisation in the Khasi community, the
Hynñiew Trep Cultural and Welfare Organisation
(HTCWO) has also provided numerous
platforms for Khasi folk artistes and Duitara
players. Recently, from November 16-26, 2023
under the initiative of the Department of Arts
and Culture, Government of Meghalaya an
Umbrella Project was launched where workshop
on various art forms was conducted. In this
project Duitara playing was one of the art form
that was included and young artistes both males
and females participated.

At present, Ka Duitarais not restricted
to only as an accompaniment for folk songs or
secular music however; it has also entered into
the realms of Khasi Christian music. Ka Duitarais
also used for accompanying Khasi gospel songs
and Khasi worship songs. The sound of Ka
Duitaracan also be heard in many Khasi gospel
albums, and singles of various Khasi Christian
denominations and solo artistes. A lot of these
songs can be access through YouTube, digital
music platforms and other social media platforms.
Below are a few of these songs.

l Pynneh La Riti by Kheinkor composed by
Apkyrmenskhem https://www.youtube.com/
watch?v=HicD9fJ_CD0

l Sur DuitarabyNa Rynsan Ki Sur Tynrai
https://www.youtube.com/watch?v=Y-
1aryfnW6w

Several producers have also
documented stories about Ka Duitara and how
the instrument is crafted.
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l Ki Sur Myllung Ka Duitara https://
www.youtube.com/watch?v=giZ4etOZZqk

l Kumno ban shnaïaka Duitara (How to make
a 4 strings Khasi traditional guitar) https://
w w w . y o u t u b e . c o m /
watch?v=4F0Q4mOZkLQ

In the early 2003, under the initiative of
Prof. Helen Giri, a full-fledged Post Graduate
Diploma in Music (PGDM) was started in the
North Eastern Hill University followed by the
Bachelor of Arts in Music (BA Music) in 2005
in St. Anthony's College, Shillong and the Master
of Arts in Music (MA Music) in the Martin
Luther Christian University, Shillong in 2007. Ka
Duitara is one of the Khasi folk stringed
instruments that were incorporated in the
curriculum in these academic programs. In the
PGDM a study about the instrument was
included in the theory section of the curriculum
whereas in BA Music and MA Music both theory
and practical were incorporated.

The 21st century is a revival period of
the Khasi folk music in the Meghalaya. Under
the initiative of various individuals and cultural
organisations, numerous music schools were
established where Khasi folk music and musical
instruments including Ka Duitara were taught.

 A lot of young Duitara players both from
the urban and rural sector immensely emerged
during this period. It was also witnessed that even
female artistes were enthusiastic in learning this
instrument, performed and some have also
become as Duitara instructor in various music
schools and as a private tutor.
Conclusion :

Reviewing the Duitara music scene it is
observed that back then there were perhaps no
female Duitara players. However, at present with
the introduction of Duitara music in various
academic and non-academic institutions, several
females have shown keen interest in learning this

instrument simultaneously display their ability in
both performance and teaching. With the coming
up of young Duitara players perhaps fresh
innovative transformation and development may
occur in the field of performance, teaching as
well as crafting.
References :
1. Jyrwa, W. D. (1981). Phra Tylli Ki Ese. Shillong:

Published by the Author
2. Roy (Ed.), Khasi Heritage (pp.156 -157). Shillong:

Roy. U. Hipshon.
3. Deva, B. Chaitanya. (1978). Musical Instruments of

India Their History and Development. Calcutta:
Firma KLM Private Limited.

4. Barthakur, Dilip. Ranjan. (2003). The Music and
Musical Instruments of North Eastern India. New
Delhi: A Mittal Publication.

5. Syiem, Lapynshai. (2005). The Evolution of Khasi
Music: A Study of the Classical Content. New Delhi:
Regency Publications.

6. Kyndiah,P. Ripple. (1979). A Peep into the Khasi
and Jaintia Music. In U Hipshon

7. Bareh, Hamlet. (1997). Third Edition. The History
and Culture of the Khasi People. Guwahati : Spectrum
Publications

8. Nongbri, Dhonsing Lyngdoh. (2000). Ka Kot Mei Pa
: Published with the Financial  Assistance from the
State Government of Meghalaya.

9. Khasi Students' Association (n.d.). General Secretary's
Annual Report (1957-58), Magazine, Khasi Students'
Association (1962 - 63. Shillong: Published by the
Association

10. Sawa JAM. (2019, April 24) PYNNEH LA RITI
by Kheinkor composed by Apkyrmenskhem
[Video]. Youtube. https://www.youtube.com/
watch?v=HicD9fJ_CD0

11. Heart H N SouL / Dpei Byrhem. (2020, July 3) Sur
Duitara (Official Music Video) || NA RYNSAN KI
SUR TYNRAI [Video]. Youtube. https://
www.youtube.com/watch?v=Y-1aryfnW6w

12. DD Meghalaya Official (2020, February 27) KI SUR
MYLLUNG KA DUITARA[Video]. Youtube.https:/
/www.youtube.com/watch?v=giZ4etOZZqk

13. Na La Rympei Production's (2020, August 24) kumno
ban shnaïaka Duitara (How to make a 4 strings Khasi
traditional guitar) [Video]. Youtube. https://
www.youtube.com/watch?v=4F0Q4mOZkLQ



[ 35 ]

Lrkse 2024 ¼fo'ks"kkad&2½

Hkwfedk

ejkBh yksdlaxhr ,d lqlaiUu laxhr foèkk gSA
yko.kh] iksokMk] vksoh] oklqnso] xksaèkG rFkk fofHkUu tutkfr;ksa
vkSj çns'kksa ds vU; vufxur xhr blds [ktkus esa
lekfgr gSaA ledky esa vk, dqN lkekftd ifjorZuksa ds
lkFk dykfufeZfr] dykçLrqfr ,oa dykLoknu ds ifjçs{;
Hkh cny x, gSaA ukxjhdj.k esa gqbZ c<+ksrjh ds lkFk gh
yksdlaxhr ds vkLoknu ds volj Hkh ?kV jgs gSaA bl foèkk
ds çfr tueu dh vfHk#fp rks de ugha gqbZ( fdUrq
oSf'odj.k ds lkFk c<+ jgs jatu ds vU; fodYiksa ds pyrs
yksddykvksa ds yqIr gks tkus dk Mj t:j gSA ,slh
voLFkk esa dqN fxus&pqus yksx yksd&dykvksa dk vU;
ledkyhu euksjatu ds fodYiksa esa vuq:i.k dj mUgsa
latks, j[kus dk ç;kl djrs fn[k jgs gSaA yksdèkquksa dk
fQYeh laxhr esa vuq:i.k blh ç;kl dk ,d mnkgj.k gSA

vè;;u {ks= %

egkjk"Vª dh ikjaifjd yksd èkqusa fQYeh laxhr esa
fdl çdkj viukbZ xbZa] bldk vè;;u çLrqr 'kksèk&i=
esa fd;k x;k gSA fQYe laxhr esa yksd laxhr ds vuq:i.k

ejkBh yksd èkquksa dk fQYeh laxhr esa vuq:i.k % ,d fo'ys"k.kkRed vè;;u

M‚- LofIuy paædkar pkQsdj· · M‚- ekul fgeka'kq fo'o:i·

lkjka'k

egkjk"Vª jkT; dk yksd laxhr ,d vuqie lkaLd̀frd èkjksgj gSA bl laxhr ds lkSan;Z ls
vusd fQYe laxhrdkj vkdf"kZr gq, vkSj mUgksaus vusd çpfyr yksdxhrksa dks fQYeksa ds laxhr gsrq ç;qä
fd;kA bl fQYeh :ikarj.k dh çfØ;k dks tkuuk jkspd gks ldrk gSA D;k bl :ikarj.k ls yksd
laxhr dk Lrj dk;e jgk( ;k og T;knk vFkok de gqvk\ izLrqr 'kksèk&i= lkaxhfrd :ikarj.k dh
blh çfØ;k dks vUosf"kr djus ds mís'; ls fy[kk x;k gSA

fQYe laxhr ds pqfuank laxhr fnXn'kZdksa dh jpukvksa dk fo'ys"k.k bl vè;;u gsrq fd;k x;kA
fQYe dh yksdfç; jpukvksa esa yksdxhrksa dh 'kSyh vkSj lkSan;Z dk ewy bl fo'ys"k.k ls çkIr gqvkA

'kksèk&vkys[k dk mís'; yksd vkSj fQYe 'kSyh dk laxe djuk vkSj çfofèk ij çdk'k Mkyuk
gSA bl çfØ;k esa nksuksa 'kSfy;ksa ij iM+us okys çHkko vkSj Jksrk dh lkSan;kZuqHkwfr dk vè;;u Hkh 'kksèk
dk mís'; gSA

eq[; 'kCn % yksd laxhr] fQYe laxhr] :ikarj.k] iksokMk] cSBdhph yko.kh

çfofèk % ;g 'kksèk&i= eq[;r% fo'ys"k.kkRed i)fr ij vkèkkfjr gSA blds fy, f}rh;d lzksrksa dk mi;ksx fd;k x;k gSA

· lgk;d çkè;kid] ,u-,Ek-vk;-,Ek-,l- fo'ofo|ky;] eqacbZ
· · lgk;d çkè;kid] dukZVd dsUæh; fo'ofo|ky;] dycqxhZ] dukZVd

dk mís';] ifj.kke] Lo#i vkSj jfldtuksa dh çfrfØ;k
bR;kfn fofHkUu igyqvksa dh ppkZ 'kksèk&i= esa dh xbZ gSA
vè;;u lzksr ds :i esa dqN pqfuUnk fQYeh xhrksa dk p;u
fd;k x;k] tks yksdèkquksa ij vkèkkfjr gSaA mudh Lojkoyh]
'kCnjpuk] jkx] rky] y;] fp=hdj.k&ùR;çLrqfr] ok|;a=
bR;kfn eqíksa ds fo'ys"k.k ds lkFk gh muds ikjaifjd rFkk
vkèkqfud :i dk rqyukRed vè;;u dj fu"d"kZ fudkys
x;s gSaA

fo'ys"k.k dk;Z

çdj.k 1½

çFker% ,d tks'kiw.kZ] ohj jl ls Hkjiwj ejkBh
yksdxhr foèkk ^iksokMk* ij vkèkkfjr fQYeh xhr dk
fo'ys"k.k çLrqr gS&1

xhr dk 'kh"kZd % egkjktkaph dhrhZ csQke

fQYe % eh f'kokthjkts Hkkslys cksyrks;

xhrdkj % xq# Bkdwj

laxhrdkj % vftr] lehj rFkk vrqy

xk;d % uans'k mei
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*iksokMk* ,d dkO;foèkk gS] ftlesa 'kkS;Ziw.kZ dr̀ZRo dk o.kZu
gksrk gSA ekuk tkrk gS fd çkphu dky esa bl foèkk esa vU;
O;kid fo"k; lekfgr ik, tkrs Fks] tSls&

1- nsoh&nsorkvksa dh vn~Hkqr yhyk vkSj rhFkZLFkyksa dk
egkRE;

2- jktk] ljnkj vFkok èkfud iq#"kksa ds :i] oSHko]
drZ̀Ro vkfn dk xq.kxku

3- ;q)] Mkdk] vdky] ck<+ vkfn dqrwgytud ?kVukvksa
dk o.kZu

bl 'kCn dh O;qRifÙk ̂ ç+$òèk~* vFkok ^ç+$on~* bl çdkj
gqbZ gS( ftldk rkRi;Z foLrkj] lkeF;Z] ijkØe] Lrqfr
bR;kfn ekuk tkrk gSA iksokMk dk jpukdkj gh Lo;a mls
xk dj çLrqr Hkh djrk gSA2 ,sls okXxs;dkj dks *'kkfgj*
dgk tkrk gSA ns'k&çns'k dh egRoiw.kZ ?kVukvksa ij 'kkfgj
iksokMksa dh jpuk djrs vkSj xk¡o&xk¡o xkrsA dkO; dh
fo"k;&oLrq dFkk ij vkèkkfjr gksus ds dkj.k iksokMs esa dqN
x| okD; vFkok laokn Hkh fijks;s tkrs gSaA 'kkfgjksa ds lkFk
dqN lgxk;d vkSj oknd gksrs gSaA lgxk;d dqN pqfuUnk
egRoiw.kZ iafä;ksa dks nksgjkrs gSa vkSj var esa ̂th th · th
th ja* bu 'kCnksa dks fof'k"V Lojkoyh esa xkrs gSa] tks ,d
varjs ¼iksokMs dh ifjHkk"kk esa *pkSd*½ dk var le>k tkrk
gSA 'kkfgj Lo;a MQ ctkrk gS] ogha laxrdkj *rqurquk*
¼ejkBh esa rq.krq.ks½] eathjk] <ksydh ,sls ok|&;a= ctkrs
gSaA MQ NksM+dj vU; ok| oSdfYid gqvk djrs gSaA cM+s
tu&leqnk; dks lqukbZ ns] vkSj ohj&Hk;kud&vn~Hkqr&jkSæ
vkfn jlksa dh mRifÙk dj LQwfrZ ns] ,sls mís'; ls iksokMksa
dh Loj&jpuk mÙkjkax&çèkku vkSj eè; rFkk æqr y; esa
gqvk djrh gSA igyk pj.k ges'kk *fufu] fu&] fufu] &fu]
fu&] lka&] lka&* bu Lojksa esa fuc) gksrk gSA laxr ds
fy, rky dgjok ds otu dk dksbZ Bsdk ctk;k tkrk gSA
çeq[k 'kkfgjksa esa vKkunkl] jke tks'kh] iB~Bs ckiwjko]
v..kk HkkÅ lkBs] 'kkfgj lkcGs vkfn ds iksokMs çfl) gSaA3

^eh f'kokth jkts Hkkslys cksyrks;* bl ejkBh
fQYe esa *egkjktkaph dhrhZ csQke* uked ,d iksokMk
fpf=r gS] tks N=ifr f'kokth egkjkt }kjk vQty [kku
dk oèk fd, tkus ds çlax dks of.kZr djrk gSA oSls rks
f'kodkyhu 'kkfgj vKkunkl ¼l=goha 'krkCnh½ us blh
fo"k; ij ,d çfl) iksokMk jpk gS] fdUrq mlesa …‰ pkSd

gSa] vkSj Hkk"kk Hkh iqjkus ygts dh gSA ledkyhu jfldksa dks
,slh Hkk"kk le>uk eqf'dy gSA fQYe dh le;&e;kZnk
ns[krs gq, bruk yack iksokMk n'kkZuk Hkh ukeqefdu gSA
blfy, fQYe gsrq iw.kZr% u;h jpuk cuokbZ xbZ gSA fQYe
ds eq[; ik= dks çsfjr djus gsrq bl xhr dh ;kstuk dh
xbZ gS] tks iksokMk foèkk ds mís'; ls lqlaxr gSA u;k xhr
xhrdkj xq# Bkdqj us fy[kk gS] ftldk dkO;kRed
j[k&j[kko ikjaifjd iksokMs tSlk gh gSA

;fn dksbZ yksd&dykdkj ,sls xhr dks çLrqr
djrk] rks chp&chp esa vkus okys x| laoknksa dks og Lo;a
xkrk&dgrk vFkok laxrdkjksa esa ls gh dksbZ mls dgdj
;FkklaHko NksVk&eksVk vfHku; Hkh djrs fdUrq fQYe ,d
nD̀JkO; ekè;e gksus ds dkj.k fdlh xhr dk çHkko c<kus
ds fy, bl ekè;e esa vusd dYiukvksa dk vkfo"dj.k
laHko gSA ,slh gh ,d rjdhc bl xhr esa ç;qä dh xbZ
gSA n'̀; esa iksokMk xkus ds fy, ,d [kkl 'kkfgj fu;qä
gS] tks ekuksa lw=èkkj dh Hkwfedk esa gSA iksokMs esa tc Hkh
fdlh ik= vFkok çlax dk o.kZu vkrk gS] ǹ'; esa ml u,
ik=&çlax dks fn[kk;k tkrk gSA blesa lHkh ik= vius
laokn Lo;a dgrs gSa( vkSj ckn esa fp=hdj.k esa iqu% 'kkfgj
dk i| tkjh jgrk gSA ijaijkxr iksokMs esa x|&laoknksa esa
'kkfgj dqN df̀=e laxhr tksM+ nsrs] fdarq fQYeh&;kstuk
esa laoknksa dks ;Fkkor~ j[kk x;k gSA blls iksokMs dh
lkaxhfrd fujarjrk dks dqN {kfr vo'; igqaprh gSA

fQYeh xhr dh Lojkoyh yxHkx iksokMs ds
ikjaifjd Lo#i esa j[kh xbZ gS] ;g ,d cgqr vPNh ckr
gSA dsoy eq[kM+k ikjaifjd j[k dj vU; fgLlksa esa viuh
Lora= lkaxhfrd lksp] dkS'kY; fn[kkuk Hkh laHko Fkk fdUrq
laxhr funsZ'kd vftr&lehj&vrqy bl f=ewfrZ us ,slk
ugha fd;kA

bl xhr ds xk;d uans'k mei Lo;a yksdxhr
foèkk ds gh çfl) xk;d gSaA mUgksaus iksokMs ds vkos'kiw.kZ
Hkko dks dk;e j[kk gSA ;gk¡ òUn&xku dk mi;ksx dqN
de gqvk gSA ikjaifjd ok| tSls MQ] rqurquk vkfn bl
foèkk ds ikjaifjd :i dks latks, j[krs gSaA lkFk gh] dqN
u, ok| vjsatesaV esa lqukbZ nsrs gSaA 'kq#vkr gh VªEisV vkSj
lSDlksQksu ls gksrh gS] tks fczfV'kdky esa Hkkjr esa vk,]
f'kodky esa rks ugha FksA bUgsa ;q) dk okrkoj.k rS;kj djus
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ds fy, rqrkjh ds LFkku ij bUgsa fy;k x;k gS] ,slk ge
le> ldrs gSaA vQty [kku dk ços'k n'kkZus ds fy,
jckc ok| ç;qä gS] tks eè;iwoZ dh vksj b'kkjk djrk gSA
eqxy lkezkT; dk mn~xe ckcj ds 'kkludky esa
mtcsfdLrku ls gh gqvk Fkk] tgka jckc ok| yksd laxhr
esa çpqjrk ls ctk;k tkrk gSA4 lkFk gh] d‚MZ~l] fLVªax
lsD'ku] MªEl bR;kfn vkèkqfud vkSj if'peh laxhr Hkh
varfuZfgr gSaA buls bl xhr dks ,d ledkyhu vuqHkwfr
ygtk nsus dk ç;kl fd;k gqvk fn[kkbZ nsrk gSA xhr ds
pjeksRd"kZ esa tc f'kokth egkjkt vkSj vQty[kku dh
eqBHksM+ gksrh gS] ml le; xhr dh y; dks c<+k;k x;k gSA
;g Hkh ,d vuwBk fopkj gSA ,d xhr ds :i esa ns[kk tk,
rks ;g ,d ,slh -fr gS] ftldk jfldksa }kjk iw.kZr% vkuan
fy;k tk ldrk gS vkSj fQYe esa ftl mís'; ls bldh
jpuk gqbZ gS] mls ;g jpuk iwjk djrh gSA ikjaifjd
lkSUn;Z dks fcxkM+s fcuk u, ifjçs{; esa <kys tkus dk ;g
,d vPNk mngkj.k gSA

çdj.k 2½

f}rh; mnkgj.k ds :i esa p;fur fQYeh xhr
egkjk"Vª dk çfl) xhr rFkk uR̀; foèkk ̂ cSBdhph yko.kh*
ij vkèkkfjr gSA5

xhr dk 'kh"kZd % iquo jkrhpk

fQYe % eh olarjko

xhrdkj % oSHko tks'kh

laxhr fnXn'kZd % jkgqy ns'kikaMs

xk;d % mfeZyk èkuxj ,oa jkgqy ns'kikaMs

yko.kh egkjk"Vª dh ,d ÅtkZoku] je.kh; uR̀; foèkk gSA
bl foèkk dh fo"k;&oLrq jksekuh] ohjrk] nq[k] Hkfä] çse]
èkeZ] jktuhfr bR;kfn fofoèk fo"k;ksa ij vkèkkfjr gksrh gSA

ewyr% ;g uR̀; lksykiqj ftys ds xk¡oksa esa ̂ èkuxj*
tkfr ds xMfj;ksa }kjk fd;k tkrk FkkA ç-fr rFkk
nsoh&nsorkvksa dh Lrqfr ij vkèkkfjr xhrksa ij ùR; fd;k
tkrk jgk A èkhjs&èkhjs bls vU; çkarksa esa Hkh viuk;k tkus
yxk] ftlds lkFk gh vU; fo"k;&oLrqvksa dks Hkh bl xhr
gsrq tksM+k tkus yxkA vBkjgoha 'krkCnh ds vkl&ikl
egkjk"Vª jkT; vusd ;q)ksa ds nkSj ls xqtjkA ;q) ls
Fkds&gkjs flikfg;ksa ds eukscy dks c<+kus vkSj muds

euksjatu ds fy, yko.kh uR̀; vkSj xhr dk ç;ksx gqvk
djrk FkkA is'kok jktkvksa ds dky esa iq.ks vkSj vkl&ikl
ds bykdksa esa bls dkQh çksRlkgu feykA6

^yko.kh* 'kCn laLdr̀ ds ̂yko.;* ls mitk gS]
ftldk vFkZ gS ̂ lqanjrk*A bl foèkk dk xk;u vkSj uR̀;
fL=;ksa }kjk gh fd;k tkrk gS( dbZ ckj iq#"k ̂ uV* vFkok
fdUuj ̂ukpk* Hkh blesa vfHku; dh dqN Hkwfedk,¡ fuHkkrs
gSaA ^<ksydh* ok| bldh laxr esa çeq[krk ls gksrk gS]
ftldk oknu vfèkdka'kr% iq#"k gh djrs gSaA HkfäHkko rFkk
nk'kZfud Hkko ls ;qä yko.kh ̂ fuxqZ.kh* yko.kh dgykrh gS(
ogha ̂Jàxkjh* yko.kh esa dkeqdrk dk Hkko vfèkd gksrk gSA

foiqy tu&leqnk; ds lkeus çLrqr dh tkus
okyh yko.kh ̂QMkph yko.kh* dgykrh gSA ;g ùR;&çèkku
'kSyh gS ftlesa vkstfLork vfèkd gksrh gSA blds foijhr
^cSBdhph yko.kh* fxus&pqus Jksrkvksa ds lkeus çLrqr dh
tkrh gS( tks dh ̂psacj E;wftd* ds led{k gSA blesa L=h
dykdkj ,d LFkku ij cSBdj xk;u vkSj vnkdkjh }kjk
xhr ds Hkko dks çnf'kZr djrh gSA bldk xhr eq[;r%
eè;y; esa vkB ek=kvksa dh pkpj rky esa rFkk xkSjh] iwohZ]
dkfyaxM+k] dhjokuh] ihyw bR;kfn jkxksa dh èkqu esa fuc)
gksrk gSA Kkuksck mRikr] ;equkckbZ okbZdj] M‚- v'kksd
jkuMs bR;knh us yko.kh xk;u dh foyksHkuh; çLrqfr;k¡ nh
gSa rFkk vusd jpuk,¡ Hkh dh gSaA

^eh olarjko* uked fQYe fo[;kr xk;d iaŒ
olarjko ns'kikaMs dh thouh ij vkèkkfjr fQYe gSA fQYe
esa çnf'kZr ̂iquo jkfrpk* ;g fQYeh xhr ̂cSBdhph yko.kh*
çdkj ij vkèkkfjr gSA lkSE; gko&Hkko dh vnkdkjh ij
vkèkkfjr 'k̀axkfjd xhr dks oSHko tks'kh us iq.ks&vgenuxj
dh cksyhHkk"kk esa fy[kk gSA xhr esa ̂ okldlTtk* ukf;dk
dk o.kZu gS] tks fofoèk çdkj ds 'k`axkj ls ;qä gksdj vius
uk;d dh çrh{kk esa gSA

yko.kh ij vkèkkfjr xhr dks [;kr xk;d jkgqy
ns'kikaMs rFkk mfeZyk èkuxj us xk;k gSA bl fQYe esa jkgqy
ns'kikaMs us xk;d rFkk vfHkusrk nksuksa :iksa esa vius nknk
iaŒ olarjko ns'kikaMs dk fdjnkj fuHkk;k gSA n'̀; ds
vuqlkj olarjko vius fe= iqŒ yŒ ns'kikaMs ds lkFk ,d
yko.kh xkf;dk ds ?kj mldk xk;u lquus tkrs gSaA
xkf;dk dh xk;u&'kSyh ds lkFk gh mudh L=h lqyHk
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vnkdkjh dh dyk dks Hkh olarjko vkRelkr~ djrs gSaA
ǹ'; esa yko.kh xkf;dk dk fdjnkj [;kr yko.kh dykdkj
'kdqaryk uxjdj us fuHkk;k gSA

xhr dk çkjaHk dkfyaxM+k ds Lojksa ls gqvk gS] tks
yko.kh xk;u esa cgqrk;r ç;qä gksrk gSA blesa ^uhjsx]
fujsexe* Lojksa dk ç;ksx jkx ijt ¼'kq) eè;e ;qä½ dk
vkHkkl djkrk gSA mÙkjkax esa 'kq) _"kHk lfgr ihyw dk
vkfoHkkZo gS( ogha vafre iafä esa dksey fu"kkn lfgr
dkfyaxM+k dk frjksHkko ç;qä gSA lkjaxh dk ckt Bqejh esa
dh tkus okyh lkFk&laxr ds <ax esa ihyw esa ctrk gS(
ftlds ckn vxyk varjk Hkh blh èkqu esa çkjaHk gksrk gSA
<ksydh dh rksM+ vkSj pkSxqu esa yXxh ds vankt esa ̂ Mkok
MksGk yorks;k* ;g iafä iqu% ijt esa laxhrc) gSA

çpfyr yko.kh laxhr esa vkfoHkkZo&frjksHkko dk
bruk foiqy ç;ksx de gh ik;k tkrk gSA fQYe dh
fo"k;&oLrq ds vuqlkj] rRdkyhu 'kkL=h; laxhr esa 'kkL=
i{k vkSj ijaijk dks fn;s x;s vfr egÙo ls uoksfnr xk;d
olarjko vkgr gksrs gSa vkSj vU; dykvksa ds ckt dks xzg.k
dj os viuh 'kSyh dks lè) dj lqLFkkfir djrs gSaA blh
dkj.ko'k dnkfpr bl xhr dks fdafpr~ xfj"B cukdj
olarjko dh xk;u&'kSyh esa viukus ;ksX; n'kkZus dk
ç;kl fd;k x;k gSA nwjn'kZu lákfæ ij çlkfjr çfl)
yko.kh dykdkj y{ehckbZ dksYgkiqjdj ds lk{kkRdkj ds
nkSjku mUgksaus crk;k fd os mŒ xqyke glu ls 'kkL=h;
laxhr Hkh lh[krh Fkha] ftlls muds xk;u esa fofoèkrk vk
ik;sA7 dnkfpr~ ;gh dkj.k gS fd vU; vusd xkf;dk,¡ Hkh
fofoèk jkxksa esa Li"V [kV~ds&eqdhZ vkSj fxVdM+h bR;kfn
ç;qä djrh gSaA ,slh gh] vU; rkyhe çkIr xkf;dkvksa ds
çn'kZu ds mPp Lrj dks fQYe gsrq fpf=r xhr esa Hkh
n'kkZus dk ç;kl fuf'pr gh ç'kaluh; gSA

xhr ds mÙkjkèkZ esa fn[kk;k x;k gS dh xkf;dk
dh dyk ls çHkkfor gksdj olarjko mudh xk;u&'kSyh
vkSj gko&Hkko dks viukrs gSa vkSj cSBdhph yko.kh dh
'kSyh esa os viuh fut xk;u 'kSyh ds xq.kksa dk vuq:i.k
djrs gSa( tks iatkc&ikfdLrku esa mudh iwoZ esa gqbZ rkyhe
ds <ax dh gjdrksa ls ;qä gSA olarjko ds xk;u ds le;
xhr esa "kM~t&iape ewpZ~Nuk dk ç;ksx gqvk gS] ftlls
ek¡t&[kekt dk çknqHkkZo gqvkA blds i'pkr~ iwoZ esa ç;qä

jkx&èkquksa dk gh ç;ksx gqvk gSA ewy ijt èkqu esa tkus ls
iwoZ jkx rksM+h ds Lojksa esa ^x x js e x js lk* rFkk ^js x
e èk e x js x js lk fu* Lojksa dk ç;ksx vkYgknnk;d cu
iM+k gS( vkSj ;g çpqjrk ls ikjaifjd yko.kh xk;u esa Hkh
ç;qä gksrk vk;k gSA yksd laxhr ds u dsoy fQYe
laxhr( vfirq 'kkL=h; laxhr esa fd, x;s vuq:i.k dk ;g
xhr ,d mÙke mnkgj.k gSA

ikjaifjd :i ls ç;qä ok|ksa <ksydh] rcys vkSj
isVh ¼gkjeksfu;e½ ds vykok lkjaxh] LojeaMy ¼vjch
gkiZ½ bR;kfn ok|ksa dk ç;ksx yksd laxhr vkSj 'kkL=h;
laxhr ds esy dks iq"V djrk gS( tks dFkkoLrq ls esy [kkrk
gSA Bsdk ds çdkj yko.kh ds vuq:i gSa vkSj dgha&dgha
mÙkj çns'k dh Bqejh ds vax ds Bsds Hkh ç;qä gSa] tks bl
xhr esa mi'kkL=h; vax dh vuqHkwfr Hkh çnku djrs gSaA
dh&cksMZ rFkk ckl fxVkj dk ç;ksx Hkh ik'oZ&laxhr esa
gqvk gS fdarq budk la;kstu ean èofu esa gksus ds dkj.k
budk ç;ksx dkuksa dks [kVdrk ughaA bldk Js; la;kstd
lkSjo j‚; rFkk èofu fo'ks"kK fot; n;ky dks vo'; fn;k
tkuk pkfg,A

fu"d"kZ %

'kksèk&i= dh lhek esa laHko mifjfufnZ"V mnkgj.kksa
ds vè;;u ls gesa fuEufyf[kr fu"d"kZ feyrs gSa %

l ikjaifjd ejkBh yksd èkquksa dk fQYe laxhr esa
cgqrk;r esa vuq:i.k gksrk jgk gSA bl vuq:i.k esa
çeq[kr% rhu çòfÙk;ka fn[kkbZ nsrh gSa & ¼1½ yksd
èkquksa dk ygtk] ckt ;k <ax viukuk ¼2½ yksd èkquksa
ls çsfjr u, xhr cukuk ¼3½ yksd xhrksa dks vius
ewy :i esa] fdlh Hkh ifjorZu ds flok T;ksa&ds&R;ksa
viukukA

l laxhr funsZ'kd dk dkS'kY;] ledkyhu jfldksa dh
vfHk#fp] dFkkoLrq dh ekax bR;kfn i{k bl vuq:i.k
dks çHkkfor djrs gSaA

l cgqr ls vuq:i.k yksdlaxhr ds ek= ygts dks
viukrs gSa vkSj mlh <ax ij u;h jpuk,¡  cukbZ
tkrh gSaA ,slh jpukvksa esa cgqr ls vuq:i.k yksd
laxhr ds ygts ek= dks viukrs gSa vkSj ubZ jpuk,¡
cuk;h tkrh gSaA ,slh jpukvksa esa laxhrdkj dk
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dkS'kY; fo'ks"k :i ls mHkjdj lkeus vkrk gSA og
yksd laxhr ds dkSu&ls rÙoksa dks ubZ jpuk esa
lfEefyr djuk pkgs] ;g mldh lksp vkSj uofufeZfr
{kerk ij fuHkZj gSA bu rÙoksa dk ifjek.k Hkh mls gh
r; djuk gksrk gSA ,slh jpuk,¡ -frRo dh ijh{kk
gksrh gSaA ,slh gh jpuk,¡ ledkyhu laxhr vkSj
yksdlaxhr ds laxe dks u;k vk;ke nsrh gSaA

l dqN xhr yksd èkquksa ls çsfjr gSa] ftuesa eq[kM+s dh èkqu
leku j[k dj vU; Lojkofy;ka cny nh tkrh gSaA

l ewy yksd èkquksa dks ;Fkkor ysus dk vuqikr vR;Yi
gSA ,sls ekeyksa esa mudh 'kCn&jpuk fur&uohu
fn[krh gSA

l xk;d vkSj çeq[k ok|ksa dk pquko djrs le; yksd
laxhr dk ygtk dk;e j[kus dk ç;kl gksrk
fn[kkbZ nsrk gSA dqN vkèkqfud vkSj if'peh ok|ksa dk
ç;ksx bu xhrksa dks ledkyhu cukus dh ,d dksf'k'k
gS] tks bUgsa ubZ ih<+h ds lkoZf=d jfldksa ds fy,
vfèkd vkLok| cukrs gSaA

l fQYeh laxhr esa yksd èkquksa dk vuq:i.k fQYeh xhrksa
ds oSfoè; dks c<+krk gS] rFkk ledkyhu jfldksa ds

eu esa viuh ijaijkxr dykvksa ds çfr vkLFkk txkus
dk vkSj mls ldkjkRed :i ls ofèkZr djus dk dke
djrk gSA

lanHkZ lwph %

1- https://youtu.be/2UMzuhM0nkk] vfHkxE; çkr% 10%27]
24@07@2023

2- 'kekZ] euksjek] E;wftdy gsfjVst v‚Q bafM;k] vkbZ,lch,u%
9788131300466] 8131300463] ,- ih- ,p- ifCyf'kax dkjiksjs'ku]
ubZ fnYyh] 2007] i"̀B& 129

3- 'kekZ] euksjek] Qksd bafM;k % , dafçgsaflo LVMh v‚Q bf.M;u
Qksd E;wftd ,aM dYpj ¼o‚Y;we& 6½] vkbZ,lch,u%
788175741362] 8175741368] lanhi çdk'ku] ubZ fnYyh]
2004] i"̀B & 30] 40] 51

4- vyoFkZ] ,MoMZ] lsaVªy ,f'k;k] 130 bZ;lZ v‚Q jf'k;u
MksfeusUl % , fgLVksfjdy vksojO;w] Mîwd ;wfuoflZVh çsl]
,u- ,- lh-] ;w- ,l- ,-] 1994 i"̀B & 454

5- https://youtu.be/d8a&Q8ysbAQ] vfHkxE;] çkr% 10%27]
24@07@2023

6- ?kkVs] 'kkjnk] lqanjk eukeèks Hkjyh] vkbZ,lch,u% 9788172947613]
8172947615] fnyhijkt çdk'ku] iq.ks] 2009] i"̀B & 57

7- https://youtu.be/O95UB71vUfs] vfHkxE;] çkr% 10%27]
24@07@2023
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Introduction: Folklore
Folklore is the oral tradition (stories,

practices, beliefs) that is passed down from
generation to generation. Folklore has historically
been used to describe the narration of narratives
in the form of a story. Legends, myths, children's
rhymes, proverbs, folk art, folk song, and dance,
to name a few, are all included in Contemporary
Folklore.1

Folklore aims to preserve and teach
about the culture of the people, or folk, that it is
composed of. Folklore plays a crucial part in
transmitting a cultural group's traditions because
it is a collection of stories about the culture and
people from where the stories come.
In-house Folksong

As we know, Folksong is a component
of written literature, including both prose and
verse narratives, poems and songs, myths,
dramas, rituals, etc., which are transmitted by

*Assistant Professor, Department of Instrumental Music, Faculty of Performing Arts, The M.S. University of Baroda.
Vadodara

The Practice of in-house Folksong and the impact of Digitalization in Indian Context
Dr. Rahul Barodia*

Abstract

Folklores were integral part of life since development of societies in India. These practices
were not only carrying the traditional knowledge system but also applicative for overall
human health. Materialistic approach of human especially after industrialization and in
influence of western culture detracted the practice of folklores in India. Excessive
digitalization added more pace to the process of lowering quality of life in Indian society.
The roots of society can uplift the quality of life, application of in house folk songs can save
from many physical and psychological ailments and sufferings. Folksongs like Chakkike
geet, (Songs for grinding grains) Paniharike geet, (Songs while fetching water) Thaal
(bhog) kegeet, (Songs for offering food to loard) Lullaby (Lori), Jhula, (Songs while
swinging in group) Sanjhike geet, (worship of Amba),  Mandanake geet, kajari,  chaiti,
Sohar, Nataka, fagua, Bidesiya are having their own importance in human life. Readoption
of these folk songs can applied as a therapy and be used as tonic to our society.

Keywords : Folklores, folksongs, Indian Society, digitalization,

Methodology : Secondary sources are adopted.

word of mouth.2 So, if we look at history, we
can find that women of the house (Grandmothers,
mothers, aunts, and elder sisters) do their work
by singing the song. Those songs help them do
work without any stress or thoughts in their minds.
They do their work freely. Those songs were
not composed or written by them; they were
learned from their elders, and they are just
following the tradition. For example, while feeding
or attending the child, the mother used to sing a
song that we called 'Lori' in India. On the other
hand, we may find the women grinding mills or
grinding spices singing their traditional folk songs
or Folksong.

Continuing a custom that was presented
in life and was taught by elders. It is possible
that the people have heard the song or Folksong
before and that it has a strong following in the
neighbourhood. In that case, they will ensure the
song or the literature stays as close to the tradition
as they are accustomed to. If the listeners find
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the story, song, proverb, or riddle entertaining, it
will be told repeatedly throughout time and across
great distances if it is liked by people.

We can see that traditional folktales
presented in the movies, while the radio and
television have particularly piqued interest in folk
music. Due to the public's familiarity with
common literary norms, this oral literature has
inevitably lost some of its authenticity and been
replaced with a large amount of pseudo folk
writing.

Books, newspapers, radio, and television
have steadily supplanted folk literature. People
must take extra steps to find real oral traditions,
songs, or tales if they are interested in hearing
them. Older people, recent immigrants in cities,
and other minor populations in rural or urban
areas are still some groups that maintain these
traditions. The transmission of specific oral
traditions, such as singing games, riddles, and
dancing songs, depends heavily on children.
These are passed down orally from generation
to generation and continuously expanded upon.
This traditional which are associated with in
house or day to day work specially done by
women can be termed as In house Folksongs by
the author.

Application of Folksong

Indian culture includes a treasure of a
variety of Folksong. The diversity in culture and
tradition is reflected in the variety of Indian folk
music too. The Vedic literature, which goes back
to 1500 BC, contains the first descriptions of
Indian folk music.3 Some academics and industry
professionals even contend that Indian folk music
may be as old as the nation. For instance, it is
said that Pandavani, a type of folk music that is
common throughout Central India, is as old as
the Hindu epic Mahabharata. This astounding
assertion is supported because Pandavani's focus
is on the exploits of Bhim, a significant figure

from the Mahabharata. The topic matter of
Pandavani has not changed over the years,
therefore this traditional music may be as old
as the Mahabharata itself! Folk songs were
later widely used for entertainment and to
commemorate important occasions like
weddings, childbirth, festivals, etc. Folk music
was also employed to transmit important
information from one generation to the next. This
implies that these songs might have had a
significant impact before introducing the paper
to India.

Most of the globe used folk songs to
express ideas or emotions shared by the
community, even when they are not employed
for such practical purposes and are merely sung
or listened to for enjoyment. The purely personal
expression only makes an appearance in folk
songs in societies that are accustomed to hearing
songs by composers or poets.

Most people sing in some ability;
therefore, it is likely that in places where there
are not any records of it, the information is just
absent. Folk song involves the use of music, and
regional musical traditions differ widely. Some
areas do not seem to give much weight to song
lyrics and seem to use them mostly to support
the music. Frequently, the voice or the musical
instrument is accompanied by meaningless
monosyllables and a lot of repetition. Folk singing
often has a strong rhythmic effect because of
the use of drums and rattles, hand or foot beats.

Since there was no solid material
available for humans to use to preserve historical
knowledge, it became crucial to pass down
valuable knowledge through songs. Therefore,
folk songs were highly regarded by indigenous
people because they not only offered pleasure
but also valuable lessons that could apply to daily
life. As we can observe that there so many types
of Folksongs which we can call In house
Folksongs like Chakkikegeet, (Songs for grinding
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grains) Paniharikegeet, (Songs while fetching
water) Thaal (bhog) kegeet, (Songs for offering
food to loard) Lullaby (Lori ), Jhula, (Songs while
swinging in group) Sanjhikegeet, (worship of
Amba),  Mandanakegeet, kajari,  chaiti, Sohar,
Nataka, fagua, Bidesiya and so on.

Many people believe that music may be
utilized to express emotions to people all around
the world as a type of language. It is a type of
art that uplifts us and lessens the load of trying
and difficult situations. Folk music has been
shown to lower stress-related hormones like
cortisol. It has thus been used to reduce stress
levels. If we look at the ruler region, we can see
that there are individuals (workers, household
women, etc.) who listen to music while they work
because they think or consider folk music to be
a stress-relieving aid.

Folk music or Folksong is constantly
changed, impacted, and conversed with its
environment. It is a reaction to the environment
that people live in and a result of that environment.
As a result, listening to Folksong makes you feel
more joyful and hopeful about life, and it helps
people relax and manage their stress. It restores
and improves emotional, physiological, and
psychological well-being.

Impact of Modern Digitalization

1. Early Touch of Technology

Technological is the application of
knowledge for developing the practical goals we
use in day-to-day life. The reason behind the
development of technology is to consume the
timing of the work, but with the advancement of
technology physical activities are reduced by
time. As a result, we can see that the lifestyle of
household women, workers, and farmers has
changed now a day. Thus, people's needs brought
them to new technologies. Different things were
gradually invented, but the main period of
technology and invention occurred in the 18th

century with the beginning of the industrial
revolution, the invention of machines, electricity,
the telephone, light, the internet, digitalization, etc
developed.4

2. Introduction of Gadgets

A gadget is an electrical device that
performs a certain task. With the aid of science
and technology, anything is possible in today's
quick-paced society. Gadgets and electronic
devices play a crucial role in this. Consequently,
we encounter a variety of technologies in daily
life without realizing them. As a result, we are
almost dependent on them.

We can use a variety of gadgets because
of modern technology. From the alarm clock in
the morning to the night-time light, we are all
dependent on technology.5 If we compared the
activity of machines and human beings, we find
that machine takes the lead in the world. People
cannot imagine their life without gadgets. Like,
Laptop, Smartphone, Washing Machine,
Cleaning Machine, Microwaves, etc. Therefore,
gadgets have solved many problems for people,
whether they are housewives, working men-
women, or children, but the use of these gadgets
has taken man away from the earlier way of
life, where people all used to do the work
themselves and enjoyed doing those physical
activities by singing and dancing on folk songs.6

Use of Electric Grinding Machine had
an impact of Folk like Chakkike Geet, the
folksongs women use to sing while grinding
grains in daily routine, where they get freshly
grinded grains which was beneficial for health
and the process was equally beneficial for the
women as this activity include the physical
movement and the singing relaxes the stress and
fatigue.

Water came inside home by means of
technology, it changed the scene of a bunch of
activities related to fetching water from common
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well, of from the any water source nearby, the
group of woman comes out with their water pots,
gathers, meets, talks and walks with empty and
comeback filled pots this provides a good physical
exercise to them, to release physical stress they
sing in chorus in different traditional tunes
imbibing different matters as story. Whole event
of Panihari ke geet7 disappear in Urbanization
and later rural population also.

Likewise Lori, a beautiful connecting
music which connects a mother to the child is
disappear because of growing materialistic needs
in modern society. Now mother is also working
outside home and not having enough time to take
care the baby like early days. The psychological
importance this traditional form is forgotten by
people these days where a mother starts a early
teaching to the child in form of story singing, as
in Indian Knowledge system of "ShrutiSmruti"
though the child is not able to understand the
song but it remains in its mind and later have
impact of the song for rest of the life, it also
creates a great connection to mother, as first
voice, first communication. Audio-visual devices
like and T.V., and audio players are working
instead of mother and moreover now days mobile
phone like devices are used to solve the purpose
which are having some adverse impact also.

There are so many, like Zula geet,8

where all married girls of community visits their
parental home in the month of Sawan, and get to
gather, exchange talks about their life, releases
themselves, create kind of catharsis and they
gather in farms of garden, tie a swing on the tree
and enjoy swinging, at this time they feel relax
and rejuvenated for a whole year, modes of
communication, rush for materialistic
achievements made disappear this format of
folk. Now days there is no time with anyone for
this get to gather, and everything are just in
documentations only.

Sanjhi or Sanja also an almost vanished

folk, which included not only song & music but,
the traditional clay cladding art form also. This
was also celebrated in most part of the upper
India and up to lower part of Gujarat.  Specially
young girls celebrates this festival event , where
every day in "Shraddh Paksha"9 (a fifteen day
celebration when we remember our forefathers)
they gathers create different tradition art work
with some story characters on wall with the help
of Mud and cow dunk and sings songs. Modern
life styles, urban living and impact of
modernization destroys the traditions. Now there
is no traditional design homes, no walls, no get
together, no festival, no rituals, and no folk tales
and music.

The list is very long for folklore which
disappeared with because of materialistic
approaches (which specially imposed by western
part of the globe), industrialization- which created
urban populations, and because we lost our
cultural identity.

Conclusion :

Folksong is a vital component of daily
life and a supportive partner in coping with more
serious medical issues. Household women and
workers are following this practice for long years.
It undoubtedly gave individuals a chance to
express themselves and united their minds,
bodies, and spirits. It is a kind, happy method for
lowering stress, easing tension, and enhancing
the health-improving effects of relaxation on one's
body, mind, and spirit. Continuous urbanization,
industrialization created a great materialistic
need in Indian society. We left our communities
of Origin i.e. our villages, our roots and with the
great help of modernization, gadgets, and
excessive digitalization, we earn all the
contemporary ailments to human body and mind
and lost the healthier way of living with or
application traditional music which is our valuable
folklores.
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1.1 Background

Folk culture refers to a specific group’s
or community’s traditional and communal
expressions, practises, and beliefs.
Conventionally, folk culture refers to the
products and practices of  relatively
homogeneous and isolated small-scale social
groups living in rural locations.1 Language,
music, dancing, storytelling, crafts, rituals, and
festivals are all examples of cultural aspects.
Folk culture is strongly founded in local customs
that are passed down from generation to
generation, and it plays an important role in
shaping the identity and history of communities
all over the world.

Impact of Technology on Folk Culture : A Comprehensive Analysis
Dr. Asit Goswami*

Abstract

This research paper explores the intricate relationship between technology and folk
culture, aiming to understand the multifaceted impact of technological advancements on
traditional forms of cultural expression and practices. Folk culture, characterized by its
local, communal, and traditional nature, has undergone significant transformations as a
result of technological innovation. The paper investigates the positive and negative
consequences of technology on various aspects of folk culture, including communication,
storytelling, music, art, rituals, and community dynamics. By examining these impacts,
this study seeks to provide insights into the challenges and opportunities faced by folk
communities in the digital age and suggest potential strategies for preserving and
revitalizing folk traditions in the face of technological advancements.

Keywords : Art & Craft, Folk Culture, Music, Technology
Methodology : The methodology adopted includes the following–

–Review of academic texts and publications on technology's impact on folk culture to establish a
foundation.
–Undertaking some case studies involving various folk communicities, employing qualitative
methods like observations and thematic analysis.
– Comparative Analysis : Compared traditional folk practices with their technological adaptations
to understand changes and challenges. This comprehensive approach aimed to provide a holistic
understanding to technology's impact on folk culture by blending various research methods and
ethical consideration.

Professor in Music (Sitar), Govt Maharani Sudarshan College for Women, Bikaner

The introduction of technology,
particularly digital communication, has heralded
a new era of connectivity and accessibility. This
technological revolution has had far-reaching
consequences for many elements of human life,
including culture and cultural practises.
Technology’s influence on folk culture are
complicated, posing both opportunities and
problems for the preservation and evolution of
traditional practises.
1.2 Research Objectives

The primary objective of this research
paper is to explore and analyze the impact
of technology on folk culture. By examining
the relationship between technological
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advancements and traditional forms of cultural
expression, this study aims to achieve the
following objectives:

1. Investigate the ways in which technology
has influenced different aspects of folk
culture, such as communication, storytelling,
music, art, rituals, and community dynamics.

2. Examine the positive and negative
consequences of technology on the
preservation, transmission, and evolution of
folk traditions.

3. Identify the challenges faced by folk
communities in adapting to technological
changes and suggest strategies to mitigate
potential negative impacts.

4. Highlight successful case studies and
initiatives that demonstrate the effective
integration of technology and folk culture.

5. Provide recommendations for policymakers,
community leaders, and individuals to
promote the sustainable coexistence of
technology and folk culture.

2. Understanding Folk Culture

2.1 Definition and Characteristics

Folk culture includes the habits, beliefs,
practises, and aesthetic manifestations that are
carried down by oral tradition, imitation, and
practise within a specific group. It is strongly
embedded in the local context and reflects a
community’s shared experiences, values, and
identity. Folk culture is often connected with rural
and indigenous populations, but it can also be
found in urban regions when certain groups
uphold traditions.

Key characteristics of folk culture include:

1. Communal and Local: Folk culture is
created, maintained, and transmitted within
a specific community or group, fostering a
sense of belonging and shared identity.

2. Traditional and Authentic: Folk practices
have deep historical roots and are often
perceived as authentic expressions of a
community’s heritage.

3. Oral Tradition: Much of folk culture is
transmitted orally, through storytelling, songs,
and verbal exchanges, rather than through
written documentation. All folklores are
oral traditions, the lore, traditional
knowledge and beliefs of cultures often
having no written language and they are
transmitted, generally, by word of mouth.2

4. Informal and Participatory: Folk cultural
practices are typically informal and
participatory, involving active engagement
and participation from community members
rather than purely passive forms of
entertainment.

2.2 Importance of Folk Culture

Folk culture holds immense significance
for communities and societies. It serves as a
means of preserving and transmitting cultural
heritage, strengthening social cohesion, and
fostering a sense of identity and belonging. The
unique expressions of folk culture reflect the
historical, environmental, and social contexts in
which they originated, providing valuable insights
into the collective experiences and values of a
community.

Furthermore, folk culture serves as a
repository of local knowledge, traditional skills,
and sustainable practices that have been
developed and refined over generations. It often
embodies ecological wisdom, resource
management techniques, and indigenous
knowledge systems that promote harmony with
the natural environment. By preserving and
promoting folk culture, communities can retain
their cultural diversity, promote intergenerational
learning, and contribute to the sustainable
development of their regions.
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2.3 Significance of Cultural Preservation

Preserving folk culture is essential to
maintaining cultural diversity,  fostering
intercultural dialogue, and ensuring the continuity
of unique cultural practices. In an era of
globalization and homogenization, folk culture
represents a  valuable counterbalance to
standardized mass culture and can provide a
sense of rootedness and authenticity.The
protection of cultural heritage is an immanent
feature of humanitarian component of the
principles of the democratic society.3

Cultural preservation is not simply about
preserving relics of the past but also involves
the active revitalization and adaptation of
traditional practices to meet the changing needs
and contexts of communities. It is through the
preservation and active practice of folk culture
that communities can maintain their cultural
identities, reinforce social bonds, and create
opportunities for intergenerational knowledge
transfer.

3. Technological Advancements and Folk
Culture

3.1 Digital Communication and Folk
Communities

The advent of digital communication
technologies, such as the internet, social media
platforms, and mobile devices, has revolutionized
the way people connect and interact. These
technologies have opened up new channels of
communication and have the potential to both
benefit and challenge folk communities.

On the positive side, digital
communication has enabled folk communities to
overcome geographical barriers and connect
with members dispersed across different
regions. It has facilitated the exchange of ideas,
experiences, and practices, allowing for greater
collaboration, learning, and cultural exchange.

Online platforms and social media have provided
spaces for folk artists, musicians,  and
practitioners to showcase their work to wider
audiences, expanding their reach and visibility.

However, there are also challenges
associated with digital communication. The digital
divide, characterized by disparities in access to
technology and internet connectivity, can
marginalize certain folk communities, especially
those in remote or economically disadvantaged
areas. Additionally,  the fast-paced and
fragmented nature of online communication may
pose a threat to the depth and authenticity of
interpersonal connections that are central to folk
culture.

3.2 Transformation of Traditional
Storytelling

Storytelling is a fundamental element of
folk culture, serving as a vehicle for preserving
history, conveying moral lessons, and sharing
collective wisdom. Technological advancements
have profoundly influenced the way stories are
told and consumed.

Digital platforms have provided new
avenues for storytelling, such as podcasts, online
videos, and interactive multimedia platforms.
These platforms offer opportunities for folk
narratives to reach broader audiences and
engage with different age groups. However, the
shift from oral tradition to digital formats raises
questions about the authenticity and integrity of
storytelling. The performative aspects, nuances,
and interpersonal interactions that are intrinsic
to traditional storytelling may be lost in digital
adaptations, potentially diluting the richness and
cultural significance of these narratives.

3.3 Impact of Technology on Traditional
Music

Music is an integral part of folk culture,
reflecting the collective emotions, beliefs, and
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experiences of a community. Technological
advancements have revolutionized the
production, distribution, and consumption of
music, both positively and negatively impacting
traditional musical practices.

On one hand, digital technologies have
made it easier for folk musicians to record,
produce, and distribute their music independently.
Online platforms and streaming services have
provided greater visibility and access to a global
audience, allowing folk musicians to reach new
listeners and explore cross-cultural
collaborations. Additionally, digital tools and
software have expanded the possibilities for
musical experimentation, enabling the fusion of
traditional folk music with contemporary genres.

However, the digitization of music has
also raised concerns about the commodification
and appropriation of traditional musical forms.
With the ease of digital sampling and remixing,
there is a risk of cultural appropriation and the
loss of cultural integrity. Furthermore, the
emphasis on popular and commercialized music
in digital platforms may overshadow lesser-
known folk traditions, leading to the
marginalization and potential extinction of certain
musical expressions.The perfection in the
rendition of the classical songs which was
the way to showcase talent earlier has led to
the use of technology to correct mistakes of
the singer, like using an auto tuner, pitch
correction,  patch recording and other
instruments. This, unfortunately, is leading
to students taking music as an art form not
as seriously as it should be. The passion and
effort to achieve excellence are lacking which
needs to be addressed.4

3.4 Technological Influences on Folk Art
and Crafts

Folk art and crafts play a vital role in
folk culture, reflecting the unique aesthetics, skills,

and cultural symbolism of a community.
Technology has both influenced and transformed
traditional art forms, presenting opportunities for
innovation and preservation as well as challenges
to authenticity.

Digital tools and software have
expanded the possibilities for artistic expression
and creativity. Artists can now use digital
platforms for designing, creating, and promoting
their work. Digital art forms, such as
computer-generated imagery (CGI), digital
painting, and 3D modeling, have gained
prominence in recent years.5 Moreover,
technology has facilitated the documentation and
preservation of traditional art forms, enabling the
creation of digital archives and virtual exhibitions.

However, the increasing reliance on
digital mediums and mass production techniques
can diminish the individuality and craftsmanship
associated with traditional folk art. The loss of
direct human touch and the unique imperfections
that often characterize handcrafted objects may
impact the aesthetic and cultural value attributed
to these art forms. Furthermore, the rise of
counterfeit and imitation products facilitated by
technology can undermine the economic
sustainability of traditional artisans and
craftsmen.

3.5 Changing Rituals and Ceremonies in
the Digital Age

Rituals and ceremonies hold deep
cultural and spiritual significance in folk culture,
marking important life events, seasonal
transitions,  and religious observances.
Technology has influenced how these rituals and
ceremonies are performed, experienced, and
transmitted.The shift in cultural practices
towards a blending of offline and online
dimensions, also affects rituals. For clarities
sake, we use the term ‘digital ritual’ torefer
to ritual practices that take place anywhere
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at the offline-online nexus. Weuse the term
‘online ritual’ in examples where the online
dimension of the ritualis key6

Digital platforms and virtual spaces
have provided alternative formats for conducting
rituals and ceremonies, especially in situations
where physical gatherings are challenging.
Online platforms can facilitate the participation
of individuals who are geographically distant or
physically unable to attend in-person events.
Additionally, technology has allowed for the
documentation and archiving of rituals,
preserving them for future generations.

However, the virtualization of rituals and
ceremonies raises questions about the embodied
and communal aspects of these practices. The
physical presence, collective participation, and
sensory experiences that are integral to
traditional rituals may be compromised in digital
formats. There is a risk of ritual commodification,
where rituals become performative spectacles
devoid of their deeper cultural and spiritual
significance.
4. Positive Impact of Technology on Folk

Culture
4.1 Preservation and Documentation of

Folk Traditions
Technology has provided powerful tools

for the preservation, documentation, and
archiving of folk culture. Digital platforms,
databases, and online repositories have made it
possible to collect and store vast amounts of
cultural information, including recordings,
photographs, videos, and textual documents.
These digital archives ensure that valuable
cultural knowledge and expressions are
accessible to future generations, even in the face
of natural disasters or physical deterioration.

Additionally, technology has facilitated
the digitization of traditional texts, manuscripts,
and oral recordings, making them easily

searchable and available for research and
educational purposes. This has contributed to the
revitalization of endangered languages, the
preservation of historical narratives, and the
study of folk traditions by scholars and
enthusiasts.
4.2 Increased Accessibility and Global

Reach
One of the most significant positive

impacts of technology on folk culture is the
increased accessibility and global reach of
traditional practices. Digital platforms and social
media have enabled folk artists, musicians,
storytellers, and artisans to connect with a
broader audience beyond their immediate
communities. This exposure has opened up
opportunities for collaboration, cross-cultural
exchange, and economic sustainability.

Through live streaming, online
performances, and virtual exhibitions, folk
practitioners can showcase their work to
audiences around the world, breaking
geographical barriers and fostering cultural
understanding. This increased visibility and
connectivity have not only expanded the
audience base for folk culture but have also
created avenues for financial support, such as
crowdfunding and online sales platforms, which
can sustain the livelihoods of traditional artists
and artisans.

Moreover, technology has facilitated
cultural tourism and heritage preservation by
providing virtual tours, interactive maps, and
multimedia platforms that allow individuals to
explore and engage with folk cultural sites and
practices from anywhere in the world. This
accessibility promotes cultural exchange,
encourages dialogue, and enhances appreciation
for the diversity of folk cultures globally.
4.3 Collaboration and Cultural Exchange

Technology has paved the way for
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collaborative projects and cultural exchange
initiatives between folk communities and diverse
stakeholders. Digital platforms have facilitated
partnerships between folk artists, researchers,
educators, and technology experts, leading to the
development of innovative projects that blend
traditional practices with digital tools.

Collaborative initiatives have resulted in
the creation of interactive digital applications,
virtual reality experiences, and augmented reality
installations that enhance the immersive and
educational aspects of folk culture. These
projects not only engage audiences in new and
exciting ways but also provide opportunities for
intergenerational knowledge transfer and skills
development.

5. Negative Impact of Technology on Folk
Culture

5.1 Dilution of Authenticity and Cultural
Appropriation

One of the significant concerns
associated with the impact of technology on folk
culture is the potential dilution of authenticity and
the risk of cultural appropriation. The ease of
digital replication, sampling, and remixing can
lead to the commodification and exploitation of
traditional folk expressions without proper
acknowledgment or respect for their cultural
origins.

Digital platforms may also prioritize
popular or commercialized forms of folk
culture, thereby overshadowing lesser-known
or marginalized traditions. This unequal
representation can contribute to the
homogenization and commodification of folk
culture, eroding its uniqueness and cultural
integrity.

Moreover, the use of folk cultural
elements in digital media, such as movies,
advertising, or popular music, without proper

understanding or context, can perpetuate
stereotypes and misrepresentations. This not only
distorts the cultural significance of folk practices
but also reinforces power imbalances and
undermines the rights and agency of folk
communities.

5.2 Loss of Oral Tradition and Local
Knowledge

The shift from oral tradition to digital
formats of communication and storytelling poses
a threat to the preservation and transmission of
local knowledge embedded within folk cultures.
The reliance on written texts and digital
recordings may diminish the emphasis on oral
transmission, affecting the dynamic and
interactive nature of traditional knowledge
sharing.

Furthermore, the accessibility and ease
of information retrieval through digital platforms
may lead to a loss of motivation for active
engagement with traditional practices. The
immediacy and convenience of digital information
may discourage individuals from actively seeking
out direct experiences and interactions within
folk communities, thereby contributing to the
erosion of local knowledge and traditions.

5.3 Threats to Community Cohesion and
Transmission

The advent of technology can also impact
the social dynamics and community cohesion
within folk cultures. Traditional folk practices are
deeply rooted in community participation,
fostering a sense of belonging, and strengthening
social bonds. However, the increasing reliance
on digital platforms for communication and
interaction may reduce face-to-face interactions
and weaken the communal fabric of folk
communities.

Moreover, the generational divide in
technology access and proficiency can create
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tensions within communities, as younger
generations may embrace new technologies
while older community members struggle to
adapt. This disparity can lead to a loss of
intergenerational transmission and create
barriers to the preservation of folk practices and
cultural continuity.

6. Conclusion :

The impact of technology on folk culture
is multifaceted, presenting both opportunities and
challenges. While technology has the potential
to enhance the preservation, accessibility, and
global reach of folk culture, it also poses risks to
authenticity, cultural integrity, and community
cohesion.

Preserving and promoting folk culture
in the digital age requires a balanced approach
that values the unique traditions, knowledge
systems, and social dynamics embedded within
these cultural practices. By adopting strategies
that empower folk communities, promote ethical
digital practices, foster collaboration, and support
local institutions, it is possible to harness the
benefits of technology while safeguarding the
authenticity and sustainability of folk culture.

Efforts to integrate technology and folk
culture should prioritize community involvement,
cultural agency, and the transmission of
intergenerational knowledge. Through these

collaborative and inclusive approaches, folk
culture can continue to thrive and evolve,
maintaining its relevance and significance in a
rapidly changing world.
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Introduction

In the heart of India, a land known for
its rich cultural diversity, a symphony of traditions
resonates through the ages. India’s folk music,
a tapestry woven from the threads of regional
identities, customs, and beliefs, is a testament to
the depth and diversity of this ancient civilization.
Folk music, often perceived as the “music of the
people,” carries a profound significance in Indian
culture (Kumar, 2011). It embodies the essence
of rural life, its joys, sorrows, and rituals. These
songs celebrate the changing seasons,
accompany agricultural tasks, and narrate tales
of love, bravery, and devotion (Fiol, 2015). From
the hills of Himachal Pradesh to the fertile
Gangetic plains, from the arid deserts of
Rajasthan to the lush forests of the North East,
each region has its unique folk music tradition,
reflecting the very soul of its people.Folk music
becomes a communal experience, fostering a

Revitalizing the Roots: Technology as a Catalyst for the Renaissance of Indian Folk Music
Dr. Chandra Shekhar Pati Tripathi** Dr. Amanpal Singh*
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The present article explores the dynamic interplay between technology and the
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countless folk music traditions, each a unique representation of regional identity. This
article looks into the significance of these traditions, emphasizing the need for their
preservation in an ever-evolving world. It examines the dual role of technology: as a
guardian of heritage and a tool for creative reinvention. Digital archiving, fusion
collaborations, and innovation in sound production are discussed as transformative
avenues. The article highlights successful case studies, the challenges of cultural
appropriation and digital access disparities, and offers a glimpse into the future with
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sense of belonging and continuity. It is a living,
breathing testimony to the cultural heritage and
values of India’s diverse communities.From the
hauntingly beautiful Baul songs of West Bengal
to the spirited Bhangra of Punjab, and from the
soul-stirring Bhavageet of Karnataka to the
energetic Dandiya of Gujarat, India’s folk music
is as diverse as its geography. These musical
traditions are deeply intertwined with the daily
lives, rituals, and celebrations of the communities
they represent. They serve as a conduit for
passing down stories, wisdom, and emotions
from one generation to the next. The deep-rooted
nature of folk music in Indian society makes it
an integral part of the cultural identity of various
regions, a repository of history, and a reflection
of the struggles and triumphs of the people.

While the cultural and artistic
significance of Indian folk music is undeniable,
it faces several challenges that threaten its
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survival. Modernization, urbanization, and
globalization have transformed the socio-
economic landscape of rural India, leading to the
erosion of traditional livelihoods and lifestyles.
The younger generation is often drawn to more
lucrative professions, resulting in a dearth of
young musicians willing to carry the torch of folk
music forward. Moreover, the lack of access to
formal education and the absence of
documentation have contributed to the
marginalization of these musical traditions. The
absence of written notation and the reliance on
oral transmission make these art forms
vulnerable to extinction. Additionally, the
pervasive influence of popular culture and
commercial music has diminished the relevance
of folk music in the eyes of the youth.In this
context, technology emerges as a powerful ally,
offering new avenues for preserving and
revitalizing Indian folk music. It serves as a
bridge between the past and the future, helping
to address these challenges and rekindle the
embers of these invaluable traditions (Kapur,
2007).

In addition to preserving cultural
heritage, folk music is an artistic treasure trove.
Many traditional instruments, such as the sitar,
tabla, and dholak, have found their way into
mainstream Indian music, enriching it with their
distinct timbres and rhythms. Folk melodies have
also inspired classical music and modern
compositions, creating an intricate web of
musical cross-pollination. Folk music, therefore,
is not just a relic of the past but a source of
inspiration for contemporary music in India and
beyond.This article embarks on a journey to
explore the fascinating interplay between
technology and Indian folk music, a partnership
that is revitalizing these age-old musical traditions
and giving them a new lease on life.

Discussion

Folk musicians, often residing in remote

and economically disadvantaged areas, face
unique challenges in adopting and harnessing
technology.  Lack of access to digital
infrastructure, limited technical knowledge, and
financial constraints can hinder their engagement
with the digital realm. However, numerous
initiatives are working to bridge this gap and
empower folk musicians with the tools they
need to thrive in the digital age. One such
initiative involves providing folk musicians with
affordable, user-friendly recording equipment.
With portable digital recorders, microphones, and
basic software, musicians can document their
performances and compositions, preserving their
art for posterity. This democratization of
recording technology ensures that even those in
the most remote corners of India can contribute
to the preservation and promotion of their musical
heritage (Magnusson, 2019).

Education and training programs are
instrumental in enabling folk musicians to harness
the potential of technology effectively. These
programs, often organized by government
agencies, NGOs, and cultural institutions, offer
training in digital recording, editing, and online
promotion. By enhancing the technical skills of
folk musicians, these programs empower them
to create high-quality recordings and share their
music with a global audience.One example of
such an initiative is the establishment of folk
music academies. These academies not only
provide training in music and technology but also
offer courses in business and marketing,
equipping musicians with the knowledge and skills
needed to navigate the digital music industry
successfully.

Financial constraints can be a major
barrier for folk musicians looking to adopt
technology. To address this issue, various funding
and support  initiat ives have emerged.
Government grants, private foundations, and
crowdfunding platforms provide financial
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assistance to folk musicians for the purchase of
recording equipment, the production of music
videos, and the organization of live-streamed
performances.These initiatives not only alleviate
financial burdens but also validate the cultural
importance of folk music, recognizing it as a
valuable asset worth preserving and promoting.
Such support encourages folk musicians to
embrace technology as a means to achieve
sustainability and recognition.
Case Studies : Success Stories in Folk
Music Revival :
Example 1: Preservation of audio recordings, and
accompanying documentation of music and
folklore of Western Rajasthan

Rajasthan’s rich cultural heritage is
deeply rooted in its vibrant oral traditions. Within
the region, skilled bards and musicians have been
carrying forward the legacy of traditional epics
through captivating performances that often
incorporate puppetry and music. To safeguard
and promote Rajasthan’s cultural heritage, it is
imperative to digitize the invaluable recordings
of these performances, particularly those
predating the urbanization of the region. This
initiative not only preserves the essence of
Rajasthan but also provides scholars with a
valuable resource for in-depth cultural studies.

The custodian of these significant
recordings is the Rupayan Sansthan, Rajasthan,
which houses the collection of the eminent
folklorist Komal Kothari. Kothari dedicated
himself to meticulously documenting the diverse
musical expressions, epics, and oral traditions of
Rajasthan. The tapes, meticulously recorded
during the 1950s to the 1970s, offer a unique
window into the pristine, unadulterated phase of
these traditions, reflecting the rural villages in
their original state, untainted by urbanization and
modern media exposure. These recordings are
complemented by a wealth of accompanying
documents and photographs, which provide

invaluable context and insights.This treasure
trove of cultural heritage was, until recently,
inaccessible due to the lack of playback
equipment. Furthermore, the accompanying
documents and photographs had remained
unlisted, uncatalogued, and disorganized, limiting
their potential for scholarly exploration.

In a commendable endeavor, this project
successfully digitized 405 open reel recordings,
accompanied by 721 documents and 1,594
photographs. The tapes have been carefully
relocated to the Archives and Research Centre
for Ethnomusicology at the American Institute
of Indian Studies, where they are meticulously
preserved in climate-controlled facilities.
Moreover, the staff at the archive received
specialized training in audio recording digitization
and archival management. Copies of the digitized
materials have been distributed to performers
and their heirs, ensuring that this invaluable
cultural heritage remains alive and accessible
for generations to come.
Example 2: Anahad Foundation works towards
preserving and empowering folk music and
musicians across India

Indian folk artists — with their rustic
music, dances, and numerous instruments —
have been an integral part of the country’s rich
heritage. While many have tried to give Indian
folk music a modern twist, in the 21st century,
its impact and reach is getting diminished.
However, all is not lost. Anahad Foundation is
working towards bringing back folk artists to the
spotlight. The Delhi-based organisation helps in
the conservation and preservation of the evolution
of folk music by empowering folk artists across
India with free production technology, providing
legal awareness, thereby making them self-
dependent.

The Anahad Foundation works on
empowering folk musicians by preserving their
music through the use of production, technology,
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copyrights and supporting songwriting skills. In
their work, they have seen that artists earn
through live music at cultural festivals, all of
which came to a halt during the upheavals caused
by the coronavirus pandemic. it was observed
that 90% of the artists and their families lacked
an income source to attain a state of financial
stability during crisis situations that lasted longer
than a few weeks. This jeapordised folk
musicians livelihoods and wages. The Anahad
Artist Relief fund provides artists with required
support to secure their financial stability, through
unforseeable situations of crisis in society.
Example 3: The fusion of folk and new-age music

In the ever-evolving realm of music,
artists continually seek to push the boundaries
of creativity and innovation to craft unique and
mesmerizing sounds. One emerging trend that
has been steadily gaining momentum is the fusion
of folk and new-age music. This harmonious
blend not only bridges the gap between distinct
musical genres but also offers a fresh and
intriguing perspective on cultural traditions.

One of the prominent figures at the
forefront of this fusion movement is Ranjit Barot,
a self-taught musician deeply entrenched in the
world of Indian classical music. Despite lacking
formal training, Barot’s journey in music has been
a remarkable one, shaped by his unwavering
passion for the art. He draws his inspiration from
the musical luminaries he has observed and
admired, transforming his admiration into an
intrinsic understanding of the art. Barot’s unique
connection with folk songs is rooted in his belief
that folk music serves as the precursor to
classical music. He sees the raw and unrefined
nature of folk music as a crucial stepping stone
in the evolution of a more polished and classical
art form.

Barot’s vision extends beyond his own
musical journey. He aspires to explore the
diverse folk traditions of India, particularly those

in regions like Kashmir and the northeast, which
have remained relatively unexplored for various
reasons. In this exploration, he seeks to rekindle
the value of Indian culture and music, especially
classical music. For Barot, music becomes a
potent means to reconnect with and preserve
the rich tapestry of cultural heritage that India
embodies.

He shares his perspective on
contemporary music,  acknowledging the
dynamic creations of today’s youth. Barot notes
that he remains attuned to the evolving music
scene, even in collaboration with his daughter,
who is a 27-year-old singer. His outlook
underscores his belief that there is no strict
demarcation between “good” and “not so good”
music. He emphasizes that the quality and
relevance of music transcend fleeting fashion,
and if an artist remains connected to the essence
of their art, the music they create remains
timeless and resonates with audiences.

Similarly, Viveick Rajagopalan, the
creative force behind the Ta Dhom Project,
approaches the fusion of folk and new-age music
from a different angle. While the project is not
exclusively centered on folk music, Rajagopalan
and his team deeply appreciate the storytelling
aspect and beauty inherent in folk songs. Folk
music, in their view, embodies the art of
storytelling, leaving an enduring impact on those
who listen. In their performances, the Ta Dhom
Project strives to create a fusion that transcends
conventional genre boundaries, incorporating a
multitude of influences and inspirations.

The project is a testament to the power
of collaboration, fostering an environment where
diverse artists learn from and inspire one another.
By seamlessly blending genres such as hip-hop,
rap, and classical music, the Ta Dhom Project
crafts a musical experience that is both
exceptional and unforgettable. For Rajagopalan
and his team, the journey of creating music holds
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as much significance as the final performance.
The camaraderie and bond among band members
are pivotal, serving as the foundation of their
creative process. Their vision is clear: to break
free from the constraints of genres, exposing
themselves to a myriad of musical styles. This
ensures that their music resonates with people
on a  profound level, transcending mere
entertainment to become a transformative
experience.

Challenges and Ethical Considerations:As
folk music gains recognition and popularity in
the digital age, concerns of cultural appropriation
and commercialization have surfaced. It’s
essential to tread carefully and respectfully when
incorporating tradit ional elements into
contemporary compositions. Ensuring that
folk musicians benefit fairly from these
collaborations, both artistically and financially, is
vital to maintaining the integrity of these
traditions. Moreover, there is a risk of
commodifying folk music for commercial gain,
which can dilute its cultural significance and
authenticity. Striking a balance between artistic
innovation and cultural respect is a constant
challenge in the digital age.

Digital Divide and Access Issues: While
technology offers great promise, it also highlights
the digital divide. Many folk musicians in remote
areas lack access to the internet, and digital
platforms are often underutilized in these regions.
Bridging this divide is essential to ensure that all
communities have equal opportunities to engage
with technology and share their music with a
global audience.

Copyright and Ownership Concerns: The
digital realm presents complex issues related to
copyright and ownership. Folk music is often
passed down through generations and is a
communal heritage, making it challenging to
determine rightful ownership. Navigating
copyright laws and ensuring that folk musicians

receive fair compensation for their digital work
is a critical ethical consideration in the digital
age (Bajwa, 2021).

Conclusion :

In conclusion, technology is not merely
a catalyst but a guardian of India’s folk music
heritage. It empowers musicians, opens doors
to global audiences, and encourages creative
exploration while respecting tradition. This
harmonious blend ensures that Indian folk music
not only survives but thrives, forging a brighter
future while honoring its storied past.
Recommendations include sustainable funding,
education and training, ethical guidelines for
collaborations, widening access to technology,
and embracing emerging innovations. The
synergy between tradition and technology is a
testament to the enduring spirit of India’s rich
musical traditions. This interplay between the
roots and the future reaffirms the cultural
significance of Indian folk music, ensuring its
continued relevance and resonance in
contemporary society and on the global stage.
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Introduction

Nestled in the lap of the majestic
Himalayas, the Indian state of Sikkim is not only
renowned for its breath taking landscapes and
cultural diversity but also for its rich heritage of
folk music. Rooted in the state’s distinct ethnic
groups and their ancient customs, Sikkimese folk
music stands as a vibrant tapestry that binds the
local communities together. The major
communities include the Lepchas, Bhutias, and
Nepalis, each contributing their own musical
traditions. Thefolk music of the state is known
for its thematic diversity, with songs reflecting a
range of emotions and occasions. From songs
celebrating festivals and harvests to those
expressing love, sorrow, and longing, the folk
music of Sikkim captures the essence of

From Tradition to Transition: Exploring The Changing Dimesions of Folk Music of Sikkim
Dr. Samidha Vedabala*
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Folk music in Sikkim, a state nestled in the Himalayas, has long served as a cultural
reflection of its history, spirituality, and societal values. However, with the influences of
globalization, urbanization, and technology, the dimensions of Sikkimese folk music are
undergoing significant transformations. This article delves into the changing landscape
of folk music in Sikkim, exploring its impact on cultural preservation and the challenges
and opportunities it presents. The research employed immersive fieldwork, including
participant observation, interviews, and focus group discussions, to capture the diversity
of folk music traditions in various regions of Sikkim. Purposive and snowball sampling
techniques were utilized to select knowledgeable informants.The findings of the study
reveal a complex interplay of factors contributing to the changing dimensions of folk
music in Sikkim.
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everyday life in the region.The musichas been
passed down through generations primarily
through oral tradition. The traditional musical
instruments used in Sikkimese folk music add a
distinct charm to the melodies. The state is home
to multiple ethnic communities, each with its
unique traditions, customs, and folk practices.

Conceptual Framework

The transformation of Sikkimese folk
music has been extensively explored in
ethnomusicology and cultural studies (Pegg,
2001). Theoretical frameworks focusing on
cultural evolution, adaptation, and the dynamics
of traditional music provide valuable insights into
how Sikkimese folk music has evolved while
preserving its traditional essence.The concept
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of musical hybridity and creolization sheds light
on the fusion of traditional and contemporary
elements in Sikkimese folk music. Preserving
the authenticity and continuity of Sikkimese folk
music in the face of modernization and
globalization is a challenge. It effectively
represents the aspirations of the people, and
musicians often use it to address social issues,
advocate for cultural preservation, and raise
awareness about environmental concerns (Nettl,
2010).

Objective of the Study

1. To examine the factors influencing the
transformation of Sikkimese folk music.

2. To investigate the impact of technological
advancements on the transformation of
Sikkimese folk music.

Folk Music in Transformation

Globalization : Globalization have had a
profound impact on the transformation of
Sikkimese folk music, influencing its style,
presentation, and reach (Folk, 2020).
Modernization and globalization have introduced
new musical styles and genres to Sikkim, which
have had an impact on the traditional folk music
of the region (Manger, 2015).

Artists and musicians have been
exposed to a diverse range of music from around
the world, leading to the infusion of contemporary
elements into traditional folk melodies. As a result,
there is emergence of hybrid forms that blend
local Sikkimese musical traditions with global
influences, creating innovative and dynamic
musical expressions (Reynolds, 2010).
Advancements in technology and the availability
of modern musical instruments have contributed
to the evolution of Sikkimese folk music.
Traditional folk instruments have been
complemented or replaced by modern ones, such
as electronic keyboards, synthesizers, and
electric guitars (Bohlman,1988). The integration
of these instruments has not only expanded the
sonic palette of Sikkimese folk music but has
also attracted younger audiences more familiar
with contemporary sounds (Ferris, 2010).
However, with modernization, performances
have adapted to new settings such as concert
halls, music festivals, and other public platforms.
This shift in performance context (Iddrisu,2011)
has increased the visibility of Sikkimese folk
music beyond its traditional settings and exposed
it to diverse audiences, both regionally and
globally (Baumann, 2000). Globalization has
facilitated cross-cultural interactions and
collaborations among musicians (Bohlman,
1988). Sikkimese folk musicians have engaged
with artists from different parts of the world.
Such collaborations enable local musicians to
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explore new artistic possibilities (Xia, 2019). With
the advent of recording technology and online
platforms, traditional folk music can reach a
wider audience (Hughes, 2017).

Fusion of Traditional and Contemporary
Elements : The fusion of traditional and
contemporary elements in Sikkimese folk music
represents a fascinating evolution that reflects
the region’s dynamic cultural landscape. Artists
have ingeniously woven traditional folk tunes
with the rhythmic beats of rock, the catchy hooks
of pop, and the improvisational nature of jazz
(Hill, 2007). This blending of genres creates a
unique and captivating musical experience that
appeals to listeners with varied musical
preferences (Prajapati, 2018).

The fusion of traditional and
contemporary elements often involves the
incorporation of modern instruments alongside
traditional folk instruments (Lomsadze, 2019).
This amalgamation adds depth and richness to
the music, enhancing its sonic palette (Wang,
2021). Musicians are encouraged to explore new
sounds, harmonies, and arrangements while
respecting the essence of the traditional folk
tunes. As a result, Sikkimese folk music finds
new avenues for appreciation, fostering
intercultural dialogue and appreciation.

Technology and Digital Platforms :
Technology and digital platforms have
profoundly transformed the landscape of
Sikkimese folk music, enhancing its accessibility,
global reach, and collaborative potential. With

the advent of digital platforms and online
streaming services, musicians can now reach a
global audience with ease. Platforms like
YouTube, Spotify, and Sound Cloud have become
powerful mediums for Sikkimese folk musicians
to showcase their music to a vast and diverse
audience, transcending geographical barriers.
Digital platforms have democratized music
distribution, allowing Sikkimese folk musicians
to independently release and promote their work
without the need for traditional music labels (Van
Kranenburg, P., & Janssen, B. 2014). This new
found autonomy enables artists to retain creative
control over their music and directly engage with
their listeners, building a dedicated fan base
locally and internationally. Technology has
facilitated the preservation and archiving of
Sikkimese folk music, ensuring its longevity for
future generations (I Kico, N Grammalidis, Y
Christidis, F Liarokapis, 2018). Digital recordings
and online databases provide a means to
safeguard traditional melodies and performances,
preventing them from being lost to time and
allowing scholars and researchers to access and
study this valuable cultural heritage (Carboni, M.
2014). The internet has become a virtual bridge
for collaborations among Sikkimese folk
musicians and artists from different regions and
cultures worldwide. Digital platforms enable
direct and interactive engagement between
musicians and their audience (de Boise, 2022).
This result in folk music losing its regional
character and blending into a more generic form.
With the ease of sharing and collaboration
facilitated by digital platforms, there is a risk of
cultural appropriation. While digital platforms
provide a global stage for music, they not
always offer equitable economic benefits to all
artists, particularly those from marginalized
communities. Economic disparities in access to
resources, digital infrastructure, and marketing
tools can hinder the full participation of Sikkimese
folk musicians in the digital music economy. The
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digital space is primarily dominated by major
languages and cultures (Brown, 2018).

Conclusion :

The transformation of folk music in
Sikkim is an ongoing process that reflects the
dynamic nature of cultural expressions. This
transformation has been shaped by various
factors and has led to a fascinating interplay
between tradition and innovation (Barz, 2008).
One aspect of the transformation is the fusion
of traditional and contemporary elements in
Sikkimese folk music. Artists and musicians have
embraced the use of modern instruments,
electronic sounds, and production techniques,
blending them with traditional folk melodies and
rhythms. This fusion not only adds a fresh
dimension to the music but also expands its
appeal to a broader audience, including younger
generations who are more accustomed to
contemporarygenres (Miller, 2011). However, it
has various disadvantages when it comes to the
authenticity and interest of  youth in the traditional
music in its raw form. Nevertheless the
transformation of Sikkimese folk music
represents a balance between preserving
traditional roots and embracing innovation. It
serves as a testament to the resilience of tradition
and the power of music to connect communities,
bridge generations (Rai,2012), and celebrate the
diversity of Sikkim’s cultural fabric.
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Introduction

Indian folk culture is a rainbow of
diverse traditions, customs, music, dance, art, and
oral narratives that have evolved over centuries
within the rural and indigenous communities of
India through generations of transmission of
culture and tradition. It represents the collective
identity and heritage of various regions and ethnic
groups, reflecting India’s rich cultural diversity.
Folk music and dance play a significant role in
this cultural heritage, with each region having
distinct musical styles, instruments, and lyrical
themes that resonate with local communities
(Deva, 1977). Folk dances, such as Bhangra in
Punjab, Garba in Gujarat, and Bihu in Assam,
are an exuberant expression of folk culture,
showcasing the grace, rhythm, and traditions of
different communities (Kapoor, 2022). Festivals
and ceremonies are an essential part of Indian
folk culture, strengthening a sense of unity and
shared identity among communities. The folk
culture of India is a living heritage that continues
to enrich the country’s cultural and artistic

The Elaborate Showcase of the Folk Culture of India in Sanjay Leela Bhansali’s Cinema
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broadening, keeping ancient customs and
practices breathing for generations to come.

Study Area

The eminence of Indian folk culture in
Indian cinema is a testament to the richness and
diversity of the country’s cultural heritage. It is
an entity that territorializes the transition from
the village to the city, from the East to the
West, and from the popular-as-the-folk to the
popular-as-the-massified (Nandy, 1998). Indian
filmmakers have long recognized the value of
incorporating folk elements, such as music, dance,
art, and rituals, in their films to enhance
storytelling, evoke emotions, and connect with
the audience on a deeper level. What Indian
cinema has contributed by portraying the folk
culture can be further understood through the
following pointers.

1. Celebration of cultural diversity : Featuring
folk elements in the films, filmmakers
celebrate the cross-culturalism and cultural
diversity of India, showcasing the unique
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identity of each region. Whether it’s the
vibrant Garba1(Desai, 2006) in Gujarat, or
the colourful Bhangra2(Manuel, 2001)
(Gorlinski) in Punjab, folk dances and music
infuse Indian cinema with a sense of
legitimacy and cultural fulfilment. There is
also a great sense of cultural identity and
pride that is created by the cinema as it
evokes a strong sense of identity and
gratification among Indians. When audiences
see their traditional art forms depicted on
the silver screen, it stimulates a connection
and sense of belonging and fur ther
strengthens the cultural diaspora of the
nation.

2. Preservation of traditions: Showcasing folk
dances, music, and rituals on the big screen,
Indian filmmakers play a great part in
safeguarding these ancient traditions,
ensuring that they continue to be revered
and bequeathed to future generations.

3. Enrichment through storytelling: Folk
elements in Indian cinema add depth,
profoundness and emotion to storytelling.
Folk songs and dance sequences are often
used to convey the characters’ emotions,
depict cultural festivities, or mark significant
life events.

4. Merging of tradition and modernity and
global appeal: This blending of tradition and
modernity ensures that folk culture remains
pertinent and relatable in today’s cinema. It
also brings the element that attracts globally.
Indian cinema, with its incorporation of folk
culture, has garnered international
recognition and appreciation. The captivating
music, vibrant dance sequences, and cultural
richness in Indian films have introduced
global audiences to the diverse heritage of
India.

Furthermore, in the modern cinema of

this century, one such filmmaker of this century
is Sanjay Leela Bhansali3. Sanjay Leela Bhansali,
born 24 February 1963, is an Indian filmmaker,
director, screenwriter, and music composer who
is known for his work in Hindi cinema (Tasnim,
2023). A visionary renowned for his distinctive
style, characterized by grandeur, opulence,
storytelling and artistic finesse. With a keen
understanding of Indian culture, he weaves a
tapestry of tradition, emotion, and aesthetics,
preserving and celebrating the country’s rich folk
heritage. Bhansali has immortalised folk culture
in his cinematic creations, leaving an indelible
mark on the cultural landscape of Indian cinema.
‘If you take away music from me, I’ll die’ says,
director Sanjay Bhansali on the centrality of song
and dance in Indian films (Ghosh, 2016). His
cinema combines the flourish of a high-pitched
nautanki with the nuance of a Broadway
musical. From the folksy dholak and the classical
sitar to the operatic influence of violin and piano,
his musical platter is always vibrant and diverse.
At a time when songs are not assimilated into
the narrative but remain absorbed, Bhansali’s
films are an exception (Kumar, 2021).

Bhansali’s films masterfully
amalgamates folk songs, melodies, and dance
forms from various regions, paying admiration
to India’s diverse cultural landscapes. He
skillfully mixes folk elements with aesthetics and
hence, bridges the gap between tradition and
contemporary expressions, making ancient art
forms accessible to a wide audience and even
globally. One of his exceptional contributions lies
in his ability to portray folk dance forms with
magnificence and originality. In films like “Ram-
Leela”4 (Panigrahi, 2022) and “Devdas”5

(Chattopadhyay & Guha, n.d.), he showcased
the vibrant Garba, andDandiya6 (Schott Söhne.,
1984) dances, and the Natwari7(Venkatraman,
2022)dance in the song Dola Re8(Music Review:
Devdas, n.d.)  from Devdas transports viewers
to the heart of their respective cultural settings.
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Through these lavishly choreographed
sequences, Bhansali rejuvenates these age-old
dance forms, infusing them with newfound
energy and appeal.

Bhansali’s cinema serves as a catalyst
for the revival of forgotten folk songs and
melodies. In “Bajirao Mastani”9 (Inamdar &
Kanitkar) he revitalizes the traditional
Lavani10(Thielemann, 1999) dance form from
Maharashtra, captivating audiences with the
exuberant “Pinga”11(Tikone et al.,) song. By
reintroducing these lesser-known gems to the
mainstream, Bhansali plays a significant role in
preserving and promoting these fading cultural
treasures.

Bhansali’s films also provide a platform
for exceptionally talented folk musicians, singers,
and dancers. Collaborating with renowned folk
artists, he showcases their expertise, giving them
well-deserved recognition and exposure. In films
like “Padmaavat”12 the captivating
“Ghoomar”13 (Ghoomar Dance Rajasthan) song
exemplifies Bhansali’s ability to contemporize
folk music without compromising its authenticity.

Following are a few collated discussion
points that exhibit Sanjay Leela Bhansali’s
extraordinary commitment to Indian folk culture
that contributes to the popularisation of Indian
heritage and culture.

Discussion

1. A mosaic of India’s folk tradit ions :
Bhansali’s films are stimulated by the diverse
cultural traditions of India, Bhansali’s works
are a reflection of India’s myriad folk forms
like the folk forms and traditions of Gujarat
that have been beautifully demonstrated in
the films like Hum Dil De Chuke Sanam14

(Chakraborty, 2014, 170) and Raam Leela.
He artfully integrates elements of folk music,
dance, costume and rituals from different
regions into his narratives, capturing the

essence of India’s cultural vibrancy.

2. Folk music : One can pridefully say that
music is the soulful thread in Bhansali’s
canvas. Folk music is the heartbeat of
Bhansali’s cinema, infusing his films with
soul-stirring, emotive melodies and poignant
lyrics. He skillfully employs traditional songs
and compositions and Raagas15 (Titon, 2009,
284) to evoke emotions and accentuate the
film’s thematic undertones. Whether it’s the
spirited Lavani in Bajirao Mastani or the
graceful Ghoomar in Padmaavat which is
based in Raaga Madhmaad Sarang ,
Bhansali uses folk music as a powerful
storytelling tool, enriching his characters’
emotions and experiences. Bhansali’s deep
reverence for India’s folk culture extends
to its lesser-known treasures.

3. Folk dances : Bhansali’s mastery of visual
storytelling is exemplified in his portrayal of
folk dances from different regions which
have already been mentioned above and
described in the footnotes. With captivating
choreography and intricate detailing, he
presents folk dance forms such as Garba,
Dandiya, and Lavani and even classical
dances like Kathak16 (Shah, 2005, 8)with
unparalleled grandeur. The vibrant
choreography, coupled with intricate
costumes and sets, showcases the essence
of these traditional dance forms, bringing
them to the forefront of global audiences.

4. Acknowledgement of regional identity : In
Bhansali’s cinema, folk culture becomes a
metaphor for regional identity. Each film is
marinated in the distinct traditions of its
setting, be it colourful Gujarat in Hum Dil
De Chuke Sanam or the grandeur of in Ram-
Leela and Bengali culture in Devdas and
the Goanese-Portuguese touch in
Guzaarish17 (Guzaarish (Film)) where he
has experimented by paying meticulous
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attention to the nuances of regional folk
components,  ensuring that his films
authentically represent the cultural diversity
of India.

5. An impact beyond cinema : Bhansali’s
artistic vision and the success of his cinema
has revived interest in folk culture so much
so that, it has inspired budding artists by
inspiring in various art forms, dance
academies, and the best feature are festivals
like Navratri to embrace and celebrate
India’s rich cultural heritage.

Conclusion :

In conclusion, Sanjay Leela Bhansali’s
contribution to folk music in his cinema has been
nothing short of exceptional and remarkable.
Through the intertwining and research of
traditional melodies, dance forms, and musical
styles with contemporary storytelling, he has
magnified the attractiveness and significance of
folk music on the big screen. With the blend of
visual opulence and artistic finesse, he
perpetuates the richness of folk music and
dances, leaving an enduring legacy that continues
to inspire generations. Bhansali’s films are more
than just cinematic experiences as they are
vibrant cultural anthems that resonate with
audiences worldwide, reminding us of the
timeless beauty and significance of India’s folk
traditions.
Footnotes :

1. Garba (Gujarati : ગરબા ) is a form of Gujarati dance
which originates from the state of Gujarat in India.
The name is derived from the Sanskrit term Garbha

2. Bhangra is a type of traditional folk dance of Punjab,
originating in the Sialkot area of Punjab, Pakistan. It
is done in the season of harvesting. According to
Manuel (2001), bhangra is especially associated with
the vernal Vaisakhi festival.

3. Also known as SLB
4. Goliyon Ki Raasleela Ram-Leela (transl. A Dance of

Bullets: Ram-Leela) or simply known as its former

title Ram-Leela, is a 2013 Indian Hindi-language
romantic action - drama film written and directed by
Sanjay Leela Bhansali, who also composed its original
soundtrack.

5. Devdas is a 2002 Indian Hindi-language period
romantic drama film directed by Sanjay Leela Bhansali
and produced by Bharat Shah under his banner, Mega
Bollywood.

6. Raas or Dandiya Raas is the socio-religious folk dance
originating from Indian state of Gujarat and
popularly performed in the festival of Navaratri.

7. “Natwari Nritya” is also known as Dance of Krishna.
Natwari Nritya is associated with Kathak. Natwari
is a dance from the Purvanchal region. Purvanchal
region comprises the eastern end of Uttar Pradesh.
Uttar Pradesh is the place where Kathak, one of the
six foremost classical dances of India, flourished.

8. “Dola Re Dola” is a song from the 2002 Indian period
romantic drama film Devdas, directed by Sanjay Leela
Bhansali, and starring Shah Rukh Khan, Aishwarya
Rai and Madhuri Dixit. The song was composed by
Ismail Darbar, with lyrics provided by Nusrat Badr,
and sung by Kavita Krishnamurthy, Shreya Ghoshal
and KK (backing vocals).

9. Bajirao Mastani is a 2015 Indian Hindi-language epic
historical romance film directed by Sanjay Leela
Bhansali, who co-produced it with Eros International
and composed its soundtrack. The film stars Ranveer
Singh, Deepika Padukone and Priyanka Chopra with
Tanvi Azmi, Vaibhav Tatwawaadi, Milind Soman,
Mahesh Manjrekar and Aditya Pancholi in
supporting roles. Based on Nagnath S. Inamdar’s
Marathi novel Rau, Bajirao Mastani narrates the
story of the Maratha Peshwa Bajirao I (1700–1740
AD) and his second wife, Mastani.

10. Lavani (Marathi: yko.kh) is a genre of music popular
in Maharashtra, India. Lavani is a combination of
traditional song and dance, which is particularly
performed to the beats of Dholki, a percussion
instrument. Lavani is noted for its powerful rhythm.
Lavani has contributed substantially to the
development of Marathi folk theatre. In Mahara shtra
and southern Madhya Pradesh, it is performed by
the female performers wearing nine-yard-long sarees.
The songs are sung in a quick tempo.

11. India being a male-dominated society, for centuries
women did not have the freedom to leave their houses.
Only at certain festivals could women gather with
other women from their neighbourhood, when they
performed a number of dances to entertain
themselves. Pinga was one of the dances performed
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during these gatherings. It is also said that the pinga
dance form was traditionally only performed during
the festival called Mangalagaur, a celebration of
newlywed women common in the Indian state of
Maharashtra.

12. Padmaavat is a 2018 Indian Hindi-language historical
drama film directed by Sanjay Leela Bhansali. Based
on the epic poem of the same name by Malik
Muhammad Jayasi, it stars Deepika Padukone as
Rani Padmavati, a Rajput queen known for her beauty,
wife of Maharawal Ratan Singh, played by Shahid
Kapoor. Sultan Alauddin Khalji, played by Ranveer
Singh, hears of her beauty and attacks her kingdom
to enslave her. Aditi Rao Hydari, Jim Sarbh, Raza
Murad, and Anupriya Goenka featured in supporting
roles

13. Ghoomar or ghumar is a traditional folk dance of
Rajasthan. It was the Bhil tribe who performed it to
worship Goddess Saraswati which was later
embraced by other Rajasthani communities

14. Hum Dil De Chuke Sanam (transl. I have given my
heart away, darling) is a 1999 Indian Hindi-language
romantic musical film directed by Sanjay Leela
Bhansali. It was released internationally as Straight
From the Heart. The film stars Salman Khan, Ajay
Devgn, and Aishwarya Rai. Based on
Rashtriyashayar Jhaverchand Meghani’s play “Shetal
ne Kathe”, the film narrates the story of a newlywed
man who discovers that his wife is in love with
another man, and decides to unite them. The film has
also been described as a loose adaptation of Maitreyi
Devi’s Bengali novel Na Hanyate, although the film
itself does not credit it as a source.

15. A raga or raag (IAST: râga, IPA: [~ä Ða]; also raaga or
ragam; lit. ‘coloring’ or ‘tingeing’ or ‘dyeing’) is a
melodic framework for improvisation in Indian
classical music akin to a melodic mode. The râga is a
unique and central feature of the classical Indian music
tradition, and as a result has no direct translation to
concepts in classical European music. Each râga is
an array of melodic structures with musical motifs,
considered in the Indian tradition to have the ability
to “colour the mind” and affect the emotions of the
audience

16. Kathak is one of the eight major forms of Indian
classical dance. It is a classical dance form from Uttar
Pradesh. The origin of Kathak is traditionally
attributed to the traveling bards in ancient northern
India known as Kathakars or storytellers.

17 Guzaarish (transl. Last Request) is a 2010 Indian
Hindi-language romantic drama film written,

composed and directed by Sanjay Leela Bhansali.
The film stars Hrithik Roshan and Aishwarya Rai
Bachchan while Shernaz Patel, Aditya Roy Kapur,
Monikangana Dutta, Suhel Seth, Swara Bhaskar, and
Makrand Deshpande portray pivotal roles.
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Introduction:

For centuries, India, with its vast array
of races and conditions, has been a veritable
treasure trove of dance traditions. The majority
of the widespread systems of Indian classical
dancing, which are governed by intricate rules

Applying Digital Media to Protect Intangible Heritage : A Case Study of Bengali Folk Dances
Puspa Das*

Abstract

There are several historic places spread out all over Bengal. Heritage refers to
the passing down from generation to generation of our traditions. Heritage in Bengal is
categorized into two categories: tangible heritage sites and intangible heritage sites.
The author has only addressed the need for preservation of intangible cultural assets in
this proposed research article. Every intangible heritage must be safeguarded for upcoming
generations. Folk dances are particularly significant in Bengal for the specific communities
that have well-preserved their heritage. In Bengal, several traditional dance forms are
honoured at various occasions. They consider folk festivals to be essential to their culture.
People enjoy themselves while celebrating their diverse religious beliefs. West Bengali
traditional dances have a distinct position in Bengali culture. Through their vibrant
colours and festive spirit, they enhance the state’s lovely culture. The first folk dances
were either agrarian or devoted. Here, you can observe a variety of folk dances like
Kalikapatadi, Chhau Dancing, Dasae, Gombhira, Patua Naach, Jhumur, Chang Bhung,
Ranpa, Kathi, Raibeshe, Lathi, Karam, and Natua, among others. She has shown in her
suggested research paper how we are preserving our cultural legacy through digital
media and protecting ourselves for future generations. For this reason, we must carefully
digitalize our history through effective management and apply comprehensive policy
making strategies, which will have a much greater influence on preserving legacy for all
time.

Key Words :  Digital Media, Protect, Intangible  Heritage, Folk dance, Bengal

Methodology : She must utilise research methodologies in her work depending on the purpose of her study
project. She has argued that every research effort must adhere to a methodology. The researcher
has also used hypotheses where applicable. Because it involves the collection and documentation
of data using a descriptive technique, hypothesis data is also referred to as empirical data.
Researchers may use study designs that combine both primary and secondary data. The majority of
the content in this research study was acquired from secondary sources such as books, journals,
government records, and so on. During her academic term, she did, however, visit a museum and its
surrounding areas a few times.She has spoken with people of the community, either directly or
indirectly, and is interested in their thoughts on their culture. She has spoken with people of the
community, either directly or indirectly, and is interested in their thoughts on their culture. She
has also used observation approaches, which is an important component of her planned study
effort.

*Gallery Guides, Sundarban Ancholik Sangrahasala

and demonstrate a high level of sophistication,
have their beginnings in the dances of the
common people, which still exist in as vibrant a
state in tribal hamlets and peasant huts as they
ever did. The Bengali folk dance is simple
without being primitive, yet it conceals a
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profundity of thought and a directness of
expression that are both of enormous artistic
significance. The distinction between folk
dancing and classical dancing, of which the
former is the source, is primarily one of attitude.

There is no conscious attempt at artistic
expression in the folk dance. Bengali folk dances
are rooted not only in the dancers’ daily lives,
but also in their physical environment, which
drives their progress and provides as an
appropriate stage for their performance.  Folk
dancing varies in type depending on the climate
and topography of each location, yet all dancing
in India is religious in origin. Even so-called social
folk dances, which are usually related with the
passage of the seasons or done to celebrate
sowing or harvesting festivals, have a ritualistic
component to them and are rarely completely
secular. Religious folk dances display a broader
spectrum of emotion than would otherwise be
possible (Bhattacharya Ashoka, pg 47).

Theme of Folk dances : First and foremost,
there are devotional themes in which the dancers
are essentially worshippers paying homage to
the deity. In others, gods and goddesses are
adored and entreated as if they were important
human beings, and escape from demons and evil
spirits is sought. Scenes from the scriptures and
mythology are enacted in honour of different
deities.

The story of Krishna and Radha, and
their eternal love, has inspired innumerable
dances across the country. Such is the poignancy
of this theme that, when adapted to local events,
it loses its holy nature and takes on all the
characteristics of a romance story with modern
importance.

However, martial and heroic dances,
which are only widely practised among few
aboriginal communities, incorporate an element
of deity invocation. As can be seen, there is a lot

of overlap even among the three recognised
basic genres of dances. Objectives: In 2003,
UNESCO accepted the conversion for the
conservation of Intangible Cultural Heritage, and
it was effective for heritage groups under the
session of Intangible Cultural Heritage.

Objectives : In 2003, UNESCO accepted the
conversion for the conservation of Intangible
Cultural Heritage, and it was applicable for
heritage groups under the session of Intangible
Cultural Heritage. The researcher has chosen a
few key aims to include such as certain
instruments are required to build a unified
strategy to conservation and management.
Promotion of traditional knowledge systems in
conservation practises and increased attention
to living heritage issues in training programmes
It was expected to raise awareness and
sensitivity to living heritage. Engage in the use
of local resources and traditional practises.
Recognise the artist community that has made
the Chhau mask for Chhau dance globally
recognised, and develop a smart marketing
strategy. To chronicle and preserve Chhau dance
for future generations.

Thrust areas : According to the study, West
Bengal is one of the Indian states with a rich
cultural heritage. A wide spectrum of folk arts
have been represented. Every district has its own
distinct folk arts, which are significant to the state.

Various forms of folk dances based on
theme : Folk dances from West Bengal have a
unique place in Bengali culture. They add to the
state’s unique culture with their brilliant colours
and festive atmosphere. Originally, folk dances
were either agricultural or spiritual in nature.
Chau dance, Dasae, Gombhira, Karam, Natua,
Pata Naach, Jhumur, Chang, Bhung, Ranpa,
Kathi, Raibeshe, and Lathi dance were all
present. Folk dances from West Bengal have a
unique place in Bengali culture.
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Case study (MAP of WEST Bengal) : Here
few  types of Folk dances describes in the below-

Chhau dance is a well-known tribal
martial art form in India. Seraikella Chau is the
name of the dance in Jharkhand, Mayurbhanj
Chau in Orissa, and Purulia Chau in West
Bengal. The dance is named after the Purulia
area of Bengal, where it is thought to have
originated. Purulia Chau dance is very different
from its predecessors. Chhau was originally
conducted to commemorate the sun at the
conclusion of the Bengali month of Chaitra. The
dance includes the usage of shields, swords, and
sticks. The Chhau dance is epic in scope, based
on several key incidents from the Ramayana and
the Mahabharata. New themes are offered
every five years.The concept of agility is unique
to Chhau dance. Ulfa is a warlike dance in which
your unexpected rush mimics a surprise attack.
The dance is done in a large circle around which
the musicians are seated, with only one entrance
and exit. The main instruments in this dance are
drums and shehnai. Purulia Chhau dance has
been designated as a UNESCO World Heritage
Site.

West Bengal traditional dances have a
particular position in Bengali culture. Their
colourfulness and festivity add to the state’s
unique culture. Initially, folk dances were either
agricultural or spiritual in nature. Agricultural
dances gave way to devotional and religious
dances over time. Gambhira is a popular religious
dance in Bengal. In this dance, one of the dancers
is the grandfather, while the other is the
grandson. The characters’ dances express social,
political, and moral themes from their points of
view. In addition, there are songs and dialogues
written in both prose and verse. A big drum, a
harmonium, flute, and dhak are among the
supporting instruments. Malda Gambhira dancers
wearing masks are a phenomenon among
traditional dancers. The dance is widely practised

in North Bengal, particularly in Malda (Santra,
Tarapada, pg 162).

Santhal is one of India’s most numerous
tribes. This group is mostly found in West Bengal
and Jharkhand. The Santhal tribe has a long
cultural history and a strong sense of unity. Its
members are primarily devotees of ‘Thakurji,’
the deity they believe created the world. They
move to the beats of music to celebrate the glory
of nature, to raise a message, and to give
prayers. The name of this dance form is derived
from the Santhal community, who are an
important part of Bengali tradition.This dancing
style may be seen in Malda, Birbhum, Bankura,
and Barddhaman. The santhals are thought to
be natural dancers because this dance is an
integral feature of all ceremonies and celebrations
in the santhals community. One of the most
captivating and noticeable aspects of Santhali
dance is that it is performed in perfect synchrony.
Traditionally performed to the accompaniment
of instruments such as the flute, Jhanjh, Madol,
Dhamsa, and, on occasion, Shehnai. The brevity
of the concept and wording is what makes this
dance so charming.

West Bengal is a land rich in culture and
full of celebrations. Almost every region in the
state has its own folk dance and music. These
folk traditions are generally associated with a
specific festival season. One of these is the
Birbhum district’s Tusu dance. It is primarily
practised during the Puasa month of December
and January. Every day, young women gather
together and dance to Tusu tunes. This is the
main draw of West Bengal’s Makar Sankranti
festival. People are supposed to congregate at
the brink of a river or pond on Makar
Sankranti.After praying to the Goddess Tusu,
the person usually sings and dances by the water.
The dance consists of simple group movements
accompanied by Tusu melodies, which are mostly
performed by young females. There is no
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instrumentation used in the songs. The locals
invoke the prosperity Goddess Tusu. It is their
dream that the Goddess’s graces fill their homes
and the homes of their sons.

The Brita dance, also known as the Vrita
dance, is considered particularly precious among
the chosen few. Dancers wearing masks and
swinging swords perform Brita as a gesture of
thankfulness to the Gods following a crisis, such
as recovering from a disease or having a child.
The performance is intended to exorcise any evil
spirits that may have entered the house while
they were gone.It is one of the most prominent
dances done in Bengal and is also known as Vitra
dance. This traditional dance is performed by
either ladies attempting to satisfy the Goddess
in order to have a child, or by survivors of a
severe sickness. As a result, it is conducted
within the confines of a temple. It is most
common in rural Bengal and expresses a
devotee’s thankfulness or gratitude to the deity
once their wish is granted. The vibrant colours
and stunning costumes make the dance visually
appealing and breath-taking.

In Purulia, Birbhum, Bankura, and
Bardhaman, there are various variations of this
dance form. The dance is choreographed and
performed by girls. The boys play the Dhol and
model. Jhumur songs are fast-paced and upbeat.
This West Bengal folk dance genre first appeared
30-40 years ago. Because of the popularity of
this type of dance and the fact that it is frequently
done during events such as Durga puja, weddings,
and birthdays, it is considered a form of religious
entertainment.The dance was traditionally done
in courtyards. The songs are about Krishna’s
amorous romance with Radha. Dancers also
practise eye movements and other body
components that demand a high level of skill and
competence. Tabla musicians, sarangi players,
harmonium players, drummers, and cymbalists
will be among the instrumentalists participating

at this event.

Natua dance is mostly practised by the
Rabha community of northern West Bengal.
Both men and women join in the dancing
performance and play distinct parts. Women
dance to the tune of males playing various
instruments such as Barangshi, hem, Dandi, and
barding. Most of the instruments may be
unrecognisable to people because they are
constructed of natural materials and date back
to the ancient periods. The dancers express the
merriment and reflect the daily lives of the town.
The dance is highly distinctive because there are
many dance forms dedicated to different events
(Bhattracharya, Asutosh, pg 111-123).

Applying Digital Media for protecting
Intangible Heritage (IH) : The documentation
process entails documenting Intangible Cultural
Heritage in its current status in folk art forms,
as well as acquiring necessary documents.
“Intangible Cultural Heritage or folk-art
documentation and dissemination is socially
important and, due to its immaterial specific
existence, requires proper methodologies,
technology, and tools with a complexity never
seen before,” Lupo (2007, para.1) stated. To
ensure its survival, folk art must be continuously
performed and taught, rather than just catalogued.
Articles 11 and 12 of the 2003 Convention require
that intangible cultural heritage or folk art be
recorded.The role of states parties is outlined in
Article 11 as follows: a) Take suitable steps to
ensure the conservation of intangible cultural
resources on their territory. b) Recognise and
define the various elements of Intangible Cultural
Heritage present in its territory, with the
assistance of community groups and related Non-
Governmental Organisations (NGO’s), as one
of the safeguarding steps referred to in Article
2, paragraph 3. To ensure identification and
safeguarding, each state party must develop one
or more inventories of the Intangible Cultural
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Heritage present on its territory in a manner
appropriate to its unique situation, according to
article 12.This inventory will be updated on a
regular basis. When each state makes its semi-
annual report to the committee in accordance
with Article 29, it must provide particular
information on such inventories.

UNESCO (2011) created a system for
defining and recording Intangible Heritage (IH),
which includes:A. Identifying the elements, which
entails naming the elements in the order in which
they are used by the community or organisation
in issue.- a) a brief title with as much detail as
feasible (including a domain (s) indication) a list
of the communities involved, b) a concise
description

B. Element properties, which include :
Associated physical elements a) Connected
intangible aspects, b) Language (s), register (s),
and speech level (s) are all factors, and c) Origins
as they are perceived C. Practitioner(s),
performer(s), name(s), age, gender, social
position, and professional category are all
examples of  people and organisations that
contain the elements a) Other participants (e.g.,
holders/custodians) b) Transmission process
Concerned community of people (NGOs and
others), Threats to the implementation are
included in  D. The viability of the elements
includes: a)the existence of tangible and
intangible elements, as well as their source; and
b)the viability of the tangible and intangible
components that are related with it . b)
Safeguards are in place E. Data gathering and
inventorying, which includes: a) the consent form
and the country’s or  state’s or group’s
involvement in data gathering and inventoried
data, b) the name, status, and affiliation of the
resource person (s), c) any restrictions on the
use of inventoried data, d) the date of entering
data into an inventory, and e) the inventory entry
compiled.F. Allusions to literature, discography,

audiovisual materials, and archives. The
documentation of Intangible Cultural Heritage
or folk arts frequently use a variety of
documenting methods and forms, and the
resulting records are frequently stored in
libraries, archives, or websites where
communities and organisations can access them
(Beylon, Patrick, J., pg. 167).

Significant of the  Living heritage study:Folk
dances are designated as a ‘Living Heritage’
because they have been a recurring subject in
recent years. The ICCROM created a
programme on the living heritage of the
Intangible Cultural Heritage 2003 treaty. Chhau
dance was recognised by UNESCO as Intangible
Cultural Heritage in 2010. That is why we must
preserve our legacy because it is still practised
and frequently performed both within and outside
of the country. Living legacy attempts were made
to examine an approach that will a llow
communities who are the guardians of Chhau
dance legacy, practitioners, and policymakers re-
orient their attitudes, with continuity of the original
function as the key notion. The strategy strives
to empower the core community and conduct a
detailed needs analysis. The living heritage
method evolved by contrasting the currently
prevalent fabric-based and value-based
approaches. Living Heritage implemented a few
components that will help future generations,
such as-

l As a philosophy- It emphasises continuity,
which invariably leads to change, as the
fundamental motivator for the defining,
conservation, and management of Chhau
dance heritage.

l As a Process- It promotes a community-
led, interactive approach to conservation and
management by emphasising a caring
community and their value, utilising
traditional management practises for long-
term historic care, and bringing mutual
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benefits.

l As a Product- Long-term sustainability in
heritage preservation with an empowered
community involved in decision-making for
folk dances and their future (.unesco.org/cn/
convention.pg.112).

Findings : While reviewing this research
proposal, the researcher noted some important
points that are included in her work. She has
highlighted the issues that are most important to
museums and Intangible Cultural Heritage.
Intangible Cultural Heritage, due to its living and
ever-changing nature, is one of the most difficult
issues confronting museums in terms of
preservation, particularly documentation. There
are some administrative, methodological, and
social barriers to documenting intangible heritage.
She discovered the research pursuing research
issues, such as-

l Items become a significant component of
collections in museums and are governed
by authenticity, but parts of Intangible
Cultural Heritage live beyond the museum,
under the authority of the people who
practise them, and people, unlike items, are
indeed important.

l Many of the materials containing Intangible
Cultural Heritage are in tribal language, so
information or understanding about
manuscripts and documents about Intangible
Cultural Heritage is limited.

l Another issue impeding the hunt for copies
of rare materials is the lack of digitization
of rare manuscripts and documents holding
information on Intangible Cultural Heritage.

l There have been few attempts to investigate
West Bengal’s rich Intangible Cultural
Heritage. The main explanation could be
that the study demands understanding of a
wide range of subjects such as history,

language, science, and so on.

l Institutional impediments to the development
of Intangible Cultural Heritage

l Lack of effective documentation
procedures is also a major issue for the
development of Intangible Cultural Heritage
in museums.

l Lack of interpretation strategies for
Intangible Cultural Heritage in museums
Lack of funds is also a significant barrier
for rural museums to effectively manage
Intangible Cultural Heritage.

Limitation : The researcher mentions many
findings. However, West Bengal museums are
now developing awareness initiatives for
Intangible Cultural Heritage in order to preserve
our culture. Every museum is attempting to give
Intangible Cultural Heritage special attention.
They are attempting to engage with government
programmes, numerous non-governmental
organisations, and partnerships for large and
small museums. If museums work together with
community participation activities, the entire
society will benefit. The researcher expects that
in the future, museums, societies, and Intangible
Cultural Heritage would work together to develop
diverse initiatives for Intangible Cultural Heritage
(Dutt, Gurusaday. pg. 178).

Conclusion :

It is hoped that the preceding pages have
persuaded the reader that our folk dances are
an important element of our national culture, and
that they must be kept and promoted in order to
make the present joyful and the future secure.
After decades of neglect and oblivion, India’s
traditional dances are finally being given their
appropriate position in our cultural life. The eager
pioneers who have laboured selflessly for the
cause of folk culture, as well as India’s National
Government, deserve credit for this renaissance.
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Certain folk dances have been reinstated as part
of physical culture training.Dances such as the
Lezim, Phungadi, and Garha haam have thus
been introduced into the curriculum of a wide
number of boys’ and girls’ schools across the
country. People are becoming more aware of
new values and the depth of their own cultural
history by taking pride in their folk dancing. They
have discovered a restored feeling of dignity as
well as limitless possibilities for their creative
energy. This, in turn, has instilled in them a
respect for people from other parts of the country,
so strengthening the connections of cultural
unity that have traditionally sustained the Indian
people.
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Hkkjr esa çkphu le; ls gh laxhr dk ç;ksx
vkuan&ijekuan dh çkfIr gsrq ekuk x;k gSA tuekul us
laxhr dks èkkfeZd o lkekftd mRloksa rFkk O;fäxr
euksjatu dk lkèku ekuk vkSj ;gh laxhr yksd laxhr
dgyk;k A yksd èkquksa esa thou dh vfojy èkkjk çokfgr
gksrh gSA Hkkjr esa euq"; ds tUe ls ysdj èR;q rd çR;sd
çlax ds fy, lkfgR; gS vkSj ;g lkfgR; vyx&vyx
cksfy;ksa esa ,oa fofHkUu èkquksa esa c¡èkk gS] tks Hkkjr dh çkphu
laL—fr o ekuoh; ewY;ksa dks n'kkZrk gS] bZ'oj ls Hkh tksM+rk
gSA ekuo] lekt ,oa ç—fr dk n'kZu djkus okyk laxhr
yksd laxhr gksrk gS] Bhd mlh çdkj ekuo] lekt ,oa
ç—fr dks fujis{k Hkko ls tkuuk gh vkè;kRe gSA Hkkjr esa
laxhr dks vkè;kfRed vfHkO;fä dk lkèku ekudj laxhr
dh mikluk dh xbZ gSA

· 'kksèkkFkhZ] ouLFkyh fo|kihB] jktLFkku( vflLVsaV çksQslj] egkjktk l;kth jko fo'ofo|ky;] cM+kSnk( bafM;u Dykfldy oksdfyLV]
Mk;jsDVj] Loj laLdkj laxhr xq#dqy] Xokfy;j

yksd laxhr % vkè;kRe vkSj vkuan dk lzksr

;'k lat; nsoys·

lkjka'k

ftl izdkj ,d 'kjhj vkSj lk¡l dk fj'rk gS Bhd mlh izdkj laxhr vkSj vkè;kRe dk vkilh
lEcU/k gSA tks vkè;kfRed gksxk] mlds thou esa vuk;kl gh laxhr mrjsxk vkSj ftlus laxhr dh
ijkdk"Bk dks Nqvk] og vo'; gh vkè;kRe ds ekxZ ij vxzlj gksxkA laxhr ,oa vkè;kRe dh fe=rk
çkphu oSfnd _pkvksa ds xk;u ls pyh vk jgh gSA vkè;kfRedrk vkSj laxhr Hkkjrh; laL—fr dh ewy
fo'ks"krk,¡a gSaA Hkkjr dh laL—fr ij vusd çgkj gksus ds ckotwn Hkkjrh; laL—fr vkt Hkh vej gSA
mlds rhu çeq[k dkj.k gSa % vkè;kfRedrk] laxhr vkSj vkLFkkA vkè;kfRedrk thou thus ds mu igyqvksa
ls tqM+h gS] ftuesa 'kq) cqf)] 'kq) fopkj] lekt ds çfr nkf;Ro ,oa lekt ds çfr laosnuk,¡a fufgr
gSaA vkè;kRe dk vafre fcanq bZ'oj ls lk{kkRdkj djuk gSA bZ'ojh; lk{kkRdkj dk jkLrk ekuo&thou
ds fofHkUu ?kVdksa ls gksrk gqvk tkrk gS vkSj blh ekuo&thou ds fofHkUu ?kVdksa dh xkFkk yksd laxhr
esa fufgr gSA thou ds fofHkUu Hkkoksa dks tc 'kCnksa esa xw¡Fkdj ;k 'kCnksa ds vkHkw"k.k igukdj çLrqr fd;k
tkrk gS] rks og ^yksd laxhr* dgykrk gSA ekuoh; laosnukvksa dks –f"V nsus dk dk;Z yksd laxhr us
fd;k gSA yksd laxhr dk mís'; euq"; ds thou dh ?kVukvksa dks lkaxhfrd #i nsdj çLrqr djuk]
bZ'ojh; Hkko mRiUu djuk rFkk eu dk jatu djuk gSA

eq[; 'kCn % yksd] laxhr] vkè;kRe] Hkkjrh; laL—fr] vkLFkk

'ks/k izfof/k % çLrqr 'kksèk&i= fo'ys"k.kkRed fofèk }kjk fy[kk x;k gS ftlds varxZr miyCèk i=] if=dk,¡] ys[k] iqLrdsa
,oa lk{kkRdkj vkfn dk vè;;u dj tkudkjh ,d= dh xbZ rFkk mudk ewY;kadu dj] fo"k;&oLrq dh ifjdYiuk
dks fl) djus o bls fu"d"kZ rd igq¡pkus dk ç;kl fd;k gSA fo"k;&oLrq dh laiw.kZ ladYiuk dks lkdkj djus
ds fy, orZeku esa ftu rF;ksa dh vko';drk gksrh gS mu lHkh rF;ksa dk foLrr̀ :i bl 'kksèk&i= ds fy, ,d=
djus dk laiw.kZ ç;kl fd;k x;k gSA

;s dguk vuqfpr ugha gksxk fd yksdlaxhr
vkè;kfRed vkuan ds lzksr dks lekfgr fd, gq, gSA vr%
vkRek dk lacaèk vkè;kRe ls gS vkSj yksdlaxhr vkRek dh
lkfRod [kqjkd gSA eu dh çlUurk gh eks{k esa lgk;d gSA
Hkkjr ds _f"k eqfu;ksa us laxhr dks eks{k çkfIr dk lkèku
;w¡ gh ugha dgkA

^^oh.kk oknu rRoK% Jqfr tkfr fo'kkjn%A

rkyK'p ç;klsu eks{kekx± fuxPNfr% AA

vFkkZr~ oh.kk oknu djus okyk] Jqfr o tkfr
vFkkZr~ Lojksa dks tkuus okyk rFkk rky oknu ds vH;kl
esa ç;Ru'khy O;fä eks{kekxZ dh vksj c<+ tkrk gŜ ^
¼prqosZnh] ì- 73&80½A
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M‚- jktsaæ çlkn ds vuqlkj ^^Hkkjr esa laxhr
flQZ {kf.kd vkeksn&çeksn dh oLrq u gksdj fpjkuan
çnku djus okyh vkè;kfRed lkèkuk gS vkSj lkalkfjd
nq[kksa ls eqfä çnku djus vkSj czã rd ekuo dks ys tkus
okyk ekxZ gS A^^ Hkkjr esa yksd laxhr us vkè;kfRed vkSj
lkaLdf̀rd {ks= esa og dke fd;k gS] tks laHkor% vkSj dksbZ
'kfä 'krkfCn;ksa ds ifjJe ds i'pkr~ Hkh u dj ikrhA
;|fi Hkkjr dk lkèkkj.k&tu o.kZekyk ls loZFkk vifjfpr
gh gS] fdUrq fQj Hkh og vkè;kfRed Kku ls 'kwU; ugha gSA
ns'k ds fdlh Hkh lqnwj xk¡o esa ge pys tk,¡] ogk¡ dk
lkèkkj.k d"̀kd Hkh vusd vkè;kfRed rF;ksa ls iw.kZr;k
ifjfpr feysxkA M‚- jktsaæ çlkn ,d xk¡o esa ,d lTtu
ls dbZ ?k.Vs xw<+ nk'kZfud rRoksa dh ckrphr djrs jgsA
ml lTtu ds Kku ls vR;Ur çHkkfor gksdj pyrs le;
mUgksaus mä lTtu ls dgk fd og viuk irk fy[k dj
mudks nsosa] fdUrq muds vk'p;Z dh ml le; dksbZ lhek
ugha jgh] tc mä lTtu us ,slk djus esa viuh vleFkZrk
çdV dh D;ksafd og o.kZekyk ls loZFkk vifjfpr FkkA esjs
fopkj ls o.kZekyk ls vifjfpr gksus ij ;fn gekjk
lkèkkj.k tu bl çdkj dk Kku j[krk gS] rks mldk ,d
çeq[k dkj.k ;gh gS fd laxhre; xkFkkvksa vkSj dFkkvksa us
mlds ân; esa ml Kku dks cSBk fn;k gSA eSa dHkh& dHkh
lkspk djrk gw¡] D;k dkj.k gS fd ̂ ^Hkkjr gh ,d ,slk ns'k
gS] ftlesa rqylh ;k dchj tSls dfo;ksa dh —fr;ksa ls
vui<+ yksx Hkh djksM+ksa dh la[;k esa ifjfpr gSa] ij eSa
le>rk gw¡ fd bl jgL; dk gy ;gh gS fd bu dfo;ksa
ds eèkqj in ?kj&?kj vkSj xk¡o&xk¡o dh lEifÙk cu x;sA
vkt Hkh ,sls vusd yksx fey tk;saxs] tks loZFkk vui<+
gksrs gq, Hkh rqylh ds jkepfjrekul ds vusd in lknj
lquk ldrs gSa vkSj dchj ds inksa dk rks dguk gh D;k gSA
vr% Hkkjr ds vkè;kfRed fodkl esa laxhr dk vR;Ur
egRoiw.kZ LFkku jgk gSA vesfjdk tSls loZlkèkulaiUu ns'k
ds fuokfl;ksa dk Hkkjrh; yksdlaxhr dh vksj vk—"V gksus
dk ;gh ,dek= çeq[k dkj.k gŜ ^ ¼vkxsoku] ì- 49&51½
vesfjdk ds euksfon~ á~e us fy[kk gS fd ^ogk¡ ds rhl
çfr'kr ls vfèkd yksx fof{kIrkoLFkk esa gSa thou vthc&lk
gh gSA eLrh esa >weuk] oL= QkM+uk] ph[kuk] fpYykuk]
cky u dVokuk] u'kk djuk vkfn fØ;k,¡ crkrh gSa fd
mudk varj vrÌr gSA vkRe&'kkafr dh [kkst esa os HkVd

jgs gSaA vesfjdk ds rukoiw.kZ thou ls gVdj tc os
Hkkjrh; yksd laxhr dh Loj&xaxk esa voxkgu djrs gSa]
rc mUgsa ,d çdkj dh viwoZ 'kkafr dk vuqHko gksrk gS vkSj
mUgsa yxrk gS fd Hkksx&foykl esa lgk;d ftl rkel
laxhr dks os lqurs vk jgs Fks] mlls ijekRek dh çkfIr ugha
gks ldrh A fo'o çfl) ok;fyu oknd ;gwnh esuqfgu us
crk;k&^^Hkkjrh; laxhr esa ,d çdkj dh papyrk dk
vHkko gSA mlesa ,d 'kkafr gS] èkhekiu gS] tks mls vkè;kRe
ls tksM+rk gSA yksd laxhr Hkkjr dh vkRek gSA Hkkjr ds
xk;dksa] okndksa vkSj urZdksa us laxhr dh vkRek dks igpkuk
gS] tcfd bèkj if'pe esa laxhr ds 'kjhj dks ltkus&laokjus
dk dke T;knk gqvk gSA ;|fi if'pe esa Hkh laxhr dh
xgjkb;ksa rd igq¡pus dk y{; jgk gS] ij mlesa Hkh
T;knkrj ̂ rduhd^ dks fodflr djus dh rjQ gh ;gk¡
è;ku fn;k x;k^^A Hkkjr esa ,d dgkor cM+h e'kgwj gS
^^dksl dksl ij cnys ikuh] pkj dksl ij ok.kh^^ dgkor
ls vanktk yxk;k tk ldrk gS fd yksd laxhr dk fo"k;
fdruk ògn~ gSA Hkkjr esa euq"; ds tUe ls ysdj èR;q rd
çR;sd çlax ds fy, lkfgR; gS vkSj ;g lkfgR; vyx&vyx
cksfy;ksa esa ,oa fofHkUu èkquksa esa c¡èkk gS] tks Hkkjr dh çkphu
laL—fr ,oa ekuoh; ewY;ksa dks n'kkZrk gS rFkk bZ'oj ls Hkh
tksM+rk gSA

vkxs] dqN yksd xhr ds çdkjksa ds ekè;e ls bl
ckr dks vkSj foLrkjiwoZd tkuus dk ç;kl djrs gSa&

lfj;k& ;g voèk dh ,d yksdfç; èkqu gSA blesa xk;s
tkus okys xhrksa dk eq[; fo"k; ek¡ cuus okyh L=h dh
çlo ihM+k gSA lkFk gh] vkus okyh larku ds Lokxr dh
mYykliw.kZ yyd lfj;k yksdxhr dk fof'k"V vkd"kZ.k
gSA

lksgj& ;g Hkh voèk dh ,d çeq[k yksd èkqu gS] ftls
ckyd ds tUe ds volj ij xk;k tkrk gSA bls fL=;k¡
leosr Lojksa esa xkrh gSaA blesa larku ds tUe ds volj
ij gksus okys mNkg dk o.kZu jgrk gSA bldk çHkko vkuan
vkSj mYykl dk jgrk gŜ ^ ¼prqosZnh] f'kolgk;] 2013½A
;|fi lksgj lewps mÙkj Hkkjr esa xk;k tkrk gSA

eqaMu xhr& ;g Hkh ,d laLdkj xhr gSA tc igyh ckj
ckyd ds flj ls cky mrkjs tkrs gSa] rc ;g yksdxhr
xk;k tkrk gS A
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tusÅ xhr& ;g xhr ckyd ds tusÅ ds volj ij
xk;k tkrk gSA tusÅ ;Kksiohr laLdkj ds uke ls tkuk
tkrk gSA bl laLdkj xhr dks fL=;k¡ lkewfgd :i ls xkrh
gSaA

fookg xhr& fookg xhr ds varxZr fofHkUu oSokfgd
laLdkjksa ds le; xk, tkus okys xhr vkrs gSa] tSls&
}kjpkj] dysok] T;ksukj] xkjh] fcnk xhr vkfnA fookg
xhr ds 'kh"kZd ds varxZr vkus okys xhrksa esa csVh ds fy,
ek¡&cki }kjk oj <wa<us dh fpark ds vfrfjä fookg ds
volj ij ckjkr ds vkus vkSj mlds Lokxr vkfn ds
le; dh jkSud] mRlkg] meax vkSj 'kksj&'kjkcs dk lqanj
fp=.k feyrk gSA egkjk"Vª esa ;s xhr ̂ ^eaxykxkSj ds xhr
uke ls xk, tkrs gSâ ^ ¼prqosZnh] 2013½A

dtjh& ^dtjh^ _rq xhr gSA dtjh] eq[;r;k lkou
ekl dk xhr gS] ;w¡ ;g o"kkZ _rq esa dHkh Hkh xk;k tk
ldrk gS vkSj xk;k Hkh tkrk gSA lkou ds eghus esa
vfèkdka'k fL=;k¡ vius ek;ds esa gksrh gSaA ek;ds esa gksus ij
os iw.kZ Lokèkhurk dk vuqHko djrh gqbZa ljl xhr xkrh gSaA
dtjh xk;u dh vusd 'kSfy;k¡ çpfyr gSa] dqN esa Bqejh
vax fo'ks"k :i ls ifjyf{kr gksrk gSA bl çdkj dh çFkk
fetkZiqj vkSj cukjl ds xk¡oksa esa vfèkd gŜ ^ A ¼e;kfuy]
ì- 30&32½ A

pfd;k xhr& ;g xhr xk¡o dh fL=;k¡ vius ?kj esa ;k
fdlh ds .. .. etnwjh ij pDdh ihlrs le; xkrh gSaA
xhr ds 'kCnksa] Hkkoksa ,oa Lojksa esa bruk rUe; gks tkrh gSa
fd ,d gh cSBd esa <sjksa vukt ihl Mkyrh gSaA xhr ds
Hkko ,oa Loj] filkbZ ds le; ds dfBu Je dks Hkh eglwl
ugha gksus nsrs gSâ ^ ¼prqosZnh] 2013½A

pkSeklk& vk"kk<+] lkou] Hkknksa] Dokj ¼vkf'ou~½& bu pkj
eghuksa dh çk—frd ¼lq"kek½ ì"BHkwfe esa fojg.kh dh euksO;Fkk
dk o.kZu ^pkSeklk^ xhrksa dk eq[; fo"k; gSA fgaMksyk]
dtjh] eYgkj vkSj lkou dh Hkk¡fr ;g Hkh ikol _rq dk
cgqçpfyr yksdxhr gSA

egkjk"Vª ds ek¡>h&xhr] dsjy ds fdukjs ij ukSdk
xhr ¼dsjy dh LFkkuh; Hkk"kk esa mUgsa oafpikêw½ ;s çfl)
xhr gSaA egkjk"Vª dk iksokMk] iatkc dk HkkaxMk&;s yksd
xhr ds enkZuh vkSj tksjnkj çdkj gSaA iksokMs esa ohj&jl

dk Hkko egÙoiw.kZ gksrk gS vkSj HkkaxM+s esa uR̀; vkSj rky dh
jaxr gksrh gSA Hkxoku dk Lej.k dj xk;s tkus okys
yksdxhrksa esa egkjk"Vª dk eYgkj xhr] [kaMksck xhr]
xqtjkr&mÙkj çns'k esa çk;% —".k vkSj dsjy esa x.kifr
dks Lej.k ds Hkh xhr xk, tkrs gSaA ;FkklaHko ok| dk
mi;ksx fd;s fcuk fL=;ksa ds nks lewg ftl yksdxhr dks
xkrs gSa] mls d'ehj esa ^jkSQ^ dgrs gSaA blds vfrfjä
d'ehj esa dsoy ?kM+s dh laxr ij ^Ndjh^ xhr cSBdj
xk;s tkrs gSaA jktLFkku vkSj xqtjkr esa ?kM+k gkFkksa esa ysdj
mls >qykrs gq,] y;c) vkokt esa fL=;ksa ds lewg ifu;k
Hkju xhrksa ij uR̀; djrs gSâ ^ ¼isM.ksdj] ì- 26&27 ,oa
ijekj] ì-& 52&56½A

fgekpy çns'k] vle esa igkM+h yksdxhr vkSj
u`R; yksdfç; gksrs gSaA buds Lojksa esa fofoèkrk jgrh gSA
fgekpy çns'k ds igkM+h xhrksa dks ^ukVh^ dgrs gSaA ,sls
xhrksa esa ges'kk lIrd mPp ds Loj vkSj vkyki fy;s tkrs
gSaA vle vkSj [kkldj ukxk çns'k ds yksdxhrksa esa vn~Hkqr
vFkok Hk;kud Loj gksrs gSaA dbZ xhr ;q) vFkok cfy nsus
ds volj ij xk, tkrs gSâ ^ ¼usxh] ì- 15&16 ,oa js]
ì- 8&14½A

nsohxhr& Hkkjr dh vfèkdka'k turk èkkfeZd fu"Bk okyh
gSA çk;% lHkh ekaxfyd voljksa ij nsoh xhr xk;s tkrs gSaA
bl xhr dks xkrs le; Hkätu J)k vkSj fo'okl ds lkFk
eukSfr;k¡ eukrs gSaA nsoh dh 'kj.k esa lc vius dks lqjf{kr
ikrs gSaA nsoh ds çrki dk o.kZu Hkh buesa jgrk gSA ;s Hkkjr
dh vkLFkk dk çrhd Hkh gSa vkSj lkFk gh vkè;kfRed L=ksr
dk dkj.k Hkh^^ ¼nslkbZ] ì- 537&545½A

jfl;k& dgrs gSa czt esa vkè;kRe dh vfojy èkkjk
çokfgr gksrh gSA ̂jfl;k^ cztHkwfe dk lcls vfèkd yksdfç;
xhr gS] gkykafd czt esa vkSj Hkh yksdxhr xk;s tkrs gSa]
tSls& <ksyk] eYgkj] fgaMksyk] Qkx bR;kfnA ijUrq] ̂jfl;k^
dh yksdfç;rk us mu lcdks <d fy;k gS A laHkor% blh
dkj.k czt esa jfl;k ckjgksa eghus xk;k tkrk gS A jfl;k
vusd èkquksa esa xk;k tkrk gS vkSj vusdkusd dFkkud blesa
tqM+s gq, gSa] tSls& nfèkyhyk] fyfygkjh yhyk] xksoèkZu
yhyk bR;kfn^^ ¼rSyax] ì- 54½A

>wej& ;g xhr gksyh ds volj ij xk;k tkrk gSA blesa
clar _rq rFkk gksyh dh meax esa jkèkk—".k vFkok lhrkjke
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ds gksyh [ksyus dk o.kZu gksrk gSA

jktLFkku ds yksd&xhrksa dh xk;u&ç.kkyh èkkfeZd
gSA lkFk gh] çHkko'kkyh <ax ls èkeZ&fujis{k çse dgkfu;k¡
Hkh xkbZ tkrh gSaA jktLFkkuh yksdxhr vkè;kfRed vkuan ds
lzksr gSaA ge yksd&xhrksa ds nks Hksn dj ysrs gSaA çFke rks
os xhr gSa] tks lkewfgd :i ls fo'ks"k volj ij fL=;k¡
¼vfèkdrj½ ,oa iq#"k fey&tqydj xkrs gSaA xhrksa esa
ikfjokfjd xhr] R;kSgkj&xhr vkSj jhfr&fjokt ls lacafèkr
xhr gks ldrs gSaA nwljs çdkj ds xhrksa esa os yksd&dFkk,¡
gSa] ftuesa vius nsoksa dh J)kiwoZd vpZuk dh xbZ gS vkSj
ekuo&ân; ds lw{e Hkkoksa dks O;ä djus dk ç;Ru fd;k
x;k gSA igys çdkj ds xhrksa esa rks mfpr volj ij ,d=
gksdj xkuk 'kq: gks tkrk gS ¼tSls fookg] gksyh] eqaMu vkfn
ds le;½A nwljs çdkj ds xhr cqfu;knh rkSj ij igys
çdkj ls vyx gSaA yxHkx lHkh çse&dFkkvksa dh ?kVuk,¡
euksjatd vkSj ân;xzkgh gSaA blh Js.kh esa ^i.kksâ  dks Hkh
fy;k tk ldrk gS] ftuesa egku thofu;ksa dk mYys[k
jgrk gSA blh Js.kh ds xhrksa esa gkjh] dqjtk¡] vksyw¡] liuksa]
fgpdh] xksjcUn] bZa<k.kh vkfn vkrs gSaA if.kgkjh dh euksgj
dFkk bruh gh gS fd ,d cky fookfgr if.kgkfju dq,¡
¼dgha&dgha rkykc½ ij ikuh Hkjus tkrh gSA ogk¡ ,d
uo;qod mls NsM+rk gSA og ml uo;qod dks ns[krs gh çse
ls ljkcksj gks mBrh gS] ysfdu Åij ls dkslrh pyrh gSA
?kj igq¡pus ij ml cky&fookfgrk uo;kSouk oèkw ls lkl
dgrh gS] ;gh esjk iq= vkSj rsjk ifr gSA uo;qorh ds
vkuUn dh lhek ugha jgrhA ?kVuk dh euksjatdrk] dkslus
dk miØe] ;qod ds çfr vkd"kZ.k vkSj vUr esa mlh ds
lkFk feyu ^if.kgkjh&xhr^ esa bu lcdk lqUnj fuokZg
gqvk gSA blh çdkj ̂dqjtk¡* Hkh gSaA dqjtk¡ ,d i{kh gS] ftls
jktLFkkuh yksd&xhrksa esa lans'k okgd i{kh ds :i esa of.kZr
fd;k x;k gSA dqjtk¡ ds nks :i fy, x, gSa&,d rks ifr
dks lans'k nsus okys ds :i esa rFkk nwljk ,d cgu dk
vius HkkbZ dks ihgj lans'k ys tkus ds fy,A ̂>ksjkok* xhr
tSlyesj {ks= dk yksdfç; xhr gS] ftls iRuh vius ifr
ds fo;ksx esa xkrh gSA ekaM] ghM+k yksdxhrksa esa lekt ds
fofHkUu Hkkoksa dh vfHkO;fä feyrh gŜ ^ ¼dksBkjh] ì- 3&13½A

èkeZewyd yksdxhr& xk¡o esa çpfyr fofHkUu çdkj ds
ikjaifjd èkkfeZd vuq"Bkuksa esa Hkh fofHkUu çdkj ds yksdxhr
xk;s tkrs gSaA vle esa Hkh ,sls vusd vuq"Bku gSaA mnkgj.k&

vkbZuke&fpdu iksDl chekjh dks ;gk¡ olar dgk tkrk
gSA ;g ,d laØked jksx gS vkSj blls yksxksa dh eR̀;q rd
gksrh gSA bldh vfèk"Bk=h nsoh ds :i esa 'khryk ekrk dh
dYiuk dh x;h gSA mUgsa larq"V djus ds fy, fofoèk çdkj
ds xhr] in vkfn xkrs gq, 'khryk iwtk dh tkrh gS A

visljh lckgj xhr& ekuk tkrk gS fd tc dksbZ cPpk
lw[k tkrk gS vFkok fcuk iyd >idk;s cPpk ,d vksj
ns[krk jgrk gS vFkok yM+dh jtLoyk ugha gksrh rks
visljh dh utj yxrh gSA visljh dks nqxkZ dk :i ekuk
tkrk gSA blfy, visljh ds xhrksa esa ,d rjg ls nqxkZ dh
gh Lrqfr dh tkrh gSA

xEHkhjk& ;g xhr fo'ks"kdj caxky ds ekynk ftys esa
xk;k tkrk gSA ;g xhr vkèkqfud vkSj yksdxhrksa ds chp
dk xhr gSA bu xhrksa esa f'koth dks xk¡o ds cM+s&cw<+s ds
:i esa ekuk tkrk gS A ,slk ekuuk gS fd xk¡o dh lHkh
vPNh ;k cqjh ckrsa f'koth ds dkj.k gh gksrh gSaA xk¡o ij
vkifÙk vkus ij ;k xk¡o okyksa dh j{kk u dj ldus ij
mUgsa nks"k Hkh fn;k tkrk gSA

iwtk yksd xhr& mÙkjk[kaM dk ;s yksdxhr ifjokfjd
nsorkvksa dh iwtk ls lEc) gSA bl {ks= esa ra=&ea=
ls lEc) vU; iwtk yksdxhr Hkh xk;s tkrs gSa] ftudk
mís'; vinwrksa ls ekuo leqnk; dh j{kk djuk gŜ ^ ¼usxh]
ì- 15&16½A

fu"d"kZ %

Hkkjr esa çkphu le; ls gh laxhr dk ç;ksx
vkuan&ijekuan dh çkfIr gsrq ekuk x;k gSA tuekul us
laxhr dks èkkfeZd ,oa lkekftd mRloksa rFkk O;fäxr
euksjatu dk lkèku ekuk gS vkSj ;gh laxhr ̂yksd laxhr*
dgykrk gSA yksdèkquksa esa thou dh vfojy èkkjk çokfgr
gksrh gSA yksd&xhrksa dh lcls çkaty] ifo=] lqUnj vkSj
egÙoiw.kZ èkkjk og gS] tks euq"; ds eu ds dkseyre Hkkoksa
dks vfHkO;ä djrh gSA ;s xhr gh lcls egÙoiw.kZ èkjksgj
gSaA ;gk¡ dkO; vkSj laxhr dk egkfeyu ,d egku vuqHko
gSA ekuo] lekt ,oa ç—fr dk n'kZu djkus okyk laxhr
yksd laxhr gksrk gSA Bhd mlh çdkj] ekuo] lekt ,oa
ç—fr dks fujis{k Hkko ls tkuuk gh vkè;kRe gSA Hkkjr esa
laxhr dks vkè;kfRed vfHkO;fä dk lkèku ekudj laxhr
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dh mikluk dh xbZA ;s dguk vuqfpr ugha gksxk fd
yksdlaxhr] vkè;kRe vkSj vkuan ds lzksr dks lekfgr fd,
gq, gSA ehjkckbZ us ifr ds LoxZokl ds i'pkr~ lalkj ds
lHkh caèkuksa ls eqfä ikdj laxhr ls ukrk tksM+kA laxhr ds
ekè;e ls vkè;kfRedrk esa ços'k gqvk vkSj —".k&Hkfä esa
lkuUn yhu gks xb±A vr% vkRek dk lacaèk vkè;kRe ls gS
vkSj yksdlaxhr vkRek dh lkfRod [kqjkd gSA
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Introduction
Folk culture and technical innovation are

two distinct concepts that, despite their
intertwined nature, are considered to play an
essential part in the development of society. Folk
culture and technical innovation frequently
intersect in a variety of contexts, which
frequently leads to the alteration and development
of customary patterns of conduct.

It can be argued that a community or
group of people has a folk culture if they continue
to uphold and express the traditional beliefs,

The Hybridization of Culture during The Age of Folk-Tech
Dr. Trilok Singh Kulwant Singh Mehra*

Abstract

Folk culture and technology are closely linked, contributing to society’s growth and
influencing customary behaviour. Folk culture is prehistoric and is passed down through
oral transmission, imitation, and group experiences. It values oral tradition and reflects
local customs, traditions, and social hierarchy. Technology can change folk culture by
creating new tools, practices, and communication channels, but it often incorporates
new technology into its traditions.

Traditional cultures face challenges and opportunities from contemporary technologies,
such as industrialization and globalization. However, technology can sometimes threaten
culture, as the ease of access to digital entertainment and media can water down or push
traditional cultural expression to the background.It has also made folk theatre more
accessible, allowing artists and organizations to exhibit outside their local and regional
areas and gain global attention and support.

Documenting cultural customs is crucial, and any technological changes should be driven
by community goals.However, it has also diluted culture and commercialized
art.Technology has improved lighting and sound systems, visual effects and projection,
set design, costumes and makeup, and combining media. However, India must find a
balance between modern technology and folk theater’s heritage to thrive and retain its
cultural value.

Keywords: Folk Culture, Technology, Documentation, Folk Theatre, Digitization, Media

Methodology : The paper evolve by observing current seenario of fork arts and their relation with
technological advancement. The observation were illustrated through Indian Music documents,
Journals and current affairs came across during the study and discussions with various subject
experts. The idea for the paper also part of my so far theatrical journey.

*Asstt. Prof. in Dramatics, M.S. University, Vadodara

customs, rituals, and expressions that have been
passed down to them. As part of this tradition,
some of the items that are passed down from
one generation to the next include folklore, art,
music, dance, storytelling, traditional theater,
rituals, and other aspects of culture. Traditions
are also passed down in the form of oral histories.
Folk culture is the name given to the traditional
ways of thinking, performing rituals, behaving,
and expressing oneself that are specific to a
community or group of people. Folk culture can
be traced back to prehistoric times.
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Folk culture is typically passed down

from one generation to the next through less
formal routes, such as verbal transmission,
imitation, and the accumulation of shared
experiences within a community. This is a
frequent practice that has been around for a long
time.

Study Area

Oral tradition is a significant part of folk
culture. This refers to the method through which
knowledge and other forms of cultural expression
are handed down from one generation to the
next through recitations, songs, and stories.
Because of this, it is possible to preserve the
cultural heritage as well as the communal identity
that has been preserved. Folk culture is often
connected with certain groups or regions, and it
reflects the different customs, traditions, and
social hierarchies of these areas. Folk culture
may also refer to the traditional arts and crafts
of a community. It can take place in either rural
or urban settings, and it frequently has a close
connection to the natural environment as well
as the resources of the nearby area. The vast
majority of folk culture is conveyed not through
official education or through studying at an
educational institution, but rather in an informal
manner within the community itself. Children
increase both their knowledge and their skill sets
when they observe and participate in cultural
events alongside their parents, grandparents, and
other adults in their lives. Folk culture is resilient
and adaptable because it is constantly evolving
over the course of time and taking on the traits
of many civilizations. It helps to preserve a sense
of continuity despite the many shifts that are
taking place in society, and it also gives people a
sense of belonging and identification, both of
which are important.

The link between technology and folk
culture is a complicated one. On the one hand,
technology has the potential to affect and mold

folk culture through giving rise to the
development of novel tools, practices, and
channels of communication. On the other hand,
folk culture is known to frequently adopt and
integrate new forms of technology into its
established customs and rituals, which can
occasionally occur in unexpected ways.
Throughout history, the development of folk
culture was closely tied to the local environment
as well as the customs and routines that were
carried out by a group. It included components
of everyday life such as folklore, music, dancing,
crafts, storytelling, and religious ceremonies,
among other things.

The appearance of new technologies
has presented both difficulties and opportunities
for traditional forms of culture. On the one hand,
the rise of industrialization and globalization has
resulted in the disappearance of or alterations to
a large number of traditionally practiced folk
activities. Traditional folk practices have
experienced a slow but steady decline in recent
decades alongside a concomitant trend toward
more standardized forms of culture as a result
of people’s migration to metropolitan areas and
adoption of modern lifestyles.

However, technology has also played an
important part in the maintenance, dissemination,
and development of folk culture in recent
decades. For instance, technologies such as audio
and video recording have made it possible for
folk performers to capture their music and
distribute it to a wider audience. Internet and
social media platforms have opened up new
channels through which folk musicians may
connect with one another, work together, and
communicate with fans located all over the world.

Additionally, technology has had an
effect on the direction that the substance and
aesthetic of folk culture has taken. Folk
performers and artists, for instance, have begun
to use electronic instruments, recording
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software, and digital production techniques into
their work, which has resulted in the creation of
new subgenres and fusions. The development
of new tools, materials, and techniques of
production has also contributed to the evolution
of traditional crafts.

In certain instances, the introduction of
new technology has led to a renewed interest in
traditional forms of folk culture. The modern
public has access to a wide number of digital
archives, online communities, and educational
resources; as a result, they are able to investigate
and gain knowledge on a variety of folk traditions
from across the world. Also, the organization of
festivals, seminars, and other cultural activities
that celebrate and promote folk culture have
become much simpler as a result of technological
advancements.

It is crucial, however, to acknowledge
that advances in technology can sometimes pose
threats to traditional forms of culture. Traditional
modes of cultural expression, for instance, have
been watered down or pushed to the background
as a direct result of the ease with which one can
have access to digital forms of entertainment
and media. In addition, the globalization of the
media can have a homogenizing effect, which
can lead to the erosion of distinct regional
identities and cultural variety.

Interactions between Ancient Ways of Life
and Contemporary Methods of Production

The use of technology has the potential
to weaken as well as strengthen already
established cultures. On the one hand, the
development of modern technologies and the
spread of globalization can be damaging to the
preservation of cultural diversity and the
practices of traditional communities. On the
other hand, technology may also help to preserve
and promote folk culture by making it feasible to
document it, archive it digitally, and distribute

cultural information and expressions to a wider
audience. This is one of the ways in which
technology contributes to the preservation and
promotion of folk culture. India is home to a wide
variety of distinct forms of folk theater, and the
incorporation of contemporary technology into
the process of documenting and preserving these
cultural norms has been an important step. As a
result of the expansion of digital recording
technology and the internet, performances may
now be recorded, stored, and transferred all over
the world. Moreover, this is all possible in real
time. This has been of enormous assistance in
conserving the immense cultural history of folk
theater, making it more likely that future
generations will have access to these art forms
and be able to learn from them. This makes it
more likely that future generations will be able
to learn from these art forms.

Through the use of technology, which
may provide forums for the exchange of cultural
knowledge in addition to chances for group
projects and individual education, it is possible to
make the process of reviving folk customs much
more straightforward. It is also capable of
inspiring fresh approaches to traditional art forms
such as music, storytelling, and craftsmanship,
which helps to ensure that these activities will
continue to be carried out in modern contexts.
The emergence of recently developed
technologies has assisted in making folk theater
more accessible to a larger audience. As a result
of the expansion of social media platforms,
websites that enable users to share videos, and
services that enable people to stream videos
online, performances are now able to reach a
broader audience than they were before able to
reach. It is now possible for artists and groups
to present their work outside the bounds of their
respective local and regional communities. As a
result, they can acquire recognition and support
from audiences located all over the world.
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A larger number of people will have

access to folk culture as a result of the ability of
technology to bridge the gap between
geographical and socioeconomic differences.
Because of the spread of digital platforms, people
from all different parts of the world and walks
of life are now able to engage with folk traditions,
discuss their own cultural practices, and take
part in cultural exchanges that take place despite
the existence of physical obstacles. In the realm
of folk theater, the introduction of modern
technologies has made possible expanded
chances for both collaborative endeavors and
creative expression, opening the door to new
possibilities.1 Regardless of the physical distance
that separates them, artists are able to
communicate with other individuals who have
similar interests, collaborate on projects, and
share and discuss their ideas with one another.
This has led to traditional folk theater being
merged with modern components, which has
resulted in the revitalization and reinvention of
old artistic forms for new audiences.

The juxtaposition of ancient practices
and cutting-edge technology raises a number of
significant moral concerns. When the cultural
practices of communities are recorded or shared
using technological means, it is essential that the
communities’ rights to their intellectual property,
privacy, and authorization are honored at all
times. This is especially important when the
communities’ cultural practices are documented.
In addition, the requirements and objectives of
the community ought to serve as the impetus for
any technological intrusions in traditional cultural
practices. Because of this, the community will
be actively engaged and have a sense of
ownership over any improvements that are
implemented.

The process of folk culture experiencing
adaptation and evolution has been influenced by
technological progress, which has had an impact

on the process. Traditional forms of art such as
visual arts and crafts have been reinterpreted
with the help of digital technologies. This has
resulted in the development of new ways to
creatively express oneself as well as new artistic
techniques. Folk musicians, in a similar vein, have
started to include contemporary elements into
their performances. These contemporary aspects
include modern instruments and modern
recording methods. The end product is a
combination of elements that are both modern
and traditional.

Folk theater hopefuls have also profited
from the ways in which technology has made
training and education more available to them.
Technology has made it easier for them to learn
new skills. By utilizing online tutorials, video
lectures, and virtual workshops, learners are
afforded the ability to acquire training content
and engage in conversation with seasoned
practitioners. The passing down of knowledge
like this helps to preserve as well as further
develop the traditions that are associated with
folk theater.

Discussion

There has been a proliferation of
technology in India, which has brought about
many great improvements; nevertheless, this has
also resulted in a number of negative effects,
two of which are the watering down of culture
and the commercialization of art. Folk theater
has seen a decline in popularity and patronage
as a direct result of the widespread availability
of alternative forms of entertainment, such as
those supplied by television, film, and digital
media. This decline in popularity and patronage
may be directly attributed to the widespread
availability of alternative forms of entertainment.
As a result of the rising rivalry for attention in
an entertainment environment that is becoming
increasingly commercialized and consumer
driven, traditional forms run the risk of becoming
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marginalized and losing their authenticity. This
risk is compounded by the fact that traditional
forms also run the risk of losing their originality.
The impact of contemporary technology on
performance methods in folk theater has resulted
in these modifications, which have been caused
by the performance methods that have evolved
as a result. It is currently considered standard
procedure to include in productions lighting, sound
systems, visual effects, and presentations that
make use of a variety of different types of media.
Even if these advancements make the
presentation more aesthetically appealing and
boost the audience’s participation, they have a
tendency to obfuscate the core objective of the
traditional form.

Folk theater is one of the art forms that
has been profoundly impacted by the utilization
of technology, which has had an effect on a range
of other art forms as well. Despite the fact that
live performances have always been the
backbone of folk theater and that there are only
a few simple technical components involved,
recent improvements in technology have opened
up new doors for enhancing and expanding the
audience’s experience. One such door is the
ability to stream live performances directly to
the audience’s mobile devices. Listed below are
some examples of how technology might be
utilized in folk theater:

Both the Lighting and the Sound: The
lighting and sound systems that are utilized in
folk theater have benefited enormously from
technical breakthroughs, which have allowed for
significant improvements in each of these areas.
The dynamic and atmospheric effects, such as
spotlights and colored lights, that may be created
using professional-grade lighting equipment can
be used to enhance the visual impact of the
performance. This can be done by employing
the various lighting effects. In a similar vein,
modern sound systems ensure that both the

voices of the actors and the music can be heard
well by the audience. This is the case regardless
of the type of performance.

Technology Relating to Visual Effects
and Projection:  The use of projection technology
makes it feasible for plays performed in folk
theater to incorporate visual effects, animations,
and video components into their productions.
Through the utilization of projected backdrops
and scenery, it is possible to generate fully
immersive environments and to take the audience
to different locations.2 The utilization of
simulated fire, rain, or other natural elements,
together with other visual effects, can provide
an air of mystique or drama to the performance,
depending on your preference.

Using computer-aided design (CAD)
software, set designers are able to create
complex and detailed virtual models of the stage
and the objects they will be using. The process
of computer-generated set design is another
name for digital set design. Because of this, they
are able to try out a variety of concepts and
view the outcomes before to actually generating
the sets. Additionally, digital set design makes it
easy to make changes and alterations, which
helps save both time and materials when
compared to traditional set design methods.

In recent years, there has been a rise in
the prevalence of the use of technology in the
manufacture of folk theater costumes and
makeup. Making use of modern materials, such
as lightweight fabrics and special-effect textiles,
it is possible to create costumes that are both
aesthetically stunning and long-lasting. This is
made possible through the use of modern
materials. Makeup tricks like prosthetics and
airbrushing, in addition to other specialized
approaches, can be utilized by actors in order to
transform themselves into fictional characters
or unusual animals.
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Combining of Various Forms of Media:

Productions of folk theater may incorporate a
variety of multimedia elements, such as videos
that have been taped, animations, or interactive
aspects. By syncing these with live
performances, the storytelling, the providing of
context, and the development of an additional
layer of visual interest can all be improved. As a
result of the utilization of a variety of different
media, the audience can participate in
experiences that are not only more dynamic but
also more interesting.

The Promotional and Marketing Process
in the Age of Digital Technology The methods
used for marketing and promotion in the
performing arts have been substantially
revolutionized as a result of technological
advancements. By utilizing social media
platforms, websites, and online ticketing systems,
folk theater companies are able to broaden their
appeal to a bigger audience and promote their
shows. As a result of the fact that digital platforms
make it possible to share content such as
rehearsal footage, behind-the-scenes movies, and
interviews, fans are able to have a more personal
experience with the production.
Results and Conclusion :

It is crucial for India to locate a happy
medium between the incorporation of cutting-

edge technology and the protection of the historic
roots of the country’s folk theater. Folk theater
has the ability to continue expanding, thriving,
and keeping its cultural worth so long as it takes
use of the benefits that technology brings while
still paying attention to its traditional roots.
However, in order for this to happen, it is
imperative that folk theater embraces technology
without abandoning its traditional roots.

In conclusion, traditional culture has both
affected and been influenced by technological
advancements. In spite of the fact that it has
made the maintenance of old practices more
difficult, it has also opened up new possibilities
for the documenting of collaborative projects and
the interchange of cultural ideas. The dynamic
interaction between traditional culture and
modern technology is constantly shifting, which
in turn shapes the ways in which people in the
modern world comprehend, interact with, and
transmit cultural legacy.
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i;ZVu m|ksx ds ,d lkaLdf̀rd mRikn ds :i
esa laxhr }kjk dykRedrk] euksjatu] fojklr] uSfrdewY;]
jpukRedrk vkSj thou&'kSyh tSls fo"k;ksa dks n'kkZ;k
tkrk jgk gS vFkok ;w¡ dg nsa fd& i;ZVd] laxhr ds

yksd laxhr] i;ZVu] çcaèku rFkk O;kolkf;d vk;ke

M‚- nq";ar f=ikBh·

'kksèk&i= lkj

çLrqr vkys[k esa yksd laxhr ds ekè;e ls i;ZVu] çcaèku rFkk blds O;kolkf;d vk;keksa ds
,d oSf'od iVy dks çdkf'kr fd;k x;k gSA orZeku le; esa i;ZVu ds çcaèku vkSj foi.ku :iksa dks
i;ZVd cktkj esa vR;fèkd egRo çkIr gSA i;ZVu m|ksx us vius fodkl ds nkSjku] lkaLd̀frd i;ZVu
ds dbZ mi&:iksa dks çLFkkfir fd;k gSA ftuesa ls yksd laxhr vFkok i;ZVu LFky dk LFkkuh; laxhr
,d egRoiw.kZ mi&{ks= gSA vkt i;ZVu cktkj ds ,dhd̀r mRikn ds :i esa yksd laxhr Hkh O;kid
:i ls fn[kkbZ nsrk gSA ijaijkxr yksd laxhr fof'k"V vfHkO;fä ds dkj.k lkekftd rFkk lkaLd̀frd
igyw ls tqM+rs gq, Hkh ,d O;kolkf;d vFkZ ys ysrk gSA ;g lkaLd̀frd i;ZVu ds lkFk&lkFk çcaèku
rFkk O;olk; dk ,d fof'k"V vax cu x;k gSA i;ZVu ds lkaLd̀frd mRikn ds :i esa yksd laxhr&
dykRedrk] euksjatu] fojklr] uSfrdewY;] jpukRedrk vkSj thou 'kSyh tSls fo"k;ksa dks n'kkZrk
ifjyf{kr djrk gS vFkok i;ZVd laxhr ds ekè;e ls euksjatu ds lkFk&lkFk bu {ks=ksa dh tkudkjh
çkIr djrk gSA laxhr i;ZVu vkt dh nqfu;k esa laxhr&çsfe;ksa dks ,dlkFk ykrh gSA yksd laxhr }kjk
vkxarqd rFkk estcku lewg ds chp lkekftd&lkaLd̀frd ewY;ksa ds gLrkarj.k dk ,d çHkkoh vkèkkj
fufeZr gksrk gSA LFkku vyx gks ldrs gSa] laxhr vyx gks ldrk gS] exj yksx bu lHkh vkd"kZ.kksa esa
yksd laxhr ds lkFk vkuafnr gksrs gSaA

bl rF; dks nf̀"Vxr j[krs gq, lHkh çdkj ds lkaLd̀frd i;ZVdksa gsrq] yksd laxhr lekjksg
dk çcaèku djuk] i;ZVu m|ksx dk ,d egRoiw.kZ O;kolkf;d vk;ke gSA yksd laLd̀fr ls çsfjr i;ZVd
laosnu'khy gksrs gSa vkSj iSls ds }kjk ewY; ryk'krs gSaA ,sls çsfjr i;ZVd viuh ;k=kvksa esa yksd laxhr
dk;ZØe tSls O;kolkf;d mRikn dh gh ryk'k djrs gSaA ;g rF; lkaLd̀frd i;ZVd mRikn ds
O;kolkf;d e‚My ds fy, çklafxd gSA lkaLd̀frd vè;;u vFkok fofoèk laLd̀fr;ksa ds ewy rRoksa dks
utnhd ls tkuus ds fy, lkaLd̀frd i;ZVdksa dh rhoz çsj.kk gh bl O;olk; dh dher fuèkkZfjr djrh
gS rFkk i;ZVu fodkl esa vFkZO;oLFkk dks xfr çnku djrh gS A bldk dkS'kyiw.kZ mi;ksx i;ZVu m|ksx
dh çcaèku ,oa foi.ku ç.kkyh dks O;ofLFkr j[krk gSA

lkaLd̀frd i;ZVu esa yksd laxhr lcls uktqd mRiknksa esa ls ,d gSA ;g fojklr& ikjaifjd
xk;u] uR̀;] R;kSgkj] laxzgky;] lkaLd̀frd ewY;ksa] Lons'kh dykRed ekU;rkvksa] yksd vk;kstu vkSj
lekjksg esa lgt ,oa okLrfod :i ls çnf'kZr gksrh gSA bl e‚My ds fuekZ.k vkSj O;kolkf;d ç.kkyh
ds çHkkoh <ax ls dk;Z djus ds fy, ;kstuk] vk;kstu] foÙkh; çcaèku vkSj fu;a=.k lHkh çcaèkdh; dk;ksaZ
ij çLrqr vkys[k esa O;kid ppkZ dh x;h gSA

eq[; 'kCn % laxhr i;ZVu] çcaèku] vFkZO;oLFkk] foi.ku ç.kkyh] O;olk;] lkaLd̀frd mRiknA

izfof/k % izLrqr fo"k; esa lkexzh vuqiyC/krk dh nf̀"V ls osc ek/;eksa ls miyC/k lgk;d lkexzh ysdj v/;;uksijkUr
'kksèk&i= rS;kj fd;k x;k gSA

· vfèk"Bkrk] yfyr dyk ladk;] egÆ"k n;kuan ljLorh foÜofo|ky;] vtesj( foHkkxkè;{k] LukrdksÙkj laxhr daB foHkkx] lukru èkeZ
jktdh; egkfo|ky;] C;koj

ekè;e ls euksjatu ds lkFk&lkFk bu rF;ksa dh tkudkjh

Hkh çkIr djrk gS (Stipanović  et  al,  2020) A
XykscykÃts'ku ds orZeku nkSj esa i;ZVu }kjk laxhr&çsfe;ksa
dks Hkh ,d lkekukarj eap çkIr gqvk gSA laxhr] esgeku
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rFkk estcku oxZ ds chp lkekftd&lkaLdf̀rd ewY;ksa ds
gLrkarj.k ds fy, ,d çHkkoh vkèkkj dk ekè;e cuk gSA
LFkku vyx gks ldrs gSa] laxhr vyx gks ldrk gS exj
turk bu lHkh vkd"kZ.kksa esa laxhr ds lkFk flQZ vkSj flQZ
vkuafnr gksrh gS rFkk lkaLdf̀rd vè;;u ds }kjk ,d
fof'k"V vuqHkwfr ls xkSjokfUor gksrh gS (Ranade, 2003)A

orZeku le; esa i;ZVu ds {ks= esa çcaèku vkSj
foi.ku ds vusd uohu Lo:iksa dks i;ZVd cktkj esa egRo
çkIr gks jgk gSA i;ZVu çcaèku ds nkSjku] lkaL—frd
i;ZVu ds dÃ u, {ks=ksa dks c<+kok fn;k tk jgk gS] ftuesa
ls laxhr ,d egRoiw.kZ mi&{ks= gS (Stipanović et al,

2020)A vkt lkaxhfrd i;ZVu dks i;ZVu cktkj ds ,d

mRikn ds :i esa ns[kk tkus yxk gSa (Fan et al, 2023)A
ijaijkxr laxhr viuh yksdfç; ,oa tu&eu&jatu
vfHkO;fä ds :i esa lkekftd rFkk lkaLdf̀rd nf̀"V ls
,d vfrfjä vFkZ ysdj jktuSfrd fojksèkkHkklksa dks nwj
djrs gSaA rduhdh lk>snkjh] O;ofLFkr dk;Z&;kstuk rFkk
laxhr&lkaLdf̀rd i;ZVu ds çHkkoh çpkj ds vkèkkj ij
laxhr i;ZVu dh iwjh çcaèku&ç.kkyh] laLd̀fr vkSj lkaLd̀frd
ewY;ksa ds çpkj ds fy, tkx:drk c<+kus vkSj vewrZ
lkaLdf̀rd fojklr ds :i esa i;ZVdksa dks vkdÆ"kr djrh
gSA

lkekU; rkSj ij i;ZVd lkaLdf̀rd vkd"kZ.k
ns[kus dh ;kstuk ugÈ cukrs gSa] ysfdu ;fn i;ZVu ds
nkSjku lkaxhfrd çLrqfr miyCèk gSa rks mUgsa ns[ksaxs ghA bls
è;ku esa j[krs gq, lHkh çdkj ds lkaLdf̀rd i;ZVdksa gsrq
laxhr vk;kstu dk çcaèku gksrk gS] ysfdu laxhr çsfjr
i;ZVdksa gsrq dqyhu lkaLd̀frd dk;ZØeksa ds vk;kstu fd;s
tkrs gSaA  laL—fr ls çsfjr i;ZVd vfr laosnu’khy gksrs
gSa vkSj iSls nsdj Hkh lkaL—frd ewY; ryk’krs gSaA ,sls
çsfjr i;ZVd laxhr dk;ZØe tSls mRikn dh ryk’k djrs
gSaA ;g rF; lkaL—frd i;ZVd mRikn ds fy, çklafxd
gS] tgka laL—fr esa layXu gksus ds fy, lkaL—frd i;ZVdksa
dh rhoz çsj.kk gh dher fuèkkZfjr djus ds fy, t:jh gS]
blh ls i;ZVu fodkl esa vFkZO;oLFkk dks xfr çkIr gksrh
gS (Lashua et al, 2014)A bldk dkS’kyiw.kZ ç;ksx
i;ZVu m|ksx dh çcaèku ,oa foi.ku ç.kkyh dks O;ofLFkr
j[krk gSA vkt varjjk"Vªh; ,;jykbal Hkh laxhrdkjksa dh

çLrqfr }kjk euksjatu lsok,a çnku djus esa dkQh lfØ;
gSaA laxhr lekjksg i;ZVu m|ksx dh tku gS rFkk euksjatu
ds lkFk&lkFk lkaLdf̀rd vknku&çnku] laLdf̀r dks
tkuus&le>us ds fy, yksdfç; gSa (On the streets of
Chennai, 2023)A fofHkUu ns'kksa esa vk;ksftr gksus okys
çfl) egksRlo rFkk R;kSgkj ;k=k ds volj ds :i esa dk;Z
djrs gSaA R;kSgkjksa esa lHkh fofHkUu 'kSfy;ksa] jhfr fjoktksa]
ijEijkvksa] ekU;rkvksa] ikjEifjd os'k Hkw"kk] [kkuiku vkfn
ls ifjfpr gksrs gSa] lkFk gh cM+h la[;k esa laokn djrs gq,
vkuan ysrs gSaA i;ZVu ds nkSjku lkaxhfrd vk;kstuksa]
R;kSgkjksa esa Hkkx ysuk laxhr lquus dk ,d 'kkunkj volj
gks ldrk gS] lkFk gh] ml ns'k dh turk dks le> ikus
dk] u, nksLr cukus dk] ,d vuks[kk rjhdk Hkh gksrk gSA

foÜo ds vU; ns'kksa ds lkFk Hkkjr dk lkaLd̀frd
vknku&çnku vR;ar çkphu gS (Shaika, 2021)A nf{k.k
if'pe Ãjku esa vHkh Hkh laxhrdkjksa dh tutkfr;k¡ gSa tks
ekurs gSa fd os Hkkjr ls vkdj cl x, gSaA lkaLdf̀rd
vknku&çnku vFkok leUo;okn dk fodkl u dsoy
O;kikj] Hkk"kk vkSj èkeZ ds {ks= esa jgk gS vfirq çkphu dky
ls gh dkO; rFkk laxhr bldh ,d egRoiw.kZ dM+h jgs gSaA
Hkkjrh; laxhr esa Ãjkuh laxhr ds Loj] eqdke] gaxke vkfn
rRoksa dk çHkko rFkk vusd ok|ksa esa vfHkuo ç;ksx eè;dky
dh ,d çeq[k ?kVuk gSA vehj [kqljks ds dk;Z bl Øe esa
vR;ar çHkkoh ekus tk ldrs gSa ftUgksaus Hkkjrh; laxhr ds
jkx] tkfr&xk;u] rky&O;oLFkk rFkk ok|ksa esa vusd u,
ifjorZu fd, (Karanth, 2020)A mÙkj Hkkjrh; laxhr
esa [;ky] rjkuk] d+Ookyh tSlh 'kSfy;ksa esa] flrkj vkSj
ljksn tSls ok|ksa esa] Ãeu] ljijnk] >hyQ] lktfxfj
vkfn jkxksa] QjksnLr] lwyQ+k[+rk vkfn rkyksa] dfork ds
l̀tu esa vfHkuo ifjorZu fn[kkÃ nsrs gSaA Ãjkuh laxhr esa
N% uokt+] nks edke i)fr( N% jkxksa dh Hkkjrh;
laxhr&ç.kkyh dk çHkko Hkkjrh; gSA orZeku laxhr esa
lwQh laxhr] yksd laxhr rFkk ik'pkR; laxhr ds rRoksa dk
O;kid ç;ksx lekfgr gS ftUgsa yksd vfHk#fp }kjk vkRelkr
fd;k x;k gSA ;gh lkaLd̀frd Lohdkjksfä dk rF; i;ZVu
ds u, {ks= dks fodflr rFkk iYyfor djrk gSA ,sfrgkfld
:i ls Hkh fofHkUu ns'kksa ds 'kkldksa us ijLij ,d&nwljs ds
laxhrdkjksa vkSj dykdkjksa dks laj{k.k fn;k ftlls leUo;
Hkh fodflr gqvk gSA mÙkj Hkkjrh; laxhr 'kSyh esa baMks&Ãjkuh
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rRoksa dks dnkfi udkjk ugÈ tk ldrk gS (Rangarajan,
2019)A laxhr ij Hkkjr&Q+kjlh lkaLd̀frd vknku&çnku
ds çHkko dks ge Hkkjr] ikfdLrku] vQxkfuLrku]
rtkfdLrku] mTcsfdLrku vkSj Ãjku rd ds laxhr esa
Li"V rkSj ij ns[k ,oa eglwl dj ldrs gSaA Hkkjr dh
laLdf̀r dk çHkko E;kaekj] usiky] baMksusf'k;k] FkkÃySaM]
ckyh] tkok] lqek=k] dEcksfM;k vkfn ns'kksa dh laLdf̀r esa
eglwl dj ldrs gSaA orZeku esa laxhrdkjksa ds ijLij
fj'rs ¶;wtu ds :i esa fn[kkÃ nsrs gSaA  x+t+y rFkk lwQh
laxhr dk Hkkjr ds mPp eè;oxÊ; 'kgjh vkcknh ds chp
fdlh lud ds :i esa çpkj laxhr i;ZVu esa çpfyr
ijaijkvksa dks u, rjhdksa ls fodflr djrk gSA ;s rRo
fofHkUu ns'kksa ds lkFk Hkkjr ds lkaLdf̀rd leUo; dh
çkphurk dks n'kkZrs gSaA

laxhr ls lacafèkr lekjksgksa rFkk LFkku Hkh] nqfu;k
Hkj ds gtkjksa fons'kh vkxarqdksa dks vkdÆ"kr djrs gSaA
nqfu;k dk lcls cM+k laxhr R;kSgkj ̂lejQsLV* gS] ;w,l,
esa X;kjg fnolh; bl dk;ZØe esa  gj lky yxHkx nl
yk[k yksx Hkkx ysrs gSaA czkthy ds fj;ks dkÆuoy esa gj
lky djhc vkèks fefy;u i;ZVd fons'k ls vkrs gSaA
e‚fUVª;y baVjus'kuy tSt+ QsfLVoy ds 2&5 fefy;u
n'kZdksa esa ls ,d frgkÃ i;ZVd gSaA j‚d laxhr ls mRlkfgr
i;ZVdksa ds fy, xzsV fczVsu Hkze.k mi;qä gSA blds vykok
Hkh dÃ vU; okÆ"kd dk;ZØe  gSa ftuesa laxhr] uR̀; vR;ar
vkd"kZ.k dk dsaæ jgrs gSaA Hkkjrh; 'kkL=h; laxhr ds
vkè;kRe rFkk è;ku&çèkku vkarfjd vkd"kZ.k ls çHkkfor
gksdj Hkh i;ZVd vkdÆ"kr gksrs vk;s gSa u dsoy Hkkjr esa
vfirq fons'kksa esa Hkh Hkkjrh; 'kkL=h; laxhr ds fu;fer
lEeysu LFkkfir gks pqds gSaA Hkkjr esa vk;ksftr çeq[k
lkaLd̀frd mRlo rFkk lekjksg ftuesa gEih ùR; mRlo&
gEih ¼dukZVd½] eeYyiqje mRlo& egkcyhiqje
¼rfeyukMq½]  fu'kkxaèkh mRlo& fr#ouariqje ¼dsjy½]
ukVîkatfy mRlo& fpnacje ¼rfeyukMq½] rkt egksRlo]
vkxjk ¼m-ç-½] R;kxjkt vkjkèku& ratkoqj ¼rfeyukMq½]
Lokfr laxhrksRloa&fr#ouariqje ¼dsjy½]  ladV ekspu
laxhr lekjksg& okjk.klh  ¼m-ç-½] iqjanjnkl vkjkèku&gEih
¼dukZVd½] eækl laxhr l=& psUuÃ ¼rfeyukMq½] gfjoYyHk
laxhr lEeysu&tkyaèkj ¼iatkc½] rkulsu lekjksg& Xokfy;j
¼e-ç-½] Mksojysu laxhr lEeysu& dksydkrk ¼i-ca-½] Lokeh

gfjnkl laxhr lEeysu& eqacÃ ¼egkjk"Vª½] lokÃ xUèkoZ
Hkhelsu laxhr egksRlo& iwuk ¼egkjk"Vª½] lcjax mRlo&
uÃfnYyh ] vkÃ-Vh-lh- laxhr mRlo] iafMr euhjke eksrhjke
laxhr mRlo& gSnjkckn ¼rsyaxkuk½] lIrd laxhr mRlo&
vgenkckn ¼xqtjkr½] xaxk egksRlo& okjk.klh] rFkk ns'k
ds çR;sd jkT; ds LFkkuh; yksd mRlo ftudh foLrr̀
lwph ;gk¡ fn;k tkuk laHko ugÈ gS]  bUgsa  i;ZVu dh ǹf"V
ls vkSj vfèkd egÙo] çcaèku rFkk O;oLFkkiu fn;k tkuk
vko';d gSA

vkt i;ZVu m|ksx ds çcaèku esa foLrr̀ rFkk
jkspd laxhr mRiknksa dh Jà[kyk gS ftues foÜo Lrjh;
dykdkjksa ds laxhr dk;ZØe] fo'ks"k laxhr lekjksg]
dk;Z'kkyk,a] laxks"Bh] v‚fM;ks&ohfM;ks mRikn vkfn gSaA
laxhr }kjk i;ZVu esa O;kid euksoSKkfud çHkko iM+rs gSa]
laxhr i;ZVu ds lcls Hkkoqd mRiknksa esa ,d gSA ;g
fojklr& ikjaifjd xk;u] uR̀;] R;kSgkj] laxzgky;] lkaL-
frd ewY;ksa] Lons'kh dykRed ekU;rkvksa] yksd vk;kstu
vkSj dHkh&dHkh fo'ks"k vk;kstuksa esa lgt ,oa okLrfod
:i ls çnÆ'kr rFkk vfHkO;ä gksrh gSA

laxhr i;ZVu dk O;ofLFkr çcaèku u dsoy
Hkkjr vkSj bldh fons'k uhfr ds fy,] vfirq lEiw.kZ foÜo
ds ns'kksa dh lkefjd] vkÆFkd rFkk jktuSfrd ,tsaMs dk Hkh
egRoiw.kZ Çcnq gS] ftlds }kjk jkstxkj ,oa lkaLdf̀rd
lapkj dks xfr çkIr gksrh gSA Hkkjr dh rqyuk esa phu us
okf.kfT;d ykHk rFkk vkÆFkd ,dhdj.k fodflr djus ds
fy, fofHkUu ,f'k;kÃ ns'kksa ds lkFk csgrj lacaèk gkfly
fd;s gSa A Hkkjr& }kjk LFkkfir eèkqj lkaLdf̀rd lacaèkksa ls
miegk}hi esa {ks=h; vkÆFkd ,dhdj.k vkSj ,f'k;kÃ ns'kksa
ds chp {ks=h; lg;ksx dks c<+kok feysxkA HkkSxksfyd]
lkaLdf̀rd] jktuSfrd] lkfgfR;d] vkÆFkd] i;kZoj.kh;
leL;kvksa dks laxhr ,oa laLdf̀r ds eèkqj ekuoh; lw=
}kjk laosnukRed cuk;k tk ldrk gSA lkefjd :i ls Hkh
Hkkjr dks ,f'k;k rFkk oSfÜod eapksa ij etcwr fe=ksa dh
vko';drk gSA ftls çkphu lkaLdf̀rd le:irk ;qä
ns'k ds lkFk lk>k djuk vR;ar lehphu gksxk] vU;Fkk bl
çdkj ds fj'rs flQZ voljokfnrk ek= gh jg tkrs gSaA

Hkkjrh; laxhr dks bl f{kfrt rd igqapkus esa
dqN egku laxhrKksa ds ukeksYys[k Hkh vko';d gSa ftuesa
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ia jfo'kadj] mn;'kadj] #fDe.khnsoh v#.Msy] in~ek
lqcze.;e] dsyqpj.k egkik=] f'kodqekj 'kekZ] fcfLeYykg
[kku] lqCcqy{eh] ;kfeuh d"̀.kewÆr] e.̀kkfyuh lkjkHkkÃ]
lksuy ekuÇlg] Hkhelsu tks'kh] iafMr tljkt] frfejcju]
fo".kqnkl f'kjkyh] tqfcu esgrk] tkfdj gqlSu] ckck
vYykmíhu [kku] vyh vdcj [kku] yrk eaxs'kdj]
xqykcks] ekfyuh voLFkh vkfn mYys[kuh; gSaA yksd laxhrdkjksa
dh vuar Jà[kyk] fQYe laxhr ls tqM+s egku laxhrdkj
ftUgksaus foÜo Hkj esa Hkkjrh; laxhr dks çfl) cuk fn;k A
vusd laxhr lkèkdksa ds vFkd ifjJe ls vkt ge laxhr
{ks= dks vkÆFkd ,oa i;ZVu eap ij ,d miHkksäk oLrq ds
:i esa çLrqr djus dh {kerk j[k ik jgs gSaA

orZeku esa dksjksuk ok;jl us gekjs thus ds
rjhds dks] O;oLFkkvksa dks] laokn ds rjhdksa dks] lHkh
;kstukvksa dks cny fn;k gS rFkk gesa ,d u, fljs ls dk;Z
djus dks] rhozrk ls lh[kus dks ckè; fd;k gSA geus çd̀fr
}kjk çnku fd, x, bl egku volj dk mi;ksx Hkh fd;k
gS] [kqn dks dqN xgjkÃ ls cnydj ,d egku leqnk; ds
:i esa] ,d oSfÜod eap ij ge mHkjsa gSaA laxhr&çseh
vius LekVZ Qksu] ySiV‚i ;k LekVZ Vhoh ij vkjke ls
dk;ZØe rFkk laxhr f'k{k.k dk rjhdk fodflr dj jgs gSaA
i;ZVu m|ksx Hkh fMftVy i;ZVu dh vksj lkspus dks
etcwj gqvk gSA fo'ks"k :i ls bl le; laxhr vkSj uR̀;
lekjksgksa dks vk;ksftr djuk csgn egRoiw.kZ gS] D;ksafd
ldkjkRedrk vkSj vk'kkokn vU;=  nqyZHk gSA ekuo eu
ds iqutÊou gsrq ek= laxhr dyk dh gh vko';drk gSA

fu"d"kZ %

laxhr dh fnO; ukn&'kfä çkdf̀rd :i ls
loZ= çfrèofur gSA dyk lH; lekt dh vko';drk
rFkk ruko&eqfä dh lokZfèkd dkjxj vkS"kfèk gSA èofu dh
laosnu'khyrk Jksrk dks laxhr dh thoar mifLFkfr esa
ços'k djus ds fy, vkeaf=r djrh gSA laxhr dyk
O;fäijd vuqHko ds {ks= ls çokfgr gksrs gq, lEiw.kZ
czãk.M dks ,dlw=rk çnku djrh gSA laxhr ,oa vU;
dykvksa dh bl fnO;rk dk ç;ksx gesa jk"Vªksa ds ikjLifjd
fj'rksa dks le)̀ cukus esa djuk pkfg,A fuf'pr :i ls
ns'k dh vusd laLFkk,a bl vksj dk;Zjr gSa ysfdu xgjkÃ
vkSj laosnuk ds lkFk bl vksj dk;Z djus ls ns'k dks u,

i;ZVu vk;ke ,oa oSfÜod eap ij çfrfufèkRo çkIr gksxkA

i;ZVu ds bl vkèkqfud e‚My ds fuekZ.k vkSj
dk;kZUo;u ç.kkyh ds çHkkoh <ax ls dk;Z djus ds fy,
;kstuk] vk;kstu] foÙkh; çcaèku vkSj fu;a=.k vkfn lHkh
çcaèkdh; dk;ks± dks 'kkfey djuk vko';d gSA
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'kksèk&{ks= % xqtjkr dk yksd laxhr

Hkkjrh; laLdf̀r esa èkeZ] vkè;kRe ,oa ijekRek
dks vR;ar egÙoiw.kZ vkSj loksZifj LFkku fn;k x;k gSA
Hkkjrh; laLdf̀r esa d.k&d.k esa bZ'oj dk okl ekuk tkrk
gSA laLdf̀r vius lkFk viuh futh] fof'k"V foèkkvksa dks
lkFk ysdj fodflr gksrh gS] ftuesa jhfr&fjokt] os'k&Hkw"kk]
R;ksgkj] bR;kfn ds lkFk dyk Hkh egÙoiw.kZ :i ls lekfo"V
gSA og laLd̀fr dk vfoHkkT; vax gSA vr% Hkkjrh; dykvksa
esa Hkh fo"k;&oLrq ds :i esa bZ'oj dk LFkku loksZifj gSA
Hkkjr esa vkfnoklh rFkk yksdlaLdf̀r esa çdf̀r ds ik¡p
rÙo vkdk'k] Hkwfe] ok;q] ty] rFkk vfXu dh Hkh iwtk dh
tkrh gSA muds çfr Hkh euq"; Lo;a dks dr̀K vuqHko
djrk gSA bl dr̀Krk dks fofHkUu ekè;eksa ls vfHkO;ä
djrk gS] ftuesa dyk Hkh lekfo"V gSA

dykvksa ds eq[;r% nks :i ekus tk ldrs gSa%

xqtjkr dk yksdlaxhr % vkè;kfRed vkuan dk lzksr

M‚- fo'okl fot;dqekj lar·

lkjka'k

Hkkjrh; laLd̀fr esa ijekRek ,oa izd̀fr dks vR;Ur egÙoiw.kZ LFkku fn;k x;k gSA vr% èkeZ
vkSj vè;kRe mlds dsUnz esa gSa D;ksafd dyk laLd̀fr dk vfoHkkT; vax gSa] mlh dk niZ.k gS] Hkkjrh;
dykvksa esa Hkh èkkfeZdrk vkSj vkè;kfRedrk izpqj ek=k esa ik;h tkrh gS ftuesa Hkkjr dk yksd laxhr Hkh
lekfo"V gS A Hkkjr&Hkj esa yksd laxhr ds dbZ izdkj ik, tkrs gSa vkSj izk;% lHkh esa ijekRek rFkk izd̀fr
dsUnz&LFkkuh; rÙo jgs gSa A

xqtjkr dk yksd laxhr oSfoè;iw.kZ gS ftlesa Hktu] dhÙkZu] in èkksy] xjck] jkl] gosyh laxhr]
jkeyhyk] gkyjM+k] yXu xhr] Hkjfl;k] nqgk] NIik] oèkke.kh] HkokbZ] Hkk.k&dFkk] yksd&Mk;jks bR;kfn
izeq[k gSaA fHkUu&fHkUu izlax ds vuq:i] fHkUu&fHkUu jl dh vuqHkwfr gksus ls] mudh vfHkO;fDr gsrq fofHkUu
izdkj ds yksd laxhr vfLrRo esa vk, ijUrq blesa of.kZr dFkkoLrq yksd uk;d&ukf;dk rFkk
vkjkè;nso&nsfo;k¡] tSls& Hkxoku Jhd̀".k] Hkxoku Jhjke] vEck ek¡ bR;kfn ls lEcfUèkr gksus ls lHkh
jl ds lkFk vkè;kfRed vuqHkwfr dk;e jgrh gSA

yksd&dykvksa dh mRifÙk ,oa fodkl lLd̀fr ds fodkl ds lkFk lkgftd :i ls gksrs gSa]
vr% muesa Hkkjrh; laLd̀fr ds vfoHkkT; èkeZ rFkk vkè;kRe dh tM+sa vkSj Hkh etcwr gSa] ,slk dguk
vfr'k;ksfä ugha gksxh A

eq[; 'kCn % xqtjkr] yksd laLd̀fr] yksdlaxhr] ijekRek] vkè;kRe] vkuUn

'kksèk izfofèk % xq.kkRed] O;f"V vè;;u ¼Case study½

· vflLVsUV çksQslj] flrkj] fMikVZesUV v‚Q bULVªwesUVy E;wftd] QsdYVh v‚Q ijQkWfeaZx vkVZ~l] egkjktk l;kthjko
;wfuoflZVh v‚Q cM+kSnk

yksd Lo:i ,oa 'kkL=h; Lo:iA tks nSfud thou esa vke
turk }kjk lkgftd :i ls cuk vkSj fodflr gqvk] og
dyk dk yksd :i gSA tks fo}kuksa }kjk yksd dykvksa ds
vxys dqN vfèkd ifj"dr̀ Lo:i dh rjg xgjh lkèkuk
ls cuk;k x;k] vkSj lkFk&lkFk mldk 'kkL= Hkh fuf'pr
fd;k x;k] og dyk dk 'kkL=h; :i gSA vU; lHkh
dykvksa dh rjg laxhr dyk ds Hkh nks :i&yksdlaxhr
,oa 'kkL=h; laxhr ik, tkrs gSaA

Hkkjrh; laxhr ds fodkl dk bfrgkl crkrk gS
fd çkphu dky esa fnuHkj ds dBksj ifjJe ds ckn
'kkjhfjd] ekufld Fkdku nwj djus ds fy, ukohU;iw.kZ
vkuan dh çkfIr gsrq lkewfgd :i ls xk;u&oknu&urZu
djrs Fks ftls ̂lkexku* dgk x;kA ml le; ̂lkexku*
ds :i esa tks xhr turk esa çpfyr Fks] os ljy] lgt
rFkk HkkokRed :i esa lapkfjr gksrs FksA os mRlo] lekjksg
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esa g"kZ] mYykl ds lkFk lkewfgd :i ls xk;s tkrs FksA
èkkfeZd ioaZ] iwtk rFkk ;Kksa esa fof'k"V fl)kar ds vuqlkj
èofu rFkk 'okl&ç'okl ds mrkj&p<+ko ds lkFk tks xhr
xk, tkrs Fks] mUgsa yksd&laxhr dh uhao ekuk x;k gSA

;g laxhr vR;fèkd çek.k esa ijekRek rFkk
çd̀fr ds ifjizs{; esa gksus ls vkè;kfRed] vykSfdd Lrjh;
vkuan dk lzksr FkkA mlesa dqN ifjorZu Hkh vk,] mldk
'kkL= Hkh cukA blh 'kkL= ds vkèkkj ij laxhr ds vkfn
xzaFk ̂lkeosn* dh jpuk gqbZA lkexku dh mRifÙk yksdlaxhr
ds :i esa gh gqbZ] tks fodflr gksrs&gksrs 'kkL=h; laxhr
cukA gekjs jkx&laxhr esa bldk çek.k Hkh ekStwn gSA dbZ
'kkL=h; jkx ,sls gSa] tks fdlh LFkkfud yksd laxhr ls cus
gSaA bu jkxksa esa igkM+h] ek¡M+] lksjB] nsl] fcykoy] xwtjh
rksM+h bR;kfn lekfo"V gSaA vr% yksdlaxhr 'kkL=h; laxhr
ls Hkh çkphu gS] ,slk dguk vuqfpr ugha gSA1 ukjn us
vius xzaFk ̂ ukjnh; f'k{kk* esa crk;k gS] fd oSfnd dky ls
gh ykSfdd laxhr vfLrRo esa FkkA mlh dks dkyØe eas ge
yksd&laxhr ds uke ls tkuus yxsA

MkW- lnkf'ko QM+ds ds vuqlkj] ̂ ^fdlh Hkh jk"Vª
dk yksd laxhr mls ns'k ds jgus okys tuekul ds }kjk
gh mn~Hkfor vkSj vkRek dh vkokt gS vFkkZr~ vkuUn ,oa
fo"kkn ds vfrjsd esa tulkèkkj.k Loj rFkk y; ds }kjk
tc vius eu ds Hkkoksa dh vfHkO;fDr djrk gS rks og yksd
laxhr dgykrk gS A2 Hkkjrh; lUnHkZ esa yksd laLdf̀r ds
vax yksd dFkkvksa] yksdxhrksa] yksd Hkk"kkvksa ,oa vkè;kfRed
ijaijkvksa ds ewy lw= ,oa oSfnd lkfgR; ls tqM+s gq, gSa A

yksd&laxhr esa lkgftdrk ,oa vkè;kfRedrk

vke turk }kjk vius ân; ds Hkkoksa dks n'kkZus
ds fy, jpk x;k lkgftd laxhr yksdlaxhr gSAyksdlaxhr
bPNkuqorhZ gS] ftlesa 'kkL=h; laxhr dh rjg Lojksa ds oknh]
laoknh] xzg] va'k] oftZr] vyadkj bR;kfn fu;e ugh agksrsA

yksd laxhr esa jkx ugha gksrs ij mlesa fHkUu&fHkUu
jkg t:j gksrh gSA ;s jkg ;kfu fofHkUu 'kSfy;k¡] fofHkUu
iFk] tks taxy dh ix MafM;ksa dh rjg Lo;aHkw gksrs gSaA
yksd laxhr dh ;s jkgsa ljy ,oa lkekU; gksrh gSaA 'kkL=h;
laxhr dh rjg blesa tfVy fu;ekoyh ugha gksrhA

vke turk fcuk fdlh LojkH;kl ds Hkh vklkuh
ls ftldk xk;u] oknu] urZu dj lds] bruk vklku

yksdlaxhr gksrk gSA

yksd laxhr esa euksHkkoksa dh vfHkO;fä çk;% fcuk
fdlh ifj"df̀r ds gh dh tkrh gS] ftlls og vfèkd
ikjn'khZ eglwl gksrk gSA vr% og lHkh dks ea=eqXèk dj
nsrk gSA 'kkL=h; laxhr dk çpkj ç;RuiwoZd djuk iM+rk
gS rFkk çk;% mldk vH;klh O;fä gh mlds lkSan;Z dk
vuqHko dj ldrk gSA

dyk,¡ laLdf̀r dk niZ.k gSaA fdlh Hkh laLdf̀r
dk vR;ar xgjk çHkko ml laLdf̀r dh dyk ij gksrk gSA
laLdf̀r dk mn~Hko] fodkl ,oa ifj"df̀r lc dqN vke
turk ds tfj, gh gqvk gSA vr% os ftuls ?kfu"B :i ls
tqM+s gSa] ,slh yksd dykvksa esa laLdf̀r dh >yd vkSj Hkh
Li"V ,oa lPph feyrh gSA fdlh Hkh laLdf̀r dk ifjp;
ml çkar dh yksd dyk 'kk;n lokZfèkd Js"B :i ls ns
ldrh gSA bu dykvksa esa yksdlaxhr Hkh lekfo"V gSA
bZ'oj&Lrqfr] vkRe&çopuk] çdf̀r&o.kZu] eku&xfoZrk
uk;d&ukf;dkvksa dh mfä;k¡] 'kkS;Z vkfn dk vkè;kfRed
o.kZu Hkkjrh; yksd&laxhr esa vo'; jgrk gSA3

Hkkjr èkeZ&çèkku ns'k gSA blds d.k&d.kesa jke]
d"̀.k] cq) vkSj egkohj dh vkRek lekbZ gqbZ gSA Hkkjr esa
ekuo&thou dk pje y{; ijekRek dk lk{kkRdkj ekuk
x;k gSA bl y{; dh çkfIr dk loksZÙke ekè;e laxhr gksus
ds dkj.k mls vè;kRe ds jax esa iwjh rjg jaxus dk ç;Ru
fd;k x;k gSA vkt ds bl ccZj ;qx esa Hkh Hkkjrh;
yksd&laxhr 'kkS;Z] 'kkafr] vfgalk vkSj vkè;kRe dk vkuan
çkIr djus esa fo'oHkj esa loZJs"B ekuk tkrk gSA vesfjdk
ds euksfon áwe us fy[kk gS] fd Þogk¡ ds 30 çfr'kr ls
vfèkd yksx fof{kIrkoLFkk esa gSa % eLrh esa >weuk] oL=
QkM+uk] lktksa dks iVduk] ph[kuk&fpYykuk] u'kk djuk
vkfn fØ;k,¡ crkrh gSa fd Hkkjrh; yksd laxhr vkè;kfRed
vkuan dk ,d mPp dksfV dk lzksr gSAß vkSj bldk yksgk
fo'oHkj esa ekuk tkrk gSA4

xqtjkr dk yksd laxhr ,oa mldk vkè;kfRed i{k

yksd laxhr gj&,d çkar esa lHkh oxks± esa QSyk
gqvk gSA ,slh dksbZ Hkh laLdf̀r ugha gksxh ftldk futh
ikjaifjd yksd laxhr u gksA yksd laxhr dk mn~Hko ,oa
fodkl LFkkuh; :i ls gqvk gSA vr% ml ij çns'k ds
bfrgkl] HkkSxksfyd fLFkfr] mldh vkcksgok] Hkk"kk] cksyh]
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jhfr&fjokt] os'k&Hkw"kk] O;olk;] R;kSgkj bR;kfn dk vR;fèkd
çHkko gksrk gSA ;wa dguk vuqfpr ugha gksxk] fd bUgha
fo"k;&oLrqvksa dh lkaxhfrd vfHkO;fä ls yksd laxhr cuk gSA

yksd laxhr çknsf'kd Lrj dk laxhr gSA gj çkar
dk fof'k"V yksd laxhr gS] vyx gS] tSls] iatkc esa HkkaxM+k]
egkjk"Vª esa vHkax] caxky esa ckmy bR;kfnA

xqtjkr ds lanHkZ esa ns[kk tk;] rks yksd laxhr
tUe ls ysdj eR̀;q rd ds çlaxksa ij çLrqr gksrk gS]
ftlesa Hktu] dhrZu] in] èkksy] xjck] jkl] gosyh laxhr]
gkyjM+k] yXuxhr] ejfl;k] nqgk] NIik] oèkke.kh] HkokbZ]
ek.k&dFkk] yksd&Mk;jks bR;kfn eq[; gSaA fofHkUu xhr&çdkjkas
esa fofHkUu jlksa dh fu"ifÙk gksrh gS ij blesa of.kZr dFkkoLrq
yksd uk;d&ukf;dk rFkk vkjkè;nso&nsfo;k¡] tSls Hkxoku
Jhd"̀.k] Hkxoku Jhjke] vEck ek¡ cgqpj ek¡ bR;kfn ls
lacafèkr vkè;kfRed vuqHkwfr dk;e jgrh gSA

Hktu] dhrZu] in

Hktu] dhrZu rFkk in iw.kZr% bZ'oj] ije rÙo
ds miy{; esa] dh xbZ jpuk gSA blesa Hkfä jl dk
fu:i.k gksrk gSA

mnkgj.k % ÞoS".ko tu rks rsus js dfg,---ß

  Þfotyh us pedkjs---ß
èkksy

èkksy Lokeh ukjk;.k laçnk; dk Hkfä&xhr gS]
tks bZ'oj&mikluk ds fy, ç;qä gksrk gSA blesa Hkh
Hkfäjl eq[; gksrk gSA

mnkgj.k % Þikej uj u HkT;ks Hkxoku---ß

ÞèkU; èkU; , lar lqtk.kus---ß
xjck

^xjck* xqtjkr dk vfr çfl) yksd&uR̀; gS]
tks u dsoy Hkkjr esa] cfYd lexz fo'o esa vR;ar yksdfç;
gSA fo'o&Hkj ls lHkh bldk vkè;kfRed vkuan ysus
xqtjkr igq¡prs gSaA uojkf= ds nkSjku vkfn&'kfäekrk dh
Hkfä ds :i esa ikjaifjd :i eas ;g çLrqr gksrk gS] tks
lokZfèkd yack pyus okyk èkkfeZd mRlo gSA blesa LokHkkfod
:i ls Hkfä&jl dk fu:i.k gksrk gSA blesa vkcky&ò)]
L=h&iq#"k] xjhc&roaxj] lHkh lfEefyr gksrs gSaA

mnkgj.k %  Þjes vacs ek¡ pk¡pj ukpks dekajsyksy---ß

   Þek¡ ikokrs x<+Fkh mr;kaZ egkdkyh js---ß5

xjch

xjch d`".k&Hkfä dk xhr gS] tks dsoy
iq#"k&xk;d }kjk xk;k tkrk gSA blesa eq[;r% Hkfä&jl
ik;k tkrk gSA

mnkgj.k% Þm)o uanuksNksjksrs u esjksFk;kstks---ß

Þozt ogkyqa js oSdqaB ugha vkoqa----ß6

jkl

^jkl* xqtjkr rFkk jktLFkku esa çfl) gS] tks
xjck ls dkQh utnhdh xhr&çdkj gS] ftlesa jkèkk&d̀".k
dh jkl&yhyk dk o.kZu gksrk gSA blesa Hkfä rFkk Jàxkj
jl ik;k tkrk gSA

mnkgj.k%

Þgks jaxjfl;k d;ka jeh vkO;ka jkl tks---ß

Þvk'kk Hk;kZ rs ves vkfo;k usekjs Ogkys jekMîk jkl js---ß7

gosyh laxhr %

^gosyh laxhr* iqf"V ekxhZ; oS".ko&laçnk; ds
Hkäksa }kjk Jhd"̀.k Hkxoku dh lsok esa çLrqr laxhr gS
ftlesa Hkxoku ds çkr% dky ls ysdj 'k;u rd ds
fuR;Øe ds lkFk&lkFk v"V&çgj ds le;kuqlkj jkxksa esa
xhr çLrqr gksrs gSaA mlds lkFk eǹax] i[kkot] >ka>
bR;kfn ok|ksa dh laxr okrkoj.k dks vkSj Hkh Hkfäe; ,oa
vkè;kfRed cuk nsrk gSA

gkyjMq

^gkyjM+k* f'k'kq ds tUe rFkk NksVs ckyd dks
lqykus ds fy, xk;k tkus okyk xhr gSA blesa okRlY; jl
rks gS gh] lkFk gh ckyd ds vPNs laLdkj&flapu gsrq
çrkih O;fävksa dk xkFkk&xku Hkh gksrk gS] tks Hkfä ,oa ohj
jl dks u:fir djrk gSA ^f'kokth uq gkyjMq* bldk
mRd"̀V mnkgj.k gSA blds mijkar Hkxoku jke] Hkxoku
Jhd̀".k] egkjk.kk çrki] y{eh ckbZ bR;kfn dh 'kkS;Z&xkFkkvksa
dks Hkh bl xhr&çdkj ds lkfgR; esa lfEefyr fd;k tkrk gSA

mnkgj.k %   ÞvkHk eka mxsy pk¡nyks us thtkckbZus---ß

    Þekrk t'kksnk >wykos iq= ikj.ks js---ß8

yXu xhr

^yXuxhr* 'kknh ds le; xk;s tkus okys xhr
gSaA Hkkjrh; laLd̀fr esa fookg dks ifo= caèku ekuk x;k gSA
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çk;% lHkh nsoh&nsork fookfgr gSa] rFkk bl lanHkZ esa dbZ
mYys[k Hkh gekjs iqjk.kksa esa çkI; gSaA bl dkj.k gekjs ;gk¡
fookg ,d çdkj dk vkè;kfRed egÙo j[krk gSA mls
thou dk vfHkUu vax ekuk x;k gSA jke&lhrk tSls vkn'kZ
;qxyksa dh ç'kalkRed ckrsa bu xhrksa esa gksrh gSaA lkFk gh]
nkEiR; thou dh fBBksfy;ksa dk Hkh ftØ gksrk gSA vr%
buesa 'k`axkj vkSj dHkh&dHkh gkL; jl dh >yd Hkh feyrh
gSA lkr Qsjksa ds le; gj&,d Qsjs ds fuf'pr xhr xk;s
tkrs gSa] tks fookg ds fofèk&foèkku ls lac) gksrs gSa] vkSj
viuk fo'ks"k èkkfeZd ,oa vkè;kfRed egÙo j[krs gSaA

mnkgj.k% Þek;jk eka eaxfy;qa ojrk; js---ß

Þdadq Nk¡Vh dadksrjh eksdyks---**9

ejfl;k

^ejfl;k* eR̀;q ds le; xk, tkus okys xhr gSa]
ftlls er̀d dh vkRek dks eks{k rFkk vkRetuksa dks
vk'oklu çkI; gks] ,sls vk'k; ls ;s çLrqr gksrs gSaA buesa
d:.k] 'kkar ,oa Hkfä jl ik;k tkrk gSA

mnkgj.k% Þgs paikuk ckik ns'k dkt çk.k nhèkk]

veus eèk nfj;s ykoh Mwcrka fdèkka---**10

nqgk] NIik] oèkke.kh] HkokbZ] ek.k&dFkk

^nqgk*] ̂NIik*] ̂oèkke.kh*] ̂HkokbZ] ek.k&dFkk bR;kfn
Hkh xqtjkr ds yksd&laxhr ds çdkj gaS] ftuesa èkeZ] vkè;kRe]
çd̀fr] bfrgkl] O;ogkfjd Kku bR;kfn fo"k;ksa ls lacafèkr
lkfgR; gksrk gS] tks 'kkar] Hkfä] 'kàxkj] gkL;] ohj] d#.k]
vn~Hkqr bR;kfn fofHkUu jlksa ls lacafèkr gksrk gSA

yksdMk;jks

^yksdMk;jks* jkrHkj pyusokyk xqtjkr dk ,d
yksdfç; dk;ZØe gS] ftlesa yksd&dykdkj yksddFkk]
fofHkUu çdkj ds yksdxhrksa] pqVdqyksa  }kjk vke yksxksa ls
laokn djrs gSaA tc euksjatu ds vkSj lkèku miyCèk ugha
Fks] rc bl dk;ZØe ls yksxksa dk u dsoy ykSfdd
euksjatu] cfYd vkè;kfRed vykSfdd euksjatu Hkh gqvk
djrk FkkA

'kkL=h; laxhr dh jlkfHkO;fä fdlh çkS<+ O;fä
dh Hkkafr çxYHk gS] tcfd yksdlaxhr dh jlkfHkO;fä
ckyd dh rjg ljy] lgt gSA yksd laxhr esa jl dk
fu:i.k 'kkL=h; laxhr dh rjg tfVy vkSj vViVk ugh

agS] blhfy, ftUgsa laxhr dk Kku u gks ,sls Jksrk] n'kZdksa
dks Hkh ;g vklkuh ls jl&foHkksj dj nsrk gSA yksd laxhr
cgqr gh vklkuh ls vketu dks vius çfr vkdf"kZr dj
ldrk gS] dj nsrk gS A

Hkkjrh; laxhr ds fdlh Hkh çdkj ¼yksd vFkok
'kkL=h;½ esa] fdlh Hkh 'kSyh es a] fdlh Hkh foèkk
¼xk;u&oknu&urZu½  esa bZ'oj rFkk çd̀fr dh vkjkèkuk]
ije rÙo dh mikluk ǹ';eku gksrh gSA vr% çkI; vkuan
vkè;kfRed Lrj dk gksrk gS] ,slk dguk drbZ vuqfpr
ugha gksxkA

fu"d"kZ %

Hkkjr&Hkj esa yksd laxhr dh rhuksa foèkk,¡&xk;u]
oknu rFkk urZu esa vla[; çdkj fo|eku gSaA bu çdkjksa
esa fHkUu&fHkUu jlksa dh mifLFkfr gksrh gSA bl ckr dks ;wa
Hkh dgk tk ldrk gS fd fHkUu&fHkUu çlax ds vuq:i]
fHkUu&fHkUu jl dh vuqHkwfr gksus ls] mudh vfHkO;fä
gsrq fofHkUu çdkj ds yksdlaxhr vfLrRo esa vk,A eq[;r%]
mu dk fo"k;&oLrq ijekRek rFkk çdf̀r dh Lrqfr gksus
ls] varr% ;s lHkh mPpLrjh; vkè;kfRed vkuan dk lzksr
curs gSaA

xqtjkr dh turk vfgalk] O;lu&eqä vkSj 'kkafr&
fç; O;ogkj ds fy, tkuh tkrh gSA mudh ;gh LokHkkfod
fØ;k,¡ muds yksd laxhr esa Hkh lgt :i ls n`̀f"Vxkspj
gksrh gSaA ;gh muds vkè;kfRed vkuan dk lzksr gSA
lanHkZ lwph %

1- xxZ] y-uk- ¼ebZ 1978½] fucUèk laxhr] laxhr dk;kZy;] gkFkjl]
i-̀ 70

2- tkSgjh] js.kq] ¼2021½] laxhr ,oa vU; yfyr dykvksa esa jl ,oa
lkSUn;Z] vfEcdk izdk'ku] iz;kxjkt] i-̀ 264&265] 295

3- xxZ] y-uk- ¼ebZ 1978½] fucUèk laxhr] laxhr dk;kZy;] gkFkjl]
i-̀ 88

4- ogh] i-̀ 306

5- Patel M., (October 1974), 'Folk Songs of South
Gujarat', Indian Musicological Society, P.P. 50

6. ibid
7. ibid
8. ibid, pp 18
9. ibid, pp 32
10. ibid, pp 72
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çLrkouk % xqtjkr dh /kjrh dks izdf̀r us lqUnjrk dk
migkj fn;k gS A iwoZ esa lákfnz vkSj lkriqM+k ioZr
Jà[kyk] if'pe esa dPN dk jsfxLrku] mÙkj esa fxfjjkt
vkcw igkM+h Jà[kyk vkSj nf{k.k esa ne.kxaxk dh izkphu
lqanjrk ds lkFk] xqtjkr dk xkSjo'kkyh yksd thou ,d
le)̀ {ks= gS A

xqtjkr dh Hkwfe gtkjksa o"kks± ls dyk] laLdkj
vkSj laLdf̀r ls Liafnr jgh gSA ;gk¡ ds yksd thou esa
yksd laLdf̀r vkSj yksd dyk dh viuh fojklr gSA1

xqtjkr dh viuh futh os'kHkw"kk] Hkkstu] i'kqikyu] ?kj dh
ltkoV] ydM+h dh uôk'kh] èkkrq ds crZu] yksd euksjatu]

· lgk;d vè;kid] fMikVZesaV v‚Q rcyk] Q+SdfYV v‚Q QksZÉex vkV~lZ] n egkjktk l;kthjko fo'ofo|ky;] cM+kSnk

xqtjkr ds yksd laxhr eas ç;qä gksus okys rky ok|ksa dk ç;ksx

M‚- dsnkj eqdkne·

lkjka'k

Hkkjr esa izR;sd jkT; vius yksd laxhr ,oa ijaijk dk Lora= vfLrRo j[krk gS ftlls ml
jkT; dh lkaLd̀frd fojklr dk Kku vÆtr gksrk gSA xqtjkr lkaLd̀frd fofoèkrk okyk ,d le)̀ jkT;
gSA ;g le)̀ fojklr vkSj lkaLd̀frd ijaijkvksa ds vius vlyh jaxksa ds lkFk thoar gSA xqtjkr dh
laLd̀fr dyk ekU;rkvksa] jhfr&fjoktksa] ijaijkvksa] laLFkkuksa] vkfo"dkjksa] Hkk"kk] çkS|ksfxdh vkSj ewY;ksa esa
fefJr gSA R;kSgkj vkSj esys] dyk vkSj f'kYi] yksd uR̀;] laxhr] O;atu vkSj thou&'kSyh xqtjkr ds
yksxksa dh çeq[k lkaLd̀frd ì"BHkwfe cukrs gSaA

yksd laxhr vkuan dk og laxhr gS] tks yksxksa ds daB ls vuk;kl mRiUu gksrk gSA tgka yksx
gSa] yksxksa dk thou gS vkSj yksxksa dk laxhr gSA ekuo ds lukru Hkkoksa dks O;ä djusokyk yksd xhr
gh yksd laxhr dgykrk gSA fdlh Hkh yksd laxhr dk vkfo"dkj xk;u] oknu ,oa uR̀; ds leUo; ls
çLFkkfir gksrk gSA gj ,d çns'k dh viuh futh yksd dyk ijaijk ds vkèkkfjr xk;u] oknu ,oa uR̀;
dk ç;ksx gksrk gSA yksd ok| ijaijk dk Kku geas çkphu xzaFkksa es feyrk gSA bUgha xzaFkkas esa oÆ.kr yksdok|
lEiw.kZ Hkkjr o"kZ esa çknsf'kd mi;ksfxrk ds vkèkkj ij çkIr gksrs gaSA xqtjkr çns'k esa Hkh 'kkL=ksa esa oÆ.kr
dÃ rky ok| çkIr gksrs gSaA xqtjkr esa fy[kk x;k Þ<ksy lkxjß xzaFk esa xqtjkr ds dÃ rkyok|ksa dk
mYys[k gSA rkyok| dks xhr&laxhr dk vkHkw"k.k ekuk tkrk gSA rkyok| ds ç;ksx ds fcuk laxhr vèkwjk
,oa uhjl gSA yksd laxhr esa rky dk lcls vfèkd egRo gksrk gS] D;ksafd rky ds Nan ij gh xk;u
;k uR̀; dh çLrqfr dh tkrh gSA xqtjkr esa dÃ çdkj ds yksd laxhr ,oa ijaijk,¡ feyrh gSa vkSj bu
lHkh ds lkFk vyx&vyx çdkj ds rkyok|ksa dk ç;ksx ns[kus ,oa lquus dks feyrk gSA bl 'kksèk&i=
esa bu lHkh çeq[k rky ok|ksa dh oknu&'kSyh] ijaijk ,oa mldh cukoV ds ckjs esa ppkZ djus dk ç;kl
fd;k x;k gS ,oa orZeku lkaxhfrd okrkoj.k esa bu rky ok|ksa dk ç;ksx ,oa mu ok|ksa ij çkS|ksfxd
midj.kksa dk D;k vlj gqvk gS] bu lHkh fo"k;ksa dks mtkxj djus dk uez ç;kl fd;k x;k gSA

eq[; 'kCn % yksd laLd̀fr] yksd xhr] yksd ok|] rky ok|] ijaijk

izfof/k % f}rh;d ek/;eksa ls lgk;rk yh xbZ gS A

gfFk;kj] esys] ?kj dh okLrqdyk gSA blls yksd dyk vkSj
yksd thou dh yk{kf.kdrk vkSj lkSan;Z izdV gksrk gSaA
xqtjkr dh Hkwfe çkphu lH;rk ds oSHko fojklr ls ;qä
ekuo&vkckn Hkwfe gSA bl Hkwfe ls yksd thou ds çkphu
vo'ks"k Hkh çpqj ek=k esa çkIr gq, gSaA xqtjkr dh Hkwfe
gtkjksa lkyksa ls mitkÅ gksus ds dkj.k ty vkSj LFky ds
ekè;e ls vla[; tkfr;k¡ ckgj ls vkdkj ;gk¡ fLFkr gqÃ
gSaA ,slk vusd ekuo foKkuh ekurs gSaA ;s lHkh tutkfr;k¡
çkphu dky ls xqtjkr esa viuh ikjaifjd os'kHkw"kk] nsoh&nsork]
dyk] laxhr] lkfgR;] uR̀;] yksd jhfr&fjokt] ekU;rk,¡]
vkokl ,oa Hkkstu ds lkFk fLFkr gqb±A bl izdkj xqtjkr
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dh yksd laLd̀fr dh dyk vius xk;u] oknu ,oa ùR; ds
lkFk fodflr gqÃ gSA mu lHkh lkaxhfrd yksd dykvksa esa
yksd rky ok|ksa dk egRo ,oa mlds ç;ksx ds ckjs es vkxs
ppkZ dh tk,xhA

xqtjkr dh yksd laLd`fr

laLdf̀r fdlh Hkh O;fä ds vkpj.k vkSj fopkj
dh fo'ks"krk,¡ ;k thou thus dk rjhdk gS tks ikjaifjd
:i ls ih<+h&nj&ih<+h gLrkarfjr gksrh jgrh gSA bl
çdkj yksd laLd̀fr lEiw.kZ yksd thou dks lekfgr djrh
gSA ekuo vius tu&thou ,oa #fp] lq[k&lqfoèkkvksa vkSj
HkkSxksfyd fLFkfr vuq:i dqN ;kstuk,¡ 'kq: djrk gS] tks
vkxs pydj jhfr&fjoktksa vkSj ijEijkvksa dh nf̀"V ls
yksd thou dk eq[; vax cu tkrk gSA yksd laLdf̀r
mruh gh iqjkuh gS ftruh ekuo tkfrA eksgutksnM+ks vkSj
gM+Iik 'kgjh laLdf̀r ds fodflr gksus ls igys Hkh vusd
tu&tkfr;ksa dh yksd laLd̀fr vfLrRo esa FkhA bl laLd̀fr
ds vo'ks"k vkt Hkh xqtjkr ds vkfnokfl;kas ds vkStkjksa]
nsorkvkas] eafnjksa] tarj&ea=ks vkSj i'kq vkSj ò{k iwtk esa ik;s
tkrs gSaA2

xqtjkr ds yksd uR̀;] yksd ukVd vkSj yksd
laxhr us ;gk¡ dh yksd laLd̀fr dks thfor j[kk gS] ;Fkk&
lhMh ¼tkfr½ caèkqvksa dk èkeky uR̀;] vkfnokfl;ksa dk
fVIi.kh ùR;] Xokykas dk eVdh ùR;] MkafM;k jkl] dPNh?kksM+h]
gÈp vkfn iBkj ;k esj ;k HkjokM vkfn dk yksd uR̀;A
HkokÃ xqtjkr ds yksd ukVd dk ,d :i gS tks laxhr]
uR̀; vkSj vfHku; ds ekè;e ls ikSjkf.kd dFkkvksa ;k èkeZ
ls lacafèkr gSA nqgk&lksjBk dh xwat vkSj <+ksy] i[kkot]
'kjukÃ] racwj] ,drkjk] jko.kgRFkk tSls yksdok|ksa dh eèkqj
èofu ls xw¡trs xqtjkr ds yksd xhr ¼Mk;jksa½ ;gk¡ dh yksd
laLdf̀r dh eks?ksjh larku gSaA ,sls yksd Mk;jksa ds miU;klksa
us mUur yksdfç; :i esa xqtjkr dh yksd laLdf̀r dks
ns'k&fons'k esa Hkh çeq[krk nh gSA

xqtjkr dk yksd laxhr

yksd laxhr vkuan dk laxhr gS tks vke turk
ds daB ls vuk;kl mRiUu gksrk gSA tgk¡ yksx gS] yksxksa
dk thou gS ogk¡ yksxksa dk laxhr Hkh gSA gekjk yksd laxhr
ekuo dh thou&i)fr ls tUek gSA yksd laxhr igkM+h
Ük̀a[kykvkas] taxy&>kfM+;ksa ds xkaoks ds vf'kf{kr iq#"kksa vkSj

efgykvksa }kjk viuh Hkkoukvksa dks O;ä djus ds fy, jpk
x;k çkdf̀rd laxhr gSA xqtjkr ds yksd laxhr es ,d ek¡
tks gkyjM+k ¼cPpksa dks lqykrs le; xkus okys xhr½ xkrh
gS] xksi&xksfi;k¡ tks nksgk xkdj igkfM+;ksa dks [kudkrh gS]
,d Hktuhd jkrksa dks racwj ds lqj ij Hktu xkrk gS] ,d
efgyk tks Hkksj esa mBrh gS vkSj çHkkrh;k xkrs&xkrs vkVk
ihlrh gS] ;qod vkSj ;qorh esys esa tkrs gq, xhr xkrs] ùR;
djrs gaS] fejk.kh ;k yka?kk tkfr dh fL=;k¡ foyafcr lqj ij
ejfl;k¡ xkrh gSa] ;s lc xhr xkus dk rkRi;Z yksxksa dks [kq'k
djus ds fy, ugÈ gS] mlesa futkuUn gS vkSj HkkokuqHkwfr
gSA bl rjg ls ns[ksa rks yksd laxhr tkucw>dj yksxksa dks
[kq'k djus ds fy, jpk x;k laxhr ugÈ gS] cfYd ;g
nSfud thou dh Hkkoukvksa ls mRiUu gqvk çse vkSj d#.kk
dk çrhd gSA yksxksa ds thou ls] yksxksa }kjk] yksxksa ds fy,
xk;k tkus okyk yksd laxhr fdlh ,d dk ugÈ] cfYd
lHkh dk gSA yksd laxhr ml tkfr ;k çns'k dh viuh
Lo;a dh futh laifÙk gSA xqtjkr ds yksd laxhr dh
fo'ks"krkvkas dk vH;kl djsa rks mlesa lqcg ds çHkkrh;k ls
ysdj jkr ds Hktuksa rd vkSj f'k'kq ds tUe ls ysdj eR̀;q
ds ckn xk;s tkus okys ejfl;k rd ds lHkh igywvksa dks
vyx&vyx xhrksa esa ckaèkdj vius yksd laxhr dh èkjksgj
dks dk;e fd;k gSA ,slk dgk tkrk gS fd xqtjkr ds
lkSjk"Vª çns'k esa yksd laxhr dk ftruk fodkl gqvk]
mruk Hkkjr ds vU; çns'kksa esa 'kk;n gh gqvk gksxkA

yksd laxhr dh fo'ks"krk ;g gS fd cgqr FkksM+s
Lojksa esa xhrksa dh jpuk,¡ izkIr gksrh gSa A gj xhr viuk
,d Lora= vfLrÙo j[krk gS vkSj mlls vusd izdkj ds
Hkkoksa dk fuekZ.k gksrk gS A ;s jpuk,¡ vR;Ur vkuUnnk;d
gksrh gSa A buds Loj vkSj LojLFkku cgqr Li"V vkSj ljy
gksrs gSa A xqtjkr ds yksd laxhr dk 'kkL=h; laxhr ls Hkh
xgjk ukrk tqM+k gqvk gSA xqtjkr ds yksd laxhr esa
T+;knkrj lkjax] lksjB] Hkwikyh] vklkojh] pk#ds'kh]
Hkheiyklh bR;kfn jkxksa dk ç;ksx feyrk gSA3 xqtjkr ds
yksd laxhr dks thfor vkSj yksdfç; cukus es dÃ yksd
lkfgR;dkjksa ,oa yksd dykdkjksa dk ;ksxnku jgk gSA4

xqtjkr ds ujÇlg esgrk] ehjkckÃ] çsekuUn] nk;jke vkSj
èkhjk dk cgqr cM+k ;ksxnku gSA cksVkndj ds xhrksa dh
yksxksa ds fnyksa ij idM+ muds xhrksa esa yksd laxhr ds
rRokas ds dkj.k gSA dfo uUgkyky ds xhr rks vkt Hkh
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çpfyr gSaA Lo- >osjpan es?kk.kh vkSj nqykHkkÃ dkx ds
xhrksa us yksxksa ds fnyksa esa tks txg cukÃ gS] og yksdxhrksa
ds vkd"kZ.k] lknxh] ykfyR;] vkSj yksd rRoksa ds dkj.k Hkh
gS vkSj bu rRoksa ds dkj.k gh yksd laxhr ges'kk thfor jgsxkA

xqtjkr ds yksd laxhr esa ç;qä gksusokys eq[;
rky ok|

Hkkjrh; laxhr vkSj ok|ksa dk bfrgkl oSfnd
dky ls tqM+k gqvk gSA vkt Kkr lHkh pkj çdkj ds ok|ksa
dk mYys[k _Xosn eas feyrk gSA ok| dks xhr&laxhr dk
vkHkw"k.k ekuk tkrk gSA yksd laxhr esa ç;qä gksus okys ok|
vkt Hkh mlh fLFkfr esa utj vkrs gSa] tSls iqjkus tekus esa
FksA yksd laxhr esa rky dk egÙo vfèkd gksus ds dkj.k
rky ok|ksa dk egRo yksd xhr] uR̀; vkSj ukVî esa vfèkd
fn[kkÃ nsrk gSA yksd laxhr esa ç;qä gksus okys rky ljy
gksrs gS] tSls& gÈp] nknjk] [kseVk] dgjok] nhipanh
bR;kfnA çkphu yksd laxhr dk vH;kl djus ds ckn irk
pyrk gS fd yksd laxhr esa ç;qä rky ok| eqä :i ls
ctk, tkrs Fks] mldk dksÃ 'kkL=h; foospu ugÈ feyrkA

yksd ok|ksa dh èofu ,oa oknu&i)fr ftruh
gesa vkdÆ"kr djrh gS] mruh gh mldh cukoV dh
ljyrk] lgtrk vkSj dykRedrk Hkh gekjk è;ku [kÈprh
gSA çd̀fr }kjk feyh gqÃ lkekfxz;ksa eas ckal] ?kkl] ck: dh
NM+h] fc;k dh ydM+h] feêh] ckal dh NM+h] ydM+h dk
MaBy] ekse] nwèk] tkuojksa ds vkar dh Mksjh] peM+k vkSj
ukfj;y dk [kksy bR;kfn lkexzh ds ç;ksx ls Mc?kj]
dqaHkkj] dalkjk tSls dkjhxj dkyèkjksa ,oa gfjtu] rqjh]
ehj] yka?kk] Hkksik] jkoynso] tksxh vkSj <k<+h tkfr ds yksd
dykdkjks us ,sls vusd yksd ok|ksa dk l̀tu fd;kA bu
ok|ksa dks ctkdj os viuk thou pykrs gaSA

<+ksy

lHkh rky ok|ksa ¼vou| ok|½ esa lcls çfl)
ok| ^<+ksy* gSA xqtjkr ;k Hkkjr gh ugÈ] ;g ok| iwjh
nqfu;k esa ik;k tkrk gSA iqjkus le; esa <ksy dk ç;ksx
j.kok| ds :i esa fd;k tkrk Fkk ysfdu vc bl ok| dk
ç;ksx 'kknh vkSj vU; 'kqHk çlaxksa esa fd;k tkrk gSA çkphu
le; esa <+ksy vkud] dey] {kq..kd] ÇMfMe vkfn ukeksa
ls tkuk tkrk FkkA

dgk tkrk gS fd lr;qx eas baæjkt ds igys
<ksyh dk uke ̂mèkenkl* FkkA }kij ;qx esa ekaèkkrk uke ds
jktk ds <ksyh dk uke ^okenkl* FkkA =srk;qx esa egsaæ
jktk dk ̂ fofnikynkl* uke dk <ksyh Fkk vkSj dy;qx esa
foØejktk dk ̂ Hkxounkl* uked <ksyh FkkA [ktqjkgks ds
f'kYiLFkkiR; esa <+ksy] Me:] eǹax vkfn vU; yksdok|
ctkrs gq, f'kYi ns[kus dks feyrs gSaA ;s ewÆr;k¡ yksdok|
ds :i esa <+ksy dh çkphurk dh iqf"V djrh gSaA laxxku
vkSj laxuR̀; dh laxfr ds fy, <+ksy ls csgrj ok| vHkh
rd nqfu;k eas ugÈ ik;k x;k gSA

yksd&thou eas tUe] miu;u laLdkj] fookg]
lhekar ;k okLrq tSls 'kqHk volj ij <+ksy ctk;k tkrk gSA
<+ksy dh yackÃ ;k pkSM+kb dk dksÃ fuf'pr eki ugÈ gS
ysfdu vke rkSj ij <+ksy Ms<+ QhV ls pkj QhV rd yacs
vkSj bruh gh pkSM+kbZ esa ik;s tkrs gSaA <+ksy T+;knkrj ydM+s
dk cuk gksrk gSA <+ksy dHkh&dHkh yks[kaM ;k irjs ds Hkh
fn[kkÃ nsrs gSaA Hkky çns'k esa rk¡cs ds i= ls cuk, gq,
=ackyq <+ksy Hkh ns[kus dks feyrs gSaA igys ds tekus esa cM+s
'kjhj ds <+ksy dk ç;ksx lquus dks feyrk Fkk ftls Þjke
<+ksyß ds uke ls tkuk tkrk FkkA vkt IykfLVd ;k
Q+kÃcj ds <+ksy Hkh cuk, tkrs gSaA <+ksy ds nksuksa eq¡g ij
T+;knkrj peM+k ls e<+h gqÃ iwM+h dk gh ç;ksx fd;k tkrk
gS ysfdu dHkh&dHkh IykfLVd ;k Q+kÃcj dh iwM+h Hkh
ns[kus dks feyrh gSA

<+ksy dks vyx&vyx volj ij vyx&vyx
rky ,oa Bsdksa esa ctk;k tkrk gSA <+ksy ok| eas Çgp]
pyrh] VhVksMks] HkkaxM+k] xjck bR;kfn Bsdksa dk T;knk
çpyu lquus dks feyrk gSA blds vykok pkS?kfM+;k dk
<+ksy] x.ks'k uks <+ksy] Qqysdk uks <+ksy] Çgp uks <+ksy] Hkaxh
uks <+ksy ¼fonk;½] MaMsjk uks <+ksy] yXu uks <+ksy] ,d rkyh]
cs rkyh] =.k rkyh] lkr rkyh uks <+ksy] t'u dk <+ksy]
ryokjckth dk <+ksy] vkfnoklh uR̀; dk <+ksy] dPNh
<+ksy] èkq.kok uks <+ksy] jktk f'kdkj ij tkrs le; dk <+ksy
bR;kfn Hkh gSaA fQYe laxhr esa Hkh bldk çpkj&çlkj
T;knk lquus dks feyrk gSA

ukScr

ukScr dks yksd laxhr es ÞpkS?kfM+;kß dgk tkrk
gSA ÞpkS?kfM+;kß vFkkZr~ fofHkUu çgkj esa ctkukA çkr%dky
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esa ;g ok| eafnj] efLtn] oS".ko gosyh ,oa jkt njckjksa
dh pkSafd;ksa ij ctk;k tkrk gSA bl ok| ds lkFk
T+;knkrj 'kgukÃ&oknu lquus dks feyrk gSA ukScr ok|
uxkM+s dk gh ,d Lo:i gSA ;g uxkM+s dh vis{kk NksVk
gksrk gSA ;g ok| nkss Hkkxksa esa c¡Vk gqvk gksrk gS ,d uxkM+k
vkSj nwljk ftyA ;g uxkM+k uhps ds lqjksa esa cksyrk gS vkSj
fty Å¡ps lqj esa cksyrk gSA bls ̂ rL'kkudkjk* Hkh dgrs
gSaA bl uykdkj ok| dh yackÃ 1-5 QqV vkSj pkSM+kÃ 1 QqV
gksrh gSA nksuksa eq¡g ij peM+k e<+k gqvk gksrk gSA bls nafM;ksa dk
ç;ksx dj ctk;k tkrk gSA bl ok| dk ç;ksx jktuSfrd
?kks"k.kk] eafnjksa esa vkjrh ds le; ,oa yksd&uR̀;ksa ds lkFk
fd;k tkrk gSA ya?kk tkfr ukScr ctkus esa fuiq.k gksrh gSA

uxkM+k

uxkM+k dh mRifÙk vfr çkphu dky ls ekuh
tkrh gSA eq[;r% nqanqfHk ok| ls uxkM+k dh mRifÙk ekuh
tkrh gSA çkphu osnksa ,oa ukVî'kkL= esa nqanqfHk ok| dk
o.kZu feyrk gSA fofHkUu çdkj ds nqanqfHk ok|ksa ds uke vkSj
oknu&fofèk iqjkus xzaFkksa esa feyrs gSa] tSls& vknacj] yacj]
vkyacj vkfn ukeksa dk mYys[k jkek;.k] egkHkkjr tSls
xzaFkksa esa feyrk gSA ;g ok| cM+s vkdkj dk v)Zxksykdkj
gksrk gS vkSj uhps ls can vkSj eq¡g ij peM+k e<+k gksrk gSA
bl ok| ds eq[k dk fgLlk 2-5 ls 3 QqV dk gksrk gSA bls
peM+s dh ifê;kas ds lgkjs dlk tkrk gSA bl ok| dh èofu
èkhj&xaHkhj gSA bl ok| dk ç;kstu eafnjksa eas vkjrh ds
le;] jktuSfrd ?kks"k.kkvkas ds le;] lans'kkas dks igq¡pkus ds
fy, ,oa mRloksa ij fd;k tkrk gSA fo'ks"kr% vkfnoklh
tkfr ds yksx vius yksd uR̀; esa bl ok| dk fo'ks"k
mi;ksx djrs gSaA uxkM+k ds lkFk T+;knkrj 'kgukÃ dk
ç;ksx fd;k tkrk gSA çkphu le; esa bl ok| dk ç;ksx
;q) esa lSU; dks 'kkS;Z Hkko fodflr djus ds fy;s fd;k
tkrk FkkA bl ok| dh oknu&i)fr dks Þnho&rdß dgrs
FksA vkt bl ok| dk mi;ksx eq[;r% eafnjkas esa ,oa
eqfLye lekt ds rkft;kvksa ds tqywl esa gksrk gSA bl
ok| dks oknh] xk#M+h] gfjtu ,oa vkfnoklh tkfr ds yksx
ctkrs gaaSA

rcyk

lHkh vou| ok|ksa dh Js.kh esa rcyk ok| lcls
vf/kd yksdfç; vkSj mi;qä ok| gSA laxhr dh lHkh

foèkkvksa esa rcyk dk ç;ksx gesa lquus dks feyrk gSA
xqtjkr esa rcyk dks nqôM+ vkSj uj?kk ds uke ls tkuk
tkrk gSA ;g tqxy ok| xqtjkr ds yksd laxhr esa
eè;dky esa çpyu esa vk;k vkSj orZeku esa yksd laxhr
dh xk;u] oknu ,oa uR̀; ijaijk esa ctk;k tkrk gSA vkt
dk lEiw.kZ yksd laxhr rcyk ok| ds fcuk vèkwjk gSA
xqtjkr ds xk¡oksa esa tUek"Veh vkSj nwljs mRloksa esa rcyk
dks dej ij ckaèk dj ctk;k tkrk gSA esys eas Hktu&eaMyh
ds lkFk rcyk dk ç;ksx lquus dks feyrk gSA rcyk dks
^ekank* vkSj MXxk dks ̂ uj* Hkh dgk tkrk gSA

MQ

MQ dks çkphu le; esa ̂ f>Yyjh* uke ls tkuk
tkrk FkkA ewyr% bl ok| dk mi;ksx jktLFkku ds okxM+
çns'k esa gksyh ,oa fofoèk mRloksa ij gksrk gSA xqtjkr
jktLFkku ds fudV gksus ds dkj.k jktLFkkuh yksd
laxhr&ijaijk esa ctus okys ok|ksa dk çHkko xqtjkr esa Hkh
ns[kus dks feyrk gSA xqtjkr esa bl ok| dks Þnk;jksaß ;k
Þ?ksjksaß ds uke ls tkuk tkrk gSA gksyh ds R;kSgkjksa es catkjk
tkfr ds yksx MQ ctkdj yksd xhr xkrs gSa ,oa uR̀;
djrs gSaA MQ dks gkFk ls ,oa ydM+h ls Hkh ctk;k tkrk
gSA

=kalk ,oa [k+atjh

^=kalk* uxkM+k dk gh ,d çdkj ekuk tkrk gSA
ml ok| dks rkaEck ds irjs ls cuk;k tkrk gSA mlds e¡qg
ij peM+s ;k IykfLVd dh iwM+h e<+h tkrh gSA mldh
cukoV vanj ls [kkyh gksus ds dkj.k bl ok| dh èofu
rkj lIrd ds Lojksa ¼rh{.k Loj½ ls feyrh gSA <+ksy ds
lkFk ges'kk =kalk dk ç;ksx lquus dks feyrk gSA =kalk dks
<+ksy dk iwjd ok| ekuk tkrk gSA =kalk dks iryh usrj
dh ydM+h ;k IykfLVd dh ydM+h ls ctk;k tkrk gSA

^[katjh* dk çkphu uke ̂dathjk* gSA [k+atjh ds
,d Hkkx ij peM+k e<+k gqvk gksrk gS vkSj nwljk Hkkx [kqyk
gksrk gSA bl ok| dh iêh esa NksVs >ka> fijks, tkrs gSaA bl
ok| dk Hkh ç;ksx iwjd ok| ds :i esa fd;k tkrk gSA
fdlh Hkh laxhr ds lkFk rky nsus ds fy, ,oa rky dk
lkSUn;Z c<+kus ds fy, bl ok| dk ç;ksx fd;k tkrk gSA
mÙkj Hkkjr ls ;g ok| xqtjkr eas vk;k gSA5
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Mkadyq vkSj MqxMqxh

Mkadyq vkSj MqxMqxh Me: tSlk cM+s vkdkj dk
ok| gSA bl ok| ds nksuksa vksj peM+k e<+k gksrk gS vkSj
chp ds fgLls dh Mksjh ij gkFk dks Q¡lkdj peM+k ij
vk?kkr djrs&djrs Mksjh dks nckdj ,d fof'k"V çdkj ds
ukn dh mRifÙk gksrh gSA Mksjh dks nckus ls eÈM+;qä vkokt
mRiUu gksrh gSA bl ok| dks ^cxycPNq* ds uke ls Hkh
tkuk tkrk gSA [kkldj bl ok| dks cgqok ¼Hkwok½ tkfr ds
vkfnoklh eafnjkas ds iqtkjh iwtk ds le; ctkrs gSa vkSj
nsoh ekrk ds lkeus iqtkjh vius ckyksa dks QSykdj uR̀;
djrs&djrs bl ok| dks ctkrs gSa vkSj Þek¡ß] Þekrkß tSls
'kCn cksydj fpYykrs jgrs gSa vkSj mikluk djrs gSaA xkaoksa
esa Hkwr&çsr dks mrkjus okys "kM~ok ¼Hkwok½ tkfr ds yksx]
yksxksa dh fofHkUu leL;kvksa dks nwj djus ds fy, Mkadyk
;k MqxMqxh ctkdj ijekRek dk vkg~oku djrs gSa vkSj
mikluk djrs gSaA xqtjkr esa ukV ctkfu;k] dBiqryh
okys] cgq:ih HkoS;k tkfr ds yksx bls ctkdj viuh
vkthfodk pykrs gSaA

eathjk vkSj dkalh tksM+k

;g ?ku ok|ksa dk ,d çdkj gSA bl ok| dk
ç;ksx Hktu] yksd xhr] yksd uR̀; ds lkFk laxfr gsrq
fd;k tkrk gSA eathjk xqtjkr ds yksd laxhr ds lkFk ,sls
tqM+k gqvk gS fd bl ok| ds fcuk yksd laxhr dh dYiuk
djuk vlaHko gSA ;s rk¡ck] dkalh ;k ihry ls cus gq, gksrs
gSA eathjk eq[; rky ok| ds lkFk iwjd ok| ds :i eas
ctk;k tkrk gS] ftlls xhr dk lkSan;Z c<+rk gS vkSj
eueksgd gksrk gSA xqtjkr esa eathjk uke dk ,d yksd
uR̀; Hkh çfl) gSA eathjk dks nksuksa gkFkksa dh vaxqfy;ksa eas
yisVdj gkFkkas dks Åij&uhps dj ctk;k tkrk gSA eathjk
ds nks çdkj gksrs gSa& uj eathjk vkSj eknk eathjkA eknk
eathjk Åaps Loj ds gksrs gSa vkSj uj eathjk uhps ds Loj
ds gksrs gSaA eathjk HkjrukVîe] dqphiqMh] eksfguhvêe
tSls jk"Vªh; 'kkL=h; uR̀;ksa eas Hkh ctk;s tkrs gSaA

egkHkkjr&dky esa dkalh dks dkaL; dky] dalky]
dkfldk ;k dalkyk bR;kfn uke ls tkuk tkrk FkkA dkalh
tksM+k eathjk dk cM+k Lo:i gSA bl ok| dk oknu
eathjk&tSlk gh gksrk gSA dkalh tksM+k dh Mksjh dks gkFk esa
yisVdj eqaBh esa idM+dj ,d&nwljs ds lkFk vk?kkr dj

ctk;k tkrk gSA bl ok| dk ç;ksx xqtjkr ds yksd xhr]
Hktu] yksd uR̀; vkfn ds lkFk fd;k tkrk gSA bl ok|
dk [kkl ç;ksx esokM+ iaFk ds eafnjks eas vkjrh ds le; vkSj
gosyh laxhr ds lkFk fd;k tkrk gSA

djrky

djrky Hkh ?ku ok| dk gh ,d çdkj gSA çkphu
dky ls bl ok| dk ç;ksx xqtjkr ds yksd laxhr vkSj
Hktuksa esa fd;k tkrk gSA çkphu xzaFkksa esa bl ok| dks
dk"Brky] gLrrky bR;kfn ukeksa ls tkuk tkrk gSA bl
ok| dks Hkä dfo ujÇlg egsrk us çfl) fd;kA bl ok|
ds ,d Hkkx dks gkFkkas dh vaxqfy;ksa esa vkSj nwljs Hkkx dks
mlh gkFk ds vaxwBs esa fijksdj mls ,d&nwljs ds lkFk
vk?kkr dj ctk;k tkrk gSA [kkl rkSj ij Hkä djrky
dks ctkrs&ctkrs ukprs&xkrs Hkxoku dh Hkfä djrs gSaA

yksd laxhr ,oa yksd rky ok|ksa ij çkS|ksfxdh
dk izHkko

yksd laxhr lfn;ksa ls ekuo laLdf̀r dk ,d
egÙoiw.kZ fgLlk jgk gS A ;g vke tu dk laxhr gS tks
buds bfrgkl] lLd̀fr vkSj ewY;ksa dks n'kkZrk gS A gkykWfd
çkS|ksfxdh ds vkxeu dk yksd laxhr ,oa yksd rky ok|ksa
ij ldkjkRed vkSj udkjkRed nksuksa rjg ls egRoiw.kZ
çHkko iM+k gSA

ikjaifjd laxhr ij çkS|ksfxdh ds ldkjkRed
çHkkoksa ds dkj.k laxhr dks lajf{kr vkSj çysf[kr djus dh
bldh ,d foy{k.k {kerk gSA fjd‚ÉMx rduhd dh çxfr
ds lkFk] yksd laxhr dks vc Hkfo"; dh ihf<+;ksa ds fy,
fjd‚MZ vkSj lajf{kr fd;k tk ldrk gSA blls yksd laxhr
dks O;kid n'kZdksa ds lkFk lk>k djus vkSj yksd laxhr dks
thfor j[kus esa enn feyh gSA yksd rky ok|ksa dk
bfrgkl vkSj mlds ctkus dh i)fr dks fjd‚ÉMx ds
ekè;e ls Hkkoh ih<+h ds fy, lqjf{kr j[kk tk ldrk gSA

yksd laxhr ij çkS|ksfxdh dk gh ,d vkSj
ldkjkRed çHkko nqfu;k Hkj ds yksxksa dks tksM+us dh bldh
{kerk gSA baVjusV vkSj lksf'k;y ehfM;k ds vkxeu ds
lkFk] yksd laxhr vc nqfu;k Hkj ds yksxksa }kjk lk>k fd;k
tk ldrk gS vkSj mldk vkuan fy;k tk ldrk gSA blls
yksd laxhr dh vfèkd ljkguk vkSj le> c<+h gS vkSj
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lkaLdf̀rd vknku&çnku vkSj le> dks c<+kok nsus esa
enn feyh gSA

;|fi ikjaifjd laxhr ij izkS|ksfxdh dk izHkko
iwjh rjg ldkjkRed ugha gSA ikjaifjd laxhr ij çkS|ksfxdh
ds udkjkRed çHkkoksa esa ls ,d laxhr dks le:i cukuk
gSA fMftVy laxhr vkSj LVªhÇex lsokvksa ds çlkj ds lkFk]
yksd laxhr dks vc O;kolkf;d laxhr dh rjg gh bldk
çpkj vkSj miHkksx fd;k tkrk gSA blls bl ikjaifjd
laxhr dh fofoèkrk vkSj fof'k"Vrk dh gkfu gqÃ gS D;ksafd
;g vfèkd ekudhdr̀ vkSj O;kolk;hdr̀ gks x;k gSA

ikjaifjd laxhr ij çkS|ksfxdh dk ,d vkSj
udkjkRed çHkko ikjaifjd laxhr dks foLFkkfir djuk Hkh
gSA vkèkqfud çkS|ksfxdh vkSj O;kolkf;d laxhr ds vkxeu
ds lkFk] ikjaifjd laxhr dk LFkku rsth ls yksdfç; laxhr
us ys fy;k gSA blls ikjaifjd laxhr esa fxjkoV vkÃ gS
vkSj lkaLd̀frd igpku vkSj fojklr dk uqdlku gqvk gSA
yksd laxhr esa ç;qä gksus okys ok|ksa dk LFkku Hkh laxhr
ds çkS|ksfxd midj.kksa us ys fy;k gS ftlls tks dykdkj
yksd rky ok| ctkrs gSa mudh vkthfodk ij cgqr xaHkhj
vlj gqvk gS ftlls mu rky ok|ksa dk mi;ksx Hkh de
gksus yxk gSA vksDVkiSM tSls bysDVªksfud lkaxhfrd midj.kksa
ds T;knk ç;ksx dh otg ls yksd rky ok| yqIr gksrs
fn[kkb ns jgs gSaA blh ds lkFk&lkFk lsaiyj e'khu dh
otg ls Hkh yksd ok|ksa ,oa dykdkjksa ij udkjkRed vlj
ns[kus dks feyrk gSA

fu"d"kZ %

yksd laxhr vkSj yksd rky ok|ksa ij çkS|ksfxdh

dk çHkko tfVy vkSj cgqvk;keh gSA tcfd çkS|ksfxdh us
yksd laxhr ds laj{k.k vkSj lk>kdj.k ij ldkjkRed
çHkko Mkyk gS] blus yksd laxhr dh fofoèkrk vkSj fof'k"Vrk
ij udkjkRed çHkko Hkh Mkyk gSA tSlk fd ge yksd
laxhr ij çkS|ksfxdh ds çHkko dks usfoxsV djuk tkjh
j[krs gSa] yksd laxhr vkSj rky ok|ksa  ds ewY; vkSj egRo
dks igpkuuk vkSj rduhdh çxfr ds lkeus bls lajf{kr
vkSj c<+kok nsus ds rjhds <wa<uk egRoiw.kZ gSA gesa blds
laHkkfor udkjkRed çHkko ds çfr Hkh lpsr jguk pkfg,A
yksd laxhr ,oa yksd rky ok|ksa ij çkS|ksfxdh vkSj yksd
laxhr dh fujarj thou&'kfä vkSj çklafxdrk lqfuf'pr
djus ds fy, bu pqukSfr;ksa dk lekèkku djus ds fy,
dke djuk pkfg, u fd bldh udkjkRedrk dks ysdj
mldh Çunk djuh pkfg,A vkt dk ;qx fujarj fodkl
dh vksj vxzlj gS] blh cnyko ds lkFk jgdj gesa viuh
yksd laLdf̀r] yksd dyk] yksd ok|] yksd uR̀; dks
laxzfgr dj vkus okyh ih<+h ds fy, laj{k.k djuk pkfg,A
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Introduction
Key points in capturing the significance

of folk music in India, emphasizing its role in
preserving cultural heritage, transmitting oral
traditions, and reflecting the diverse aspects of
human experiences are
1. Cultural Richness: India’s cultural heritage

*Singer, Film maker, Vasu Dixit Collective & Lead Vocalist of Band, Swaratma # 239, Vakil Garden City, Kanakapura
Road, Bengaluru
**Founder Director, NIDAM (National Institute of Dance, Art & Music) and Research Scholar, Department of Performing
Arts, Bangalore University, Bengaluru

Kaadugollara Padagalu – A Study
Poornima Rajini** Vasu Dixit*

Abstract

The study on the Kaadugolla tribal community’s folk song traditions (padagalu)
provides valuable insights into a unique cultural aspect of this semi-nomadic tribe in
Karnataka. The Kaadugollas’ distinct lifestyle, residing in the forest fringes, is intricately
tied to their traditions, worship practices, and folk songs. The significance of the Ganey
musical instrument in their community and its various types used in different contexts is
also explored.

The focus on the padagalu reveals a rich tapestry of themes ranging from the
community’s problems and miseries to their beliefs, celebrations, rituals, festivities, origin
of clans, legends, stories, and sacrifices. This collection of folk songs serves as a cultural
repository, reflecting the experiences and values of the Kaadugolla tribe.

One notable aspect highlighted in the study is the role of women as custodians of
these rich folklore traditions. Their unique style of singing (Pada) adds depth and
authenticity to the preservation of the community’s cultural heritage. The efforts to
document and preserve these Padas are crucial in ensuring the continuity and wider
recognition of the Kaadugolla tribe’s folk traditions.

he celebration of local elements such as food, dress, village culture, and moral
values in the folk songs demonstrates the deep connection between the Kaadugollas and
their environment. The cultural heroes, Junjappa and the Veeragaras, hold a special
place in their narratives, contributing to the overall narrative of the tribe’s identity.

Overall, this study not only sheds light on the cultural richness of the Kaadugolla
tribal community but also emphasizes the importance of preserving and promoting these
unique folk traditions for future generations. The documentation of their padagalu and
the exploration of the Ganey musical instrument contribute to the broader understanding
of the diversity and vibrancy of India’s tribal cultures.

Keywords: Kaadugolla, Padagalu, Tribes, Culture, Songs, Junjappa
Methodology : This study is mainly based on Primary sources like Interviews , discussions conducted during

visits to the site. This paper is descriptive in nature.

is depicted through its age-old customs,
traditions, myths, legends, and legacies. The
transmission of these traditions occurs
through an unrecorded or undocumented
oral tradition that is passed down from
generation to generation.

2. Role of Folk Music: Folk music is
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portrayed as an indispensable part of
folklore, providing a rich treasure of human
experiences. It serves as a window into
human psychology, relationships with nature,
and the individual’s adjustment to their
culturally constituted world. Through folk
music, one can understand social, economic,
cultural, and religious norms within a
community.

3. Mirror of Society : Folk songs, as a major
component of folk literature, act as a mirror
reflecting ethical and aesthetic norms,
sense of values, and people’s ideas, ideals,
hopes, fears, aspirations, and superstitions.
They offer insights into the collective
consciousness of a society.

4. Medium for Upliftment : Folk music is
highlighted as a useful medium for the
upliftment of common people and the
reconstruction of the nation. It plays a role
in reinforcing national identity, cultural
uniqueness, and a sense of belonging.

5. Diverse Nature of Folk Songs: Folk
songs are classified into various categories
such as recreational, situational, seasonal,
occupational, celebratory, or obituary. They
accompany daily activities like cooking,
fetching water, tending livestock, and other
routine tasks. This diversity reflects the
multifaceted nature of Indian society.

6. Contribution to Development : In the
context of India’s agrarian, multilingual, and
diverse character, knowledge of folk
institutions, habits, customs, traditions, and
culture is presented as a significant tool
for motivating the masses towards
development.

7. Abundance in Kannada Literature :
Kannada literature is abundant and well-
preserved in terms of folk songs. The variety
in themes, content, and forms within

Kannada folk songs (Pa Da) showcases the
richness and diversity within this specific
cultural context.

This underscores the multifaceted role of folk
music in India, portraying it as a living repository
of cultural expressions, a bridge between
generations, and a reflection of the country’s rich
and diverse heritage.

Tribe And Folk Culture

Tribal Communities : Tribal communities are
generally characterized by their adherence to
traditions rooted in a common ancestry,
highlighting a shared cultural and ancestral
heritage among their members (Ramaswamy and
Bharadi, 2018).

Distribution of Tribal People in India : In
India, tribal people are found in various zones,
primarily residing in hilly regions, valleys, forests,
and the Western Ghats adjoining the coast.

Geographical Location of Kaadugolla Tribe:
This study specifically focuses on the Kaadugolla
tribal community indigenous to Karnataka
residing  in hilly regions of Tambugnatti village.
Despite being part of the diverse cultures in
central Karnataka, this tribe stands out for
maintaining its own traditions and lifestyle

Objective of the Study : The primary aim of
the study is to highlight the uniqueness of the
folk song traditions (padagalu) of the Kaadugolla
tribal community in Tambugnatti village. To  focus
on the cultural and musical aspects of this
particular tribal group and set the stage for a
detailed exploration of the unique folk song
traditions of the Kaadugolla tribal community in
Tambugnatti village, highlighting their distinct
culture and the significance of preserving their
traditions within the broader context of
Karnataka’s diverse indigenous cultures.

The Kadugolla tribe is characterized by
a rich amalgamation of diverse customs,
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traditions, culinary preferences, attire, livelihoods,
familial occupations, and the myriad experiences
shaping their physical and mental realms. Within
their unique tapestry of life, they exhibit
distinctive lifestyle choices, sartorial expressions,
dietary practices, professional pursuits, traditional
rituals, literary expressions, artistic endeavours,
linguistic distinctions, religious observances,
judicial systems, belief systems, and cultural
constraints (Renuka, 2021). Residing in their
compact Hattis or small settlements, the
community has meticulously safeguarded
significant aspects of their heritage, including the
‘devara gubba’ or place of worship, the ‘aavina
goodu’ where their cattle are housed, and the
nomadic way of life they have maintained over
generations.

There are a number of researches by
national, local and foreign scholars on
‘Kadugolla’ tribe, up to the present day. The first
recorders of Kadugolla are the British officers
Francis Bucknon. B.L. Raise, Edgar Therston,
Luzy recorded “the Kadugolla tribe, their Culture,
Profession while they started the survey and
estimation of South India (Renuka, 2021). A
complete study about the culture at Kadugollas,
was first done by Shankara Narayana.

The Kadugollas uphold a unique belief
system that excludes idol worship from their
religious practices. Within the confines of their
gubbas, they pay homage to their ancestors,
specifically venerating those who made
significant sacrifices for the community’s well-
being or bravely defended their cattle (aavu)
against wild animals. The Veeragaras,
celebrated in oral narratives, were predominantly
cowherds who engaged in battles against wildlife,
hunters, and landowners, often laying down their
lives in the pursuit of safeguarding their pastures
for the community’s livestock.

These revered martyrs, known as
‘veeragaararu,’ find special acknowledgment in

Kadugolla Hattis in Karnataka. Ettappa,
Junjappa, Siriyanna, Honnemarada Eranna, and
Kyathappa are among the Veeragaararu whose
valour is commemorated. The folklore of
Kadugollas, encapsulated in traditional songs
known as ‘padagalu,’ delves into diverse topics,
including local cuisine, attire, village culture, and
the promotion of moral values. These songs not
only draw inspiration from epics and great poetry
but also preserve words that have endured over
centuries, reflecting the cultural heritage of the
Kadugolla community.

The musical traditions of the Kadugolla
community are intricately woven into the worship
and reverence of Junjappa, their deity, and the
Veeragaras, the martyrs who valiantly fought for
the community’s welfare. Central to these
ceremonial songs is the compulsory
accompaniment of the Ganey, a musical
instrument believed to have been bequeathed to
them by Junjappa himself. The Kadugollas
consider this instrument sacred, symbolizing a
connection to their cultural heritage. Mastering
not only the art of playing the Ganey but also the
compositions that extol Junjappa and the
Veeragaras, the Kadugollas walk the path of their
cultural heroes with a sense of sanctity. Similar
to the ‘Kamsale Padagalu’ dedicated to Male
Mahadeshwara Swamy and the ‘Gorava
Padagalu’ in praise of Mailaralingeshwara, the
Kadugollas perform ‘Kathopajeevigalu’—sacred
compositions sung in praise of Junjappa. These
musical expressions serve not only as a
celebration of their cultural identity but also as a
form of devotion and homage to the revered
figures in their community’s folklore.

The Ganey, a revered musical instrument
measuring five feet in length and thicker than a
flute, holds a special place of significance among
the Kadugollas—a semi-nomadic tribe residing
on the peripheries of the Tumakuru, Chitradurga,
and Hassan districts. As cultural ambassadors
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of folklore, the Kadugollas consider the Ganey
an integral part of their daily lives, encompassing
social, religious, and cultural dimensions.

Crafting the Ganey involves a
meticulous process. An unmarried youth, having
undergone a ceremonial purification through a
bath, selects bamboo that has sprouted from an
anthill. This bamboo is then filed and finely tuned,
with holes skillfully drilled into it using hot iron
rods. The wooden instrument’s extreme end is
sealed with wax, completing the intricate
construction. Once the Ganey is ready, the
Kadugollas engage in a ritualistic cleansing,
washing the instrument with a mixture of cow’s
milk and urine, emphasizing the sacred and
ritualistic nature associated with this cherished
musical artifact.

The Kadugollas have intricately
classified the Ganey into three distinct types,
each holding its own revered status within their
cultural and religious practices—Devara Ganey,
Havyasi Ganey, and Oorado Ganey. All three
types are held in high esteem by the Kadugollas.

Devara Ganey:

l Regarded as divine, the Devara Ganey is
exclusively found in temples and is believed
to symbolize Junjappa, their deity.

l During religious ceremonies in temples, the
temple priest sits on a blanket (kambali) and
invokes Junjappa while holding the Devara
Ganey.

l The Kadugollas attribute special significance
to the Devara Ganey, believing that it
facilitates communication with Junjappa and
aids in seeking answers to their queries.

1. Havyasi Ganey:

l Played by skilled artists who accompany
singers performing compositions that praise
their Lord.

l The lyrics are delivered in a conversational
style, set to the tunes of folk songs, as well
as devotional and auspicious melodies.

2. Oorado Ganey:

l Used by the nomadic Kadugollas during their
door-to-door visits and village-to-village
performances to glorify Junjappa.

l This instrument is adorned with peacock
feathers and embellished with silver, adding
a visual and cultural richness to its
appearance.

The intricate classification reflects the
multifaceted role of the Ganey in Kadugolla
culture, serving as a divine conduit in temples,
an accompaniment to musical renditions, and a
symbol of cultural expression during nomadic
performances.

Meerasabihally Sivanna’s work,
“Kadugolla Budakattu Veereru: A Study on
Kadugolla Tribal Heroes” (1996), delves into
various facets of the Kadugolla tribe, offering
insights into the derivation of the term
“kadugolla,” the divisions within the Kadugolla
community, and the birth, pollution, and death
rituals among them. The study extends to
examining their life patterns, with a particular
focus on two legendary heroes, Ettappa and
Junjappa, who played pivotal roles in providing
social control measures akin to a constitution.

While the study is centered around a
specific hamlet, it sheds light on broader aspects
of Kadugolla life, including their engagement in
cattle rearing and their economic status.
Additionally, the work explores the tribe’s cultural
practices, such as their traditional rain-invoking
songs, and provides detailed accounts of the life
stories of Ettappa and Junjappa, considering
them as reflective mirrors of Kadugolla culture.

Ettappa, in particular, is noted for
establishing a set of rules akin to a constitution,
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referred to as “Ettappa’s Kattu,” which
presumably outlines guidelines and norms for the
community. This implies that both Ettappa and
Junjappa have played significant roles not only
in shaping the cultural identity of the Kadugollas
but also in instituting social and governance
structures within the community.

Junjappa, the revered figure in Kadugolla
culture, is depicted in various forms that hold
significant symbolism within the community.
These representations include the sword, Ganey
(musical instrument), stone, termite mound,
serpent, lingam, and more. Each form carries
unique meanings and associations, contributing
to the diverse ways in which Junjappa is
perceived and venerated by the Kadugollas.

The epic of Junjappa, known as
‘Junjappa,’ is a cornerstone of Kadugolla culture,
narrating heroic stories of cowboys and featuring
tripadi songs that celebrate cultural heroes along
with proverbs. The richness of Kadugolla culture
is embedded in these narratives, showcasing the
unique traditions, beliefs, and values of the
community (Rangaswami and Bharadi, 2018).

The rendition of the Junjappa epic can
vary in length, spanning from half an hour to an
extensive fourteen hours. The duration depends
on the number of episodes from Junjappa’s life
that are sung during the performance. The
Junjappa story typically comprises four main
parts: his supernatural birth, adventurous exploits,
death, and post-death adventures. These
narrative elements collectively form a
comprehensive portrayal of Junjappa’s life,
contributing to the cultural tapestry of the
Kadugolla community.

The legend recounts a fascinating tale
involving Junjappa and the chieftain of Cheluru,
Rangappa Nayak, who reportedly absconded
with one of Junjappa’s formidable bulls. In a twist
of fate, Junjappa becomes aware of the theft

through a dream where he perceives the loss of
his cherished bull.

Responding to this premonition, Junjappa
embarks on a journey from Kaluvarahalli to
Madagada Gudda in Gubbi taluk, skillfully playing
his Ganey along the way in an effort to locate
his prized companion. The magic of the music
proves to be transformative, as soon as the bull
hears the enchanting tunes, it breaks free from
the pillar to which it was tethered and rushes
towards Madagada Gudda, fervently searching
for its master.

Such miraculous incidents and displays
of unwavering faith are recurrent themes in the
songs dedicated to Junjappa. The narratives
surrounding Junjappa’s life are filled with these
tales of extraordinary events, illustrating the
deep-rooted connection between Junjappa, his
Ganey, and the revered animals within the
folklore of the Kadugolla community. These
stories not only entertain but also reflect the
spiritual and cultural significance attributed to
Junjappa and the mystical occurrences
associated with him (Rangaswami, 2018).

The Kadugolla tribe has been the subject
of numerous research studies, offering insights
into various aspects of their social structure,
organizational dynamics, educational
preferences, attitudes towards pastoral life,
endeavors for reservation, polit ical
representation, and the status of women within
the community. Here is a brief overview of the
areas explored in these studies:

1. Social Setup and Organization:

l Research delves into the intricate social
setup of the Kadugolla tribe, exploring the
dynamics of their communities, hierarchies,
and interpersonal relationships.

2. Preferences in Education:

l Studies examine the educational preferences
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and patterns within the Kadugolla community,
shedding light on factors influencing their
approach to formal education and skill
development.

3. Reactions towards Pastoral Life :

l Given the tribe’s historical association with
pastoral life, research investigates their
perceptions, attitudes, and adaptations to the
challenges and opportunities presented by a
pastoral lifestyle.

4. Struggles for Reservation :

l Researchers likely explore the community’s
efforts and struggles to secure reservation
benefits, understanding the socio-political
context and the impact on the overall well-
being of the Kadugolla tribe.

5. Political Representation :

l Studies may analyze the political landscape
within which the Kadugolla tribe operates,
examining their representation in local,
regional, and national political spheres.

6. Status of Women :

l Research studies often address the role and
status of women within the Kadugolla
community, considering factors such as
societal norms, gender roles, and the
challenges and opportunities faced by
Kadugolla women (Nagarja, P.).

These studies contribute to a
comprehensive understanding of the Kadugolla
tribe, offering valuable insights into their social,
economic, and political dynamics. They play a
crucial role in informing policies and interventions
aimed at addressing the unique needs and
aspirations of the Kadugolla community.

The cultural life of Kadugolla women,
while often hidden in the shadows, is an integral
part of the community’s rich cultural tapestry
(Srinivasa, 2019). Within the religious atmosphere

of the Kadugollas, a gender hierarchy is
apparent, with men holding a higher status
compared to women who are sometimes
constrained by practices such as ‘mailige’ and
‘soethaka’ (Renuka, 2021). Despite these
limitations, Kadugolla women have inadvertently
become custodians of the community’s vibrant
folklore traditions, as their main form of
entertainment involves singing (Nagaraja, P.).

The cultural practices of Kadugolla
women are intertwined with song. Whether it’s
grinding grains, cooking, feeding children, singing
lullabies, or tending to animals, each activity is
accompanied by a song, known as “Pada”.
These songs extend to various aspects of their
daily lives, including those associated with the
names of cattle and sheep. Importantly, women
do not typically sing with the Ganey, and their
singing style and lyrics differ significantly from
their male counterparts. The women’s songs are
characterized by a more poetic and rhythmic
expression.

The Kadugolla Padagalu, or songs,
encompass a wide range of themes,
incorporating myths, beliefs, traditions, and
messages. As the community has undergone a
shift in profession from animal husbandry to
sheep rearing and agriculture, there has been a
noticeable transformation in the cultural scene.
Recognizing the significance of these traditional
songs, efforts are underway to document,
preserve, and bring the Padas to the limelight.
This initiative aims to ensure the continuity of
Kadugolla cultural heritage, celebrating the
unique contributions of women in preserving and
perpetuating their rich folklore traditions.

Conclusion :

The folk song traditions (padagalu) of
the Kaadugolla tribal community provide a
window into their vibrant cultural heritage and
belief systems. These songs play a crucial role
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in celebrating cultural heroes and ancestors,
reinforcing the community’s sense of identity and
belonging. Central to these musical expressions
is the Ganey, a significant instrument that holds
both religious and social importance. It serves
as a medium for seeking answers and expressing
devotion within the Kaadugolla cultural context.

Notably, the study emphasizes the pivotal
role of women in preserving the community’s
folklore traditions. Women, as custodians of these
rich traditions, contribute to the poetic and
rhythmic nature of the songs, showcasing a
unique form of expression within the Kaadugolla
tribe. Amidst changing professions and lifestyles,
documenting and preserving these folk songs
becomes paramount for safeguarding the cultural
legacy of the Kaadugolla community.

As these efforts to document and
preserve the folk songs progress, there emerges
an opportunity to appreciate the intricate
relationship between the Kaadugolla tribe and
nature. Moreover, promoting these unique folk
music traditions allows for a broader
acknowledgment of India’s diverse and vibrant
folk culture. Beyond local communities, the
recognition and celebration of the folk song
traditions of the Kaadugolla tribe contribute to a
richer understanding and appreciation of the
cultural mosaic that defines the broader Indian
cultural landscape.
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Introduction
The culture of India has been identified

with various elements and forms of Art such as
Architecture, Dance, Music, Theatre, Poetry,
etc. In all the Indian art forms, the essential
elements of spirituality and philosophical quest
find a suitable position. There is a saying, that
“You can reach the same sea by different routes”,
this is what the philosophy of ancient India has
always taught. This is considered one of the
ancient knowledge systems in the world, and it
is quite liberal from the beginning.

The notion of inclusive and

Fundamentals of Indian Culture through the Prism of C. Rajagopalchari’s ideas
Pinku Jha*

Abstract

The values and principles of Indian culture have been at the centre of discourse over a
period of time. Indian culture consists of numerous forms of art, literature and philosophy
that have been growing across the time and space. Amongst the prominent scholars and
philosophers, Rajagopalachari comes as one of the significant thinker of Indian culture
and philosophy. This paper has covered the major interpretations of Rajaji about the
Indian culture. The content of this paper largely revolves to a particular question, that
how Raja Ji perceived and relates the notion of well being and welfare found in the
discourses of Indian Culture and philosophy, such as ‘Minimum Government, Maximum
Governance’.
This paper has referred equally great contributions of his works on Indian philosophy,
epics and culture such as his books, Mahabharata, Ramayana and Bhagavad Gita. Since
Rajaji, as he was widely known, with multiple names—lawyer, politician, an activist for
the freedom struggle, literary giant, historian, statesman and principled dissenter, present
paper attempted to through some lights on his contributions by using the interpretative
method of research. It is in this background his views on Indian culture certainly would
help to widen the scope for emerging debates on relevance of culture and philosophy of
India.

Keywords : Culture, Indian, Mahabharata, Philosophy, Value.
Research Methodology : Studies in the fields of Art, culture, thought, and philosophy are constantly

growing in the domains of research and academia. Since the nature of research is certainly
qualitative, the exploratory and analytical methods of research have been applied to justify the
central theme of the research paper. Though the sources for the research paper are taken from both
primary and secondary data, original texts of classical Indian thought and the writings of
C. Rajagopalachari have been adequately placed to frame appropriate arguments.

*Senior Research Fellow, Department of Political Science, The Maharaja Sayajirao University of Baroda, Vadodara

accommodating philosophy behind the nature and
evolution of Indian culture has been discussed
by various thinkers and scholars across the
world. Therefore, before discussing any art form
and its significance to the identity of India, it
seems appropriate that a we must get a clearer
idea of the philosophical and theoretical
background for arts and culture in India with a
general overview.

  Since present-day politics and discourse
have been locating Indian knowledge systems
and philosophy in one way or another,
researchers have made an attempt to refer to
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the culture of philosophy as a prism of analysis,
particularly using C. Rajagopalachari as an actor
who fuelled the concerned debate with
appropriate arguments. One can see the ample
number of contributions made by Rajaji, the first
Indian Governor-General of independent India,
to the field of philosophy, which further assisted
in deepening the cultural sphere of India. While
naming a few of his writings, one can see
Vedanta, the basic culture of India (1949),
The Good Administrator (1955, Government
of India), Hinduism, doctrine, and way of life
(1959, Bharatiya Vidya Bhavan), etc.
However, he also did some crucial translations
of classical Indian texts, such asthe Bhagavad-
Gita abridged and explained: setting forth
the Hindu creed, discipline, and ideals (1949,
Hindustan Times), Mahabharatha (1951,
Bharatiya Vidya Bhavan), and Sri
Ramakrishna Upanishad (1953,  Sri
Ramakrishna Math) , Ramayana (1957,
Bharatiya Vidya Bhavan), Bhaja Govindam
(1965, Bharatiya Vidya Bhavan).

In coming sections a detailed description
and analysis have been made by the researcher
that certainly contribute to the quest and interest
of the reader.

Study Area

To study the essence and identity of
India, it seems justifiable to have a
multidisciplinary approach where history, politics
and philosophy have been shaped with cultural
and literary developments to the core discourses.
In this paper major discussion to the larger theme
is getting influenced by the  combined approach
of philosophy and culture, that further provides
foundation to the ongoing and future research
of the similar nature. The area of research is
focusing on elements of philosophy with its
interaction with culture, by referring the thought
and activities led by Rajaji.

Discussion

l Philosophy of Indian Culture: A General
Overview

Indian philosophy has a recurrent theme
of being accommodating and inclusive, where it
grants freedom and autonomy to the diverse
mental processes of perceiving the world, matter,
and truth. Indian philosophy holds that despite
their apparent external diversity, all religions and
ideologies share a basic oneness at their heart
because they all reflect the Truth, partially
suggest the Truth, or manifest one of the
innumerable manifestations of the Truth. One
of the fundamental conceptual fields required to
comprehend spirituality is philosophy (Cobb,
2001).

India has a long history of philosophy
that dates back thousands of years. Many schools
of thought and a considerable amount of
intellectual debate regarding reality, the human
being, and their interconnectedness were present
in these ancient philosophical traditions. Famous
Indian philosopher Jitendra Nath Mohantygives
a unique elaboration to the term philosophy as it
is a reflections on the experiences of human
beings immersed in time and history – about
oneself, others, and the world (Mohanty, 1993).
In the context of India, one can find numerous
scholars since Pre- Vedic period to the modern
period who all are associated to the one or
another school of philosophy.

One of the crucial feature of Indian
philosophy is of reading the depth of culture,
which contrasts with the newness of the nation
in its present form. India’s intellectual and cultural
evolution dates back to the early Aryan
civilization and spans more than 4,000 years.
Since then, the civilization has been profoundly
impacted by influences from the Hindu, Buddhist,
Christian, Islamic, Sikh, and other faiths.  Every
Indian, even the poorest Illiterate, can tell stories
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of myth and history, a consciousness of a great
civilizational heritage which is unusually
widespread. As A. K Ramanujanaptly writes
about the Mahabharata that no Indian read it for
the first time (Ramanujan, 1968), certainly
signifies how epics and literature contributes to
the making of Indian culture. Indian culture has
all the glorious elements that make her unique to
the world. The question of knowing the world
through Indian philosophy become a core
concern to the contemporary debates. The
Indians seers, viewed philosophy as the search
and accomplishment of the whole truth of life
and being.

How does it matter to today’s world
where the concerns of economic and
technological development are perceived
significant? In reality, India is a dynamic society
with a growing internal dynamic and a growing
influence in the world, both directly and indirectly.
It holds its significance not just from its size—
some 930 million Indians make up 15% of the
world’s population—but also from the issues that
India’s domestic and international policy choices
have brought up (https://asiasociety.org/
education/understanding-modern-india). So if the
example of International Yoga Day is considered
as crucial element of Indian soft power , it would
not be wrong to identify the basis of Indian
philosophy that helped to nurture the culture of
India to the an extent which ensures its respect
at global platform (Gautam & Dragoon, 2018).
However the another major concern of this paper
is to understand contribution in terms of
philosophy of Indian culture to world through
reading the works of Rajagopalachari a
prominent Indian philosopher of 20th century.

l Locating Rajaji and his vision
understand the Indian philosophy

In the list of modern Indian thinkers and
philosophers Rajagopalachari holds a significant
position, since he acted in a certain way that

shaped the politics of early phase of independent
India. However his ideas are not just evolved
with his interactions to the contemporary
individuals and events rather the classical texts
and philosophy made a considerable amount of
influence. He was popularly known as a man of
reason and moderation rather than of ideology
and populism. He was a polemic orator and
writer in both Tamil and English, and among his
most important legacies are his translations of
the two epics, the Ramayana and the
MahaÌbhaÌrata. Rajaji has drawn upon his vast
knowledge of the “eternal fountains” of Indian
and World Culture and explains the sources of
our culture. He defies culture as ‘the habit of
successful self-control.’ After the needs of the
body and the mind have been met, culture is the
third dimension which leads depth to man’s
personality (Rajaji, 2005)

According to scholar Vasanthi
Srinivasan, Rajaji was not a philosopher like
Radhakrishnan, or a radical revolutionary like
Periyar. He was a statesman, always searching
for the golden mean. “He certainly did not
endorse popular religion for propagating noble
lies or false consciousness,” she presented in
her Hindu Spirituality and Virtue Politics
(Srinivasan, 2013).

Rajaji was a principled man and was
not comfortable to give lectures on Culture.
Rather he has mastered and written quite
eloquently on Indian literature and knew world
history, philosophy, and culture. He warned,
however, that “nothing can be expected from
me on music, dance, the theatre or the silver
screen” which were and still considered as the
culture but these alone did not describe Rajaji.
He spoke about the process of evolution of the
culture of different nations and the case of India.
Here one can see that how he widened the notion
of culture where hegave adequate space to
discuss an open ended framework of culture.
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The question rises, what are the basis on which
he explained the meaning and elements of
culture? Rajaji defines that “culture is not just
character or morality. Character is the inside
of a man. Culture is external rather than
internal” (Balakrisanan, 2021). This particularly
argument adds to the beauty of Indian culture
and tradition in a distinctive way.

This proposes a sharp contrast to the
existing understanding of culture that restricts
an individual to act freely. However being a
conservative thinker, Rajagopalachari believes
that Culture is more than limited presentation of
art or literature or associated to dancing or music
or painting as it has been perceived among
masses. During his inaugural speech at the Indian
Committee for Cultural Freedom’s annual
conference in 1953, C. Rajagopalachari stated
that culture is a people’s universally accepted
pattern of behaviour. In general, Freedom and
culture are completely different. No cultural man
feels liberated. He puts all kinds of limitations
on himself. Thus, a people’s culture is the set of
limitations that they have collectively come to
accept—through generations of trial and error—
for the sake of happiness and social order
(Rajagopalachari, 2016).

Rajaji’s prudence is slightly distinct from
that of the others’ it emerges from a ‘cultured’
engagement with popular Hinduism rather than
coming to terms with it under duress or merely
tolerating it. Culture to him was avoiding
meanness, dishonesty and harshness; it was
about being large-hearted and considering the
feeling of others. As Rajaji refers Upanishadas,
while focusing on the core ideas of Indian
philosophy, he was of the opinion that the
Upanishad goes on to say that one will achieve
tranquilly, knowledge, and the ability to make the
most out of everything that comes their way as
a result of living and adhering to the discipline it

teaches. The Upanishad claims that by doing
this, you will appropriately experience life’s
pleasures for a very long time—that is, in a way
that doesn’t  cause suffering or sadness.
(Rajagopalachari, 2016).

Apart from direct inference of
Rajaji’swork and his application of Indian
philosophy, contributions in the field of politics
cannot be undermine. Grover discusses
Rajagopalachari’s philosophical underpinnings,
including his strong belief in self-reliance, village-
centric development, and the preservation of
Indian culture and values. Further  a nuanced
understanding of Rajagopalachari’s views on
national integration, linguistic diversity, and the
role of religion in society have been analysed by
Grover in one of his writings on. Rajagopalachari
(Grover, 1999). Hereby one can see the variety
of interpretations that could be extracted from
the works of Rajaji.

Conclusion and Result :

The paper has examined the philosophy
of India in a cultural framework where thinkers
such as Rajaji propounded their own eclectic
contributions. It is in this background, the role
played by Indian philosophy in the making of
moral world has been highlighted. Rajaji and his
vision to ‘minimum government and maximum
governance’ certainly proves to be a fine example
of liberal governance in twentieth century, though
his conservative approach to the value and
morality provides a rational ground of respecting
culture and tradition of India.

In a precise way, the welfare and
development of a nation would not be obtained
by disowning the philosophy of morality and
ethics which is at the core of its structure. The
significance of soft power is rising, and it is our
duty to contribute in the nurturing and developing
process of nation’s identity.
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dksjksuk egkekjh us yk[kkas yksxksa dh tku yh gS
vkSj bl egkekjh esa ekrk&firk nksuksa dh eR̀;q gks tkus ;k
fQj ekrk&firk ds csjkstxkj gks tkus ls cPpksa ds
ykyu&ikyu esa l{ke ugha gksus ds dkj.k vukFk cPpksa dh
la[;k fnu&izfrfnu c<+rh xbZ gSA bl vupkgh egkekjh
ds dkj.k yk[kksa cPpksa dk Hkfo"; ladV esa vk x;kA bl
leL;k dk izHkko cPpksa dks ekufld ,oa 'kkjhfjd #i ls
fnu&izfrfnu izHkkfor djrk tk jgk gSA

Hkkjrh; laLdf̀r vkSj lekt nksuksa esa laxhr dk
fo'ks"k LFkku gS vkSj laxhr lekt dks izR;sd fLFkfr esa
izHkkfor djrk gSA laxhr cPpksa dks izHkkfor djus dk rFkk
vkdf"kZr djus dk ,d ljy ekè;e gSA laxhr Hkkjrh;
laLdf̀r dks Hkh n'kkZrk gS vkSj lekt esa iz;ksx dh tkus
okyh ,d eq[; 'kSyh gSA lekt dk izR;sd dk;ZØe laxhr
ds fcuk vèkwjk le>k tkrk gS] tSls& fookg] mRlo] R;kSgkj
bR;kfnA laxhr ,d ,slh foèkk gS tks Hkkjrh; laLd̀fr vkSj
lekt dk cgqr gh egRoiw.kZ vax ekuh tkrh gSA vxj bl
foèkk dk iz;ksx vukFk rFkk vlgk; cPpksa ds lkFk fd;k

lekt ds fof'k"V vax vukFk cPps % muds O;fäRo fodkl esa lgk;d yksd laxhr

MkW- usgk tks'kh· · ik;y dqekjh·

Lkkjka'k

Hkkjrh; lekt ,oa laLd`fr] fofHkUu bdkb;ksa ds xBtksM+ ls cuk gS] ftlds varxZr
ekU;rk&fo'ks"k oxZ] èkeZ&fo'ks"k] tkfr&fo'ks"k] Hkk"kk&fo'ks"k] izkar fo'ks"k] ds vfrfjDr bu lHkh dk fuoZgu
djus fofHkUu vk;q oxZ ds cPps] cw<+s] ;qok] L=h] iq#"k] fo'ks"k tu rFkk fofHkUu O;olk; fo'ks"k ds izfrfufèk]
;Fkk& f'k{kd] f'k{kkFkhZ] fpfdRld] tu&izfrfufèk bR;kfn lHkh egRiow.kZ Hkwfedk fuHkkrs gSaA bu lHkh oxksZa
esa vkfFkZd #i ls laiUu ,oa =Lr tu] ikfjokfjd laxBuksa ds lnL; ,dy ifjokjksa ds lnL; rFkk
vukFk o ijkfJr tu Hkh blh lekt ds vax gSaA blh izdkj] lekt dk ,d egRoiw.kZ vax gS] vukFkky;ksa
esa jg jgs cPps ftuesa ls vDlj dbZ viuh esgur ,oa mRdV ftthfo"kk ls vkxs pydj mPp LFkkuksa
ij foHkwf"kr gksrs gSaA budh f'k{kk ,oa dkS'ky fodkl ds fy, Hkkjr ljdkj] ekuo lalkèku ,oa laLd̀fr
ea=ky; Hkh Hkjiwj lg;ksx nsrk gSA

cPps laLd̀fr vkSj lekt dk ,d fof'k"V vax gSa D;ksafd cPps gh ns'k ds Hkfo"; gSA vxj
vkt dk ;qok vkSj cPps ldkjkRed gksaxsa rks fuf'pr #i ls ;g vanktk yxk;k tk ldrk gS fd ns'k
dk Hkfo"; mTToy gksxkA

eq[; 'kCn % vukFk] 'kS{kf.kd] laLd̀fr] lekt] ;qok] cPps

'kksèk ekè;e % bl i= ds fy, f}rh;d lzksrksa dk mi;ksx fd;k x;k gSA

· 'kks/k&Nk=k] yfyr dyk foHkkx] ouLFkyh fo|kihB] fuokbZ] jktLFkku
· · 'kks/k funsZf'kdk] yfyr dyk foHkkx] ouLFkyh fo|kihB] fuokbZ] jktLFkku

tk; rks vo'; gh blls Hkkjrh; laLd̀fr dk fodkl gksxkA

Hkkjrh; laLdf̀r vkSj lekt] nksuksa esa bruh
rkdr gS fd oks euq"; dk ekufld ruko de dj ldrk
gSA Hkkjrh; laLdf̀r dks mPpre f'k[kj ij ys tkus okyh
dyk rFkk lekt dks ldkjkRed nf̀"Vdks.k nsus okyh
dyk gS ÞlaxhrßA vusd vè;;uksa ds vuqlkj] laxhr cPpksa
ds ekufld fodkl esa lgk;d gSA blh ds lkFk&lkFk
laxhr cPpksa dk è;ku dsafnzr djus esa] i<+kbZ djus esa rFkk
euksjatu bR;kfn vuds phtksa eas lgk;d gSA

Hkkjrh; laLdf̀r euq"; dks ,d&nwljs ds lkFk
tksM+s gq, j[krh gSA Hkkjrh; vius egRoiw.kZ rFkk ;knxkj
fnu rFkk R;kSgkj bR;kfn dk mRlo eukus vukFk cPpksa ds
ikl tkrs gaS vkSj muds lkFk viuh [kqf'k;k¡ ck¡Vrs gaS
ftlds dkj.k mu cPpksa dk fnekx ldkjkRed gks tkrk
gS vkSj oks izlUu gks tkrs gSaA

Hkkjrh; laLd`fr ,oa lekt ds fof'k"V vax& vukFk
cPps ,oa muds 'kS{kf.kd izkoèkku&lkekU; mi;ksx esa] ,d
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vukFk ds ikl ns[kHkky ds fy, muds ekrk&firk ugha
gksrs gSaA gkykWfd] la;qDr jk"Vª cky dks"k ¼;wfulsQ½] ,pvkbZoh
vkSj ,M~l ij la;qDr jk"Vª dk;ZØe ¼;w,u,M~l½] vkSj vU;
lewg fdlh Hkh ,sls cPps dks vukFk ds #i esa yscy djrs
gSa ftlus vius ekrk&firk esa ls ,d dks [kks fn;k gSA bl
nf̀"Vdks.k esa] ekr ̀vukFk og cPpk gS ftldh ek¡ dh eR̀;q
gks xbZ gS] iSrd̀ vukFk og cPpk gS ftlds firk dh eR̀;q
gks xbZ gS] vkSj nksgjk vukFk og cPpk gS ftlus ekrk&firk
nksuksa dks [kks fn;k gSA1

bu cPpksa dh vusd ,slh leL;k,a gksrh gaS tks
lkekU; ckyd ls fHkUu gksrh gaSA ,d lkekU; ckyd dh
leL;k lquus okys vusd gksrs gSa ysfdu vukFk cPps dh
leL;k lquus okys cgqr gh lhfer yksx gksrs gaS vkSj os
cPpksa dks fuf'pr le; gh ns ikrs gSa] ftlds dkj.k mudh
leL;k,a c<+rh pyh tkrh gSA bu leL;kvksa dks de
djus esa gekjk lekt cgqr egRoiw.kZ ;ksxnku vnk dj
ldrk gSA lekt ds lkFk gh laxhr ,d ,slh dyk gS tks
vukFk cPpksa dks ldkjkRed #i ls dkQh izHkkfor dj
ldrh gS vkSj vukFk cPpksa esa thou thus ds fy, uo
meax rFkk mRlkg Hkj ldrh gSA blh izdkj] ckydksa ds
laosxkRed fodkl ds fo"k; esa izkIr gksrk gS fd]--- ckY;koLFkk
esa laosx dqN voLFkkvksa dh mis{kk vfèkd ns[kus dks feyrs
gSaA ;fn laosxksa dk fodkl mfpr ugha gks ikrk gS] rks
mudh mifLFkfr esa lEiw.kZ O;fDrRo dk fo?kVu gks tkrk
gSA2 ---;w,llh ds ,d vè;;u ds vuqlkj] laxhr cPpksa ds
efLr"d ds fodkl esa rsth ls òf) djus dh {kerk j[krk
gSA efLr"d ds dqN Hkkx] èofu] ok.kh vkSj i<+us dh izfØ;k
djrs gSaA laxhr ds iz;ksx ls cPpksa dk fodkl gksrk gS vkSj
mudh fnekxh 'kfDr csgrj gksrh gSA3 Ckgqr ls ,sls
dykdkj gq, gSa ftUgas ckY; voLFkk esa gh viuk ?kj NksM+uk
iM+k ;k fQj xjhch dk lkeuk djuk iM+k] blds ckotwn
Hkh mUgksusa Hkkjrh; laLd̀fr dks mPpre f'k[kj ij igqapk;kA

iafMr vksadkjukFk Bkdqj dk cpiu vHkkoksa esa
chrk FkkA tc mudh lkaxhfrd izfrHkk dks igpkuk x;k
vkSj mUgsa lgh ekxZn'kZu feyk rc mUgksaus xq#&f'k";&ijEijk
ds varxZr f'k{kk xzg.k dhA ,d ckj iafMr vksadkjukFk
Bkdqj ds laxhr dks lquus ds ckn] egkRek xkaèkh us fVIi.kh
dh Fkh % ̂ iafMr vksadkjukFk tks vius ,d xhr ds ekè;e
ls izkIr dj ldrs gSa] mls eSa dbZ Hkk"k.kksa ds ekè;e ls izkIr

ugh dj ldrk*A4 Jksrkvksa ij vksadkjukFk Bkdqj ds
O;fDrRo vkSj muds laxhr dk izHkko cgqr xgjk FkkA
tcfd mudk cpiu cgqr gh la?k"kZ vkSj xjhch esa chrk
FkkA iafMr vksadkjukFk Bkdqj dh thou&dFkk euq"; ds
vanj vPNkbZ] esgur vkSj laLdf̀r dks etcwr djrh gSA

^,Mxj ,Wyu iks* NksVh gh mez esa vukFk gks x,
FksA budk ikyu&iks"k.k fjpe.M] othZfu;k ds tkWu vkSj
Ýkafll ,Wyu us fd;k] ysfdu bUgksausa dHkh ,Mxj dks
vkSipkfjd #i ls xksn ugha fy;kA bUgksaus othZfu;k
fo'ofo|ky; esa ,d Nekgh i<+kbZ dh] ysfdu iSlksa dh
deh ds dkj.k i<+kbZ NksM+uh iM+hA fQj ,Wyu ifjokj ls
vyx gks x, vkSj ys[kd thou 'kq# fd;kA iks us fQj x|
dh rjQ è;ku fn;k vkSj vxys dbZ lky lkfgfR;d
if=dkvksa esa vkykspd 'kSyh ds fy, os cgqr izfl) gq,A
budh igyh jpuk ̂rSejysu ,s.M vnj iks;El* izdkf'kr
gqbZA bUgksaus viuh jpukvksa esa eq[;r% eR̀;q] eR̀;q ds fpà]
thfor nQukuk] eqR;ksijkar thou vkSj 'kksd bR;kfn
fo"k;ksa dks VVksyk gSA5 ge ikrs gSa fd vukFk cPpksa dh
ijofj'k esa laxhr cgqr gh mi;ksxh gSA

Hkkjrh; laxhr ds vUrxZr eq[;r% 'kkL=h; laxhr]
mi'kkL=h; laxhr] lqxe laxhr] fQYe laxhr vkSj yksd
laxhr lfEefyr gS A buesa yksd laxhr gekjs nSfud
thou esa i;kZIr mi;ksxh gSa A thou ds gj igyw ds xhr
yksd esa O;kIr  gSa] ;Fkk& laLdkj xhr] _rq xhr] ioZ&R;ksgkj
ds xhr] Je xhr vkfn A ;s xhr vR;Ur e/kqj vkSj
ân;Li'khZ gksrs gSa ftudk izR;{k izHkko gekjs O;fDrRo ij
iM+rk gS A budh Loj&ygfj;k¡ lqdksey gksrh gSa] y;
vR;Ur LQwrZ rFkk rkyksa esa lgtrk gksrh gS ftlds dkj.k
thou esa ldkjkRed mRlkg cuk jgrk gS A ;g ÅtkZ ls
Hkj nsrk gS A gekjs fpUru esa xq.kkRed òf) djrk gS A
yksd dh lkekftdrk ;gk¡ Li"V nf̀"Vxkspj gksrh gS] ;g
,d&lw= esa ck¡/kus dk dk;Z djrk gS A lqIr Hkkoukvksa dks
tkxr̀ djus esa lgk;rk iznku djrk gS ftlls gekjk
ekufld LokLF; Hkh mUur gksrk gS A

vè;;uksa ls Kkr gksrk gS fd laxhr vukFk cPpksa
dks vusd phtks esa ldkjkRed #i ls izHkkfor djrk gSA
laxhr&fpfdRlk ds ekè;e ls cPps viuh Hkkoukvksa dks
vPNh rjg O;Dr dj ikrs gSa] ,dkxzrk esa òf) gksrh gS vkSj
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euksn'kk esa Hkh lqèkkj gksrk gSA vxj cPpksa dh euksn'kk esa
ifjorZu gksxk rks og O;ogkj djuk lh[ksxk tks lekt dk
cgqr egRoiw.kZ fgLlk gSA

laxhr ekuo ds Hkhrj mifLFkr leLr rRoksa dks
xfr nsus ds lkFk&lkFk rkjrE;rk Hkh iznku djrk gSA
laxhr ls fopkjksa o fparu dh èkkjkvksa dks izHkkfor fd;k tk
ldrk gSA 'kjhj esa mifLFkr djksM+ksa dksf'kdkvksa o ukM+h&ra=
dks rjaxh; vuqHkwfr vkSj fQj xfr nsus esa laxhr egRoiw.kZ
gSA6 òankou 'kgj esa ije 'kfDrihB }kjk lapkfyr ,d
vukFkky; gS ftls lekt esa nhnh eka ds uke ls izfl)
lkèoh _rEHkjk lapkfyr dj jgh gSaA okRlY; xzke vius
vki esa vusd iVdFkkvksa dk dsUnz cuk gqvk gS vkSj og
lekt esa mRd̀"V dke dj jgk gSA nhnh eka us bl ifjlj
esa gh Hkjs&iwjs ifjokj dh dYiuk lkdkj dh gSA ,d vèksM+
;k cqtwxZ efgyk ukuh dgykrh gSA ,d ;qorh mlh ifjokj
dk vax gksrh gS] ftls ekSlh dgk tkrk gS vkSj mlesa nks
f'k'kq gksrs gaSA ;g ifjokj ifjlj esa jgdj Hkh iwjh rjg
Lok;Rr gSA ekSlh vkSj ukuh iwjk le; bu cPpksa dks nsrh
gSaA okRlY; xzke dk ;g ifjokj gh mudk ifjokj gksrk gSA
gesa vukFk cPpksa ds fy, ifjokj dh ijEijk dks lgst dj
mUgsa laLdkfjr djuk gksxkA ;g Hkh ns[kuk gksxk fd ,sls
ckyd&ckfydkvksa esa ghu Hkkouk O;kIr u gksA os viuh
ijEijkvksa vkSj laLdf̀r esa iysa&c<+asA nhnh eka us ,sls cPpksa
dks xksn ysus vkSj mudh f'k{kk dk izcaèk djus dh ?kks"k.kk
dh gSA ,sls cPpksa dks ykyph ;k vkijkfèkd izòfRr ds djhch
yksxksa ls cpkus dk nkf;Ro Hkh lekt dks fuHkkuk gksxkA ;g
dke cM+h lrdZrk ls djuk gksxk fd fujkfJr cPps xyr
gkFkksa esa u iM+ tk,aA tks cPpksa ds fy, rjl jgs gSa] os ,sls
cPpksa dks xksn ys ldrs gSaA blds fy, mUgsa dkuwuh
izfØ;kvksa dk ikyu djuk gksxkA lekt dks okRlY;
xzke&tSls xzke vkSj Hkh LFkkfir djus gksaxsA tgka cslgkjk
cPpksa dks eka feys] cPpksa dks ?kj&tSlk okrkoj.k feysA
leL;k dkQh cM+h gS ysfdu lekt vxj pkgs rks bu
cPpksa dks Hkkjr dk Js"B ukxfjd cuk;k tk ldrk gSA7

lekt dk gh vax gSa& vukFkky; rFkk vukFk
cPpsA ;s cPps dqN lhfer yksxksa ds chp esa jgrs gSa]
blhfy, mudk O;ogkj vyx gksrk gSA vxj izR;sd fnu
muls Hkh dksbZ u;k O;fDr feysxk rks fuf'pr #i ls
mudk O;ogkj dq'ky gks tk,xk vkSj os lekt vkSj

laLdf̀r dh t#jr dks le> ik,axsA ^laxhr* Hkkjrh;
laLdf̀r dks le>us dk lcls izkphu ekè;e gSA laxhr ds
ekè;e ls izkphu dgkfu;ka lquuk rFkk izkphu ijaijkvksa dks
tkuuk cgqr jksekapd gksrk gSA laxhr ds ekè;e ls
euksjatu Hkh gks tkrk gS vkSj Hkkjrh; laLd̀fr vkSj lekt
ds bfrgkl rFkk ijEijkvksa dks vklkuh ls le>k tk ldrk
gS& Indian music is much less familiar for most
westerners, and therefore a little more difficult
to teach. Tha basic components of India's
classical music, for example, differ from western
music's five basic elements (sound, melody,
harmony, rhythm, anf form) in that India does
not utilize harmony in its classical genres.
However, harmony is present in India's popular
music, such as Bollywood's film music. Indian
classical forms more than make up for an
absence of harmony with highly complex and
intricate melodies and rhythms…Classical Indian
musical aesthetics require only three major
components in an ensemble: a drone, a solo
instrumentalist or vocalist, and a drum…..Since
many rural children in india do not have access
to televisions, computers, or other electronic
forms of entertainment, children play lots of
games and learn many songs from each other in
their local vernacular or regional language. Indian
films, however, are all musical, and contain five
to six songs each. Children and adults are
exposed to and learn many, many of these popular
film songs.8

vukFk cPpksa ds 'kS{kf.kd izkoèkku& laxhr ds izfr
cPpksa dk #>ku vkt ls gh ugha] cfYd ges'kk ls jgk gSA
cPps laxhr dh vksj 'kh?kz vkdf"kZr gks tkrs gSA

izFke fo'o ;q) ds vafre o"kZ esa] LiSfu'k ¶+yw
uke dh egkekjh vkbZ vkSj mlds dkj.k nqfu;k Hkj esa
yk[kksa yksxksa dh tkusa pyh xb±A eSgj esa Hkh bl egkekjh
dk izdksi gqvkA mlh le; ckck vykmíhu [kku ogka x,
vkSj egkekjh ds dkj.k cgqr ls yksx ej x,] rFkk vius
ihNs vufxur vukFk cPpksa dks NksM+ x,A ckck us yxHkx
40 vukFk cPpkas dks <aw<k vkSj bdëk fd;k vkSj mUgsa vius
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?kj ys vk,A mUgksaus mUgas jgus dh lHkh lqfoèkk,a nsus dh
dksf'k'k dhA ckck vykmíhu [kku ds bl dk;Z dks ns[kdj
iwjk 'kgj mudh ckrsa djus yxkA ;s [kcj iwjs 'kgj esa
QSyus ds ckn vusd vukFk cPpksa ds fj'rsnkj vk, vkSj
cPpksa dks vius ?kj okil ys x, ysfdu 17 cPps ges'kk
ds fy, ckck ds ikl gh jg x,A ckck us mu cPpksa dks
ikyus dh ftEesnkjh yh rFkk mu cPPkksa dks laxhr dh f'k{kk
nsuk vkjEHk fd;k rkfd os cPps viuh vkthfodk pykus
esa l{ke gks ldsaA eSgj cSaM ds izFke cSp esa 12 vukFk
yM+ds vkSj 5 vukFk yM+fd;k¡ 'kkfey FkhaA ckck ij cPPkksa
dks ikyus esa rdyhQ u gks blds fy, c̀tukFk flag us
eSgj cSaM ds izR;sd vukFk cPps dks 12 #i;s izfr ekg dk
HkÙkk nsus dh ?kks"k.kk dhA ckck us cPpksa dks fi;kuks] ok;fyu
vkSj lsyks&tSls if'Pkeh ok|&;a=ksa dks Hkh lgtrk ls
ctkuk fl[kk;k] blh ds lkFk&lkFk eSgj cSaM ds fy, ckck
us Hkkjrh; jkxksa ij vkèkkfjr dbZ jpuk,¡ cukbZA mUgksaus
cPPkksa dks dqN if'peh èkqusa Hkh fl[kkbZA ckck us og dj
fn[kk;k ftldh fdlh us dYiuk Hkh ugh dh FkhA èkhjs&èkhjs
cPps vPNk izn'kZu djus yxs] vkSj tc c̀tukFk flag us
cPpksa dk izn'kZu ns[kk rks os Lo;a ea=eqXèk gks x, vkSj
ns[krs gh ns[krs eSgj cSaM izfl) gksrk pyk x;kA

laxhr ,d lkoZHkkSfed Hkk"kk gSA laxhr ds jl dks
eglwl djus ds fy, fdlh fuf'pr izns'k ;k LFkku dk
gksuk vko';d ugha gksrk cfYd Lojksa ds ekè;e ls laxhr
{ks=&fo'ks"k dh lhekvksa dks rksM+dj lekt dks ,drk ds
lw= esa ckaèkrk gSA ljdkj dh rjQ ls laxhr ds fo|kfFkZ;ksa
ds fy, vusd lqfoèkk,a nh tkrh gSa rkfd bl foèkk dk
fodkl vPNs <ax ls gks lds vkSj izfrHkk'kkyh yksxksa dks
volj fey ldsA blesa ls dqN ds uke bl izdkj gSa&

1- fofHkUu lkaLdf̀rd {ks=ksa esa ;qok dykdkjksa ds fy,
Nk=òfÙk

2- lkaLd̀frd izfrHkk [kkst Nk=òfÙk ;kstuk ¼lhVh,l,l,l½

3- dykdf̀r Q+syksf'ki

4- laLdf̀r Q+kmaMs'ku }kjk ekèkksch pVthZ eseksfj;y
Q+syksf'ki

5- jkx QSyksf'ki

6- vkbZlh,e, Nk=òfÙk dk;ZØe

bl izdkj] vusd ,slh Nk=òfÙk;k¡ gSa tks dykdkjksa
dks izksRlkfgr djus ds fy, nh tkrh gSa rkfd dyk dk
fodkl gks lds vkSj dykdkjksa dks vkfFkZd lgk;rk Hkh fey
ldsA

fnYyh fo'ofo|ky; esa Hkh vukFk ckyd ,oa
ckfydkvksa dh vkjf{kr lhV gS] rkfd detksj oxZ ds cPps
Hkh mPPk f'k{kk xzg.k dj ldsa vkSj viuk Hkfo"; mTToy
cuk ldsaA blh ds lkFk cPpksa dks ̂ vk;q"eku Hkkjr ;kstuk*
esa 5 yk[k #i;s dk LokLF; chek ykHk Hkh feysxk vkSj 10
yk[k #i;s dh ,QMh 18 lky dh mez iwjh djus okys
izR;sd cPps ds fy, ih,e ds;lZ ;ksxnku nsxkA

leL;k,a ,oa lq>ko& vukFk cPpksa dh dbZ
leL;k,a gSa] ftUgsa le>uk muds ifjokj] fj'rsnkjksa] lekt
,oa vukFkky;ksa ds fy, cgqr t#jh gSA ljdkj vukFk
cPpksa ds fy, le;&le; ij lgk;d ctV ykrh gS] blds
ckotwn Hkh ljdkjh enn gj vukFk cPps rd ugha igqap
ikrh] bldk fo'ks"k dkj.k ;g gS fd lekt esa Hkz"Vkpkj
fnu&izfrfnu c<+rk tk jgk gS vkSj bl vksj tkx:drk
dk vHkko gS A

vusd vukFk cPpksa dks Hkh[k ekaxus ;k cky Je
djus ds fy, etcwj fd;k tkrk gS] tks ,d naMuh;
vijkèk gS] blds ckotwn Hkh ;g vijkèk gj txg ns[kus
dks feyrk gSA vukFk gksus ds dkj.k mu cPpksa dks lgh
vkSj xyr dh igpku ugha gksrh vkSj os fnu&izfrfnu bl
nyny esa Qlrs pys tkrs gSaA

ljdkj }kjk lHkh vukFkky;ksa ij dM+h fuxjkuh
j[kh tkuh pkfg, gkyk¡fd lHkh vukFkky; xyr ugha gS]
fQj Hkh ;g cPpksa ds Hkfo"; dk loky gS vkSj blds fy,
lkoèkkuh j[kuk cgqr t#jh gSA vukFkky; esa cPpksa dh
dkmalfyax dh tkuh pkfg, rkfd cPpksa dh ekufld
fLFkfr ds ckjs esa lgh&lgh irk py ldsA cPpksa dks f'k{kk
ds izfr tkx#d djuk pkfg,A cPpksa dks mudh #fp ds
vuqlkj vusd xfrfofèk;ksa esa fgLlk fnykuk pkfg, rFkk
mUgsa izR;sd fo"k; dh vgfe;r dks le>kuk pkfg,A
lekt ds izR;sd O;fDr dk QTkZ curk gS fd viuh
{kerk ds vuqlkj le;&le; ij vukFkky; esa nku nsa
vkSj cPpksa ls feyus tk, rkfd mudk mRlkgoèkZu gksrk
jgsA
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fu"d"kZ %

Hkkjrh; laLdf̀r vkSj lekt dk eq[; mn~ns';
gksrk gS& lekt dks ,dlw= esa ckaèkdj j[kuk vkSj lekt
dks izlUu j[kukA vukFk cPps lekt dk ,d ,slk fgLlk
gSa ftUgsa bu nksuksa phtksa dh cgqr t#jr gSA og lekt
vkSj laLdf̀r nksuksa gh phtksa ls nwj gksrs gSaA mu cPpksa dks
Hkkjrh; laLdf̀r rFkk lekt dh tkudkjh nsus ds fy,
yksxksa dks muls feyuk gksxk] muds lkFk le; O;rhr
djuk gksxk] ftlls mUgsa ;g vglkl gks fd os blh lekt
dk fgLlk gSa vkSj Hkkjrh; laLdf̀r dks vkxs ysdj tkuk
mudk drZO; gSA bl dk;Z esa laxhr fo'ks"k Hkwfedk fuHkk
ldrk gS D;ksafd laxhr dk izHkko euq"; ds efLr"d ij
'kh?kz iM+rk gS vkSj laxhr lekt esa ,drk dh Hkkouk dks
Hkh iSnk djrk gSA

;g dgk tk ldrk gS fd Hkkjrh; laLdf̀r vkSj
lekt dk gh ,d vax vukFk cPps gSa vkSj buds rFkk
budh t#jrksa] budh 'kS{kf.kd O;oLFkkvksa ds ckjs esa
lkspus dk] rFkk budh enn djus dk drZO; lekt dk
gh gS ftls mUgsa fu"Bk vkSj lEeku ds lkFk fuHkkuk pkfg,A
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'kksèk mís';& ;g 'kksèk&ys[k ,d çk;ksfxd vè;;u
çLrqr djrk gS tks yksd laxhr ds fodflr ifjn'̀; ij
çdk'k Mkyrk gSA bldk eq[; mís'; ;g irk yxkuk gS
fd dSls ledkyhu laxhrdkj yksd lfgr fofHkUu çdkj
ds laxhr dks vius çn'kZu esa 'kkfey djrs gq, bls vke
turk ds lkeus çLrqr dj jgs gSaA ewy laxhr esa fd, x,
ifjorZuksa dh tkap dj vkSj bu ifjorZuksa ij turk dh
jk; dk vkdyu dj] bl ckr ij çdk'k Mkyuk gS fd
laxhrdkj fdl gn rd ikjaifjd laxhr vkSj bls çkIr
gksus okys cnykvksa dks la'kksfèkr dj uohurk dks Lohdkjrs
gSaA

vè;;u {ks= % ;g 'kksèk&ys[k egkjktk l;kthjko
foÜofo|ky; esa vk;ksftr ,d O;kid çk;ksfxd vè;;u
ds }kjk fu"d"kZ çLrqr djrk gSA vè;;u dk mís'; mu
Nk=ksa ls varnZ̀f"V ,d= djuk Fkk tks foÜofo|ky; esa

· 'kks/k Nk=] rcyk foHkkx] izn'kZu dyk ladk;] egkjktk l;kthjko fo'ofo|ky;] cM+kSnk
· · ekxZn'kZd] rcyk foHkkx] izn'kZu dyk ladk;] egkjktk l;kthjko fo'ofo|ky;] cM+kSnk

yksd laxhr % dy vkSj vkt
¼,d ç;ksxkRed vè;;u½

çks- xkSjkax Hkkolkj· · t;fni ydqe·

lkjka'k

yksd laxhr dks Hkkjrh; ijaijk ds ,d egÙoiw.kZ LraHk ds rkSj ij fo'ks"k igpku feyrh gSA
fofoèk çns'kksa esa fofoèk çdkj ds yksd laxhr dh egÙkk jgh gSA laxhr dh 'kkL=h; i)fr ls gV dj
tu&leqnk;ksa ds ekè;e ls mRiUu laxhr] vFkkZr~ yksd laxhr ds fodkl dks vkèkkj cuk bl 'kksèk&i=
dk lanHkZ lqfuf'pr fd;k x;k gSA dqN ç'u tSls Þyksd laxhr D;k gS\ vkSj fdl rjg blds cnyrs
Lo:i us Hkkjrh; laLd̀fr esa ;ksxnku fn;k gS\ ,oa D;k orZeku esa laxhr ds {ks= esa bldk dksÃ egÙo
gS\ß ds mÙkj bl i= ds ekè;e ls ikBd rd igqapkus dk ç;kl fd;k x;k gSA bl dk;Z dks djus
gsrq ,d lzksr ,d= djus ds fy, v‚uykbu baVjO;w ,oa ç'uksÙkjh dh lgk;rk ysdj 100 ds djhc
laxhr ls tqM+s O;fDr;ksa ls ckr dh xÃ gSA vr% blh vkèkkj ij ,d lw{e vè;;u ds :i esa çLrqr
'kksèk us orZeku esa gks jgs rduhdh cnykoksa ds }kjk yksd laxhr ij gksus okys cnykoksa dks le>us dk
ç;kl fd;k gSA bl 'kksèk&i= dh lhek ds :i esa ns[kk tk; rks lhfer le;&vofèk ds dkj.k lzksr
dk y?kqre mi;ksx fd;k x;k gS] Hkfo"; esa cM+s Lrj ij 'kksèk fd;k tkuk laHko gSA

eq[; fcUnq % yksd laxhr] vkèkqfudhdj.k] ewy laxhr] ;wt+u laxhr] uÃ ih<+h

'kks/k izfof/k % ç;ksx dh oSèkrk lqfuf'pr djus ds fy,] ,d xwxy Q+‚eZ dk mi;ksx fd;k x;k] ftlds ifj.kkeLo:i
Hkkjr&Hkj ds O;fä;ksa ls ,d uewuk vkdkj ,d= fd;k x;kA bl uewus ds vkèkkj ij 'kksèk&ç'uksa dks le>us
dk ç;kl fd;k x;k gSA lkFk gh] f}rh;d lzksrksa ds vè;;u ds vkèkkj ij ;g 'kks/k&i= rS;kj fd;k x;k gSA

fofHkUu dk;ZØeksa esa Hkkx ysus ds fy, fofHkUu çkarksa ls vk,
gSaA MsVk ,d= djus ds fy,] ,d xwxy (Google) Q‚eZ
dk mi;ksx fd;k x;k vkSj çfrHkkfx;ksa dks xqtjkr] fgekpy
çns'k] jktLFkku] egkjk"Vª] eè; çns'k] mÙkj çns'k] mÙkjk[kaM]
tEew&d'ehj] ef.kiqj] es?kky; vkSj vU; çeq[k {ks=ksa ds
yksd laxhr ds ckjs esa viuh jk; vkSj vuqHko lka>k djus
ds fy, dgk x;k FkkA vè;;u esa bu Nk=ksa ds chp yksd
laxhr ls lacafèkr fofoèk nf̀"Vdks.k vkSj çkFkfedrkvksa dk
irk yxkus dh dksf'k'k dh xÃA

Hkkjr esa yksd laxhr ds :i le)̀ vkSj fofoèk
gSa] tks iwjs Hkkjrh; ifjn'̀; esa ,d {ks= ls nwljs {ks= esa fHkUu
gSaA xzkeh.k vkSj 'kgjh Hkkjr nksuksa esa uÃ laxhr ç.kkfy;ksa
vkSj çkS|ksfxfd;ksa dk ç;ksx yksd laxhr ds çn'kZu] mn~Hko]
çHkkfor djus ds rjhds dks cny jgk gSA1 laxhr'kkL= esa
yksd laxhr ds ços'k us muds {ks=ksa dk lhekadu djuk
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okaNuh; cuk fn;k gS vkSj yksd thou esa gksus okys vla[;
ifjorZuksa ds lkj dks le>us ds fy, bls vkSj vfèkd
yphyk cuk fn;k gSA yksd èkquksa us vke rkSj ij dfo;ksa
vkSj Nanksa dks çHkkfor fd;k ftudk mi;ksx mUgksaus viuh
jpukvksa esa c[kwch fd;kA gkykWfd] laxhrKksa }kjk laxhr
:iksa ds ewY;kadu ds fy, èkquksa ds mi;ksx dks eq[;
ekunaM ugÈ ekuk tkrk gSA dfo vius&vius <ax ls
bldk ewY; vkadrs gSaA okLro esa] dfo;ksa ds xhrksa us ml
le; ds yksd vkSj vU; yksdfç; laxhr ds la;qä laxhr
dks c<+kok fn;kA bu xhrksa esa yksd ok|&;a=ksa dk Hkjiwj
ç;ksx fd;k x;k vkSj vifj"dr̀ èkqusa çnÆ'kr dh xb±A
vkèkqfud çkS|ksfxdhfon~ vkfne laxhr vkSj yksd laxhr
tSls fo"k;ksa esa #fp j[krs gSaA ;s nks ijLij tqM+s gq,
vuq'kklu dsoy nks Nksj gSa tks jpuk vkSj çn'kZu ds lacaèk
esa ,d&nwljs ds vuq:i çR;{k :i ls tqM+s ugÈ gSaA fofHkUu
çdkj ds yksd laxhr esa ,d:irk gS vkSj vktdy
rFkkdfFkr yksd foèkkvksa dh dqN oLrq,¡ ,d fo'ks"k çdkj
dh dyk ds :i esa vkdkj ysus yxrh gSaA ;g is'ksoj yksd
xk;dksa ds orZeku vè;;u ls Li"V gksxk tks vke rkSj ij
yksd laxhr dk çn'kZu vkSj lqèkkj djrs gSaA vkfne laxhr
foèkk,¡ vke rkSj ij ns'k ds fo'ks"k {ks=ksa esa fLFkr gSa] ftUgsa
iq#"kksa ,oa fL=;ksa ds dqN lewgksa }kjk lajf{kr fd;k tkrk
gS tks ,d lkFk jgrs gSa ysfdu lH; vkcknh ls nwj jgrs
gSaA2

Hkkjr dh laxhr&èkqu&ç.kkyh yksd xhrksa vkSj
vkfne laxhr ds dÃ oxks± esa xgjkÃ ls fufgr gS( fQj ls]
yksd laxhr vkfne :iksa vkSj fo'ks"kdj 'kkL=h; laxhr
vkSj Hkkjrh; laxhr dh jkx ç.kkyh ls vla;fer :i ls
tqM+k gqvk gS] ftlus lfn;ksa ls yksd laxhr dks çHkkfor
fd;k gSA ;g ns[kk x;k gS fd Hkkjr dh fofoèk tutkfr;ksa
ds laxhr ds iSekus dk Hkkjrh; laxhr ds ewy fl)karksa ds
ekè;e ls mfpr :i ls ikyu fd;k tk ldrk gS] D;ksafd
bl ns'k ds vkfne yksx] dqN tutkfr;ksa dks NksM+dj]
vHkh Hkh vius laxhr dh Hkkjrh; fo'ks"krk dks cuk, j[krs
gSaA muesa ls çR;sd lewg us dqN fof'k"V laxhr ç.kkyh
fodflr dh gS tks Hkkjrh; dkuksa ls ifjfpr gSA lp gS]
muds laxhr dh oSKkfud ljkguk iSekus dh le> vkSj
laxhr okD;ka'kksa ds iSVuZ ds çlkj ij fuHkZj djrh gSA
Hkkjrh; lekt esa fodflr laxhr&cksèk ls lacafèkr dÃ

vU; dkjd Hkh gSaA tutkfr;ksa vkSj yksd ds laxhr dks
le>us ds fy, fofHkUu ekuo tkfr;ksa ds Hkkjrh;
laxhr&fl)karksa ds vuqç;ksx dh vko';drk gksrh gS vkSj
çR;sd dh laxhr ç.kkyh dk çHkko nwljs ij iM+rk gS vkSj
jkx&ç.kkyh dk çHkko vifj"dr̀ vkfnoklh laxhr ij
iM+rk gSA laxhr dh èkqusa vkSj çeq[k Lojksa vkSj lsehVksu
¼v)Z Loj½ ds fofHkUu la;kstuksa ds lkFk eksuksVksfud
¼,djl½ iSekus dh fofoèkrk lkekftd yxko vkSj ekuoh;
Hkkoukvksa dh lqanjrk] vkokt vkSj lkfgR; ds ekè;e ls
QqlQqlkgV dh vfHkO;fä ds lkFk yksd laLd̀fr dh laiw.kZ
iks'kkd mRiUu djrh gSA laiw.kZ Hkkjrh; miegk}hih;
laxhr dh yksd&'kSyh dk iapdks.kh; iSekuk ;k rks caxky
ds ckmy ;k cukjl ds dtjkÃ ;k jktLFkku ds ekaM ;k
igkfM+;ksa dh igkM+h dh uSlfxZd lkSUn;Z vkfn ls
feyrk&tqyrk gSA lekt ds èkkÆed laxhr ls ysdj
[kq'kuqek laxhr tkfr] iaFk ;k tkrh;rk ls ijs yksxksa ds
chp lkekftd varjaxrk dk çrhd gSA3

bl 'kksèk&ys[k dk çkFkfed fo"k; yksd laxhr
ij vkèkqfudhdj.k ds çHkko ij dsafær gSA ledkyhu
lekt esa] ;g fuÆookn gS fd if'peh laxhr us fofHkUu
çdkj ds laxhr dks egRoiw.kZ :i ls çHkkfor fd;k gS]
ftlesa ÇgnqLrkuh 'kkL=h; laxhr] nf{k.k laxhr vkSj fo'ks"k
:i ls yksd laxhr 'kkfey gSaA blds vykok] ;qok ih<+h
bu vkèkqfud laxhr 'kSfy;ksa dks viukdj vkSj c<+kok nsdj
bl çHkko dks cuk, j[kus esa Hkwfedk fuHkkrh gSA gkykWfd]
;g è;ku nsus ;ksX; gS fd 'kksèkdrkZvksa us bl ekeys ij
oSdfYid nf̀"Vdks.k 'kkfey ugÈ fd;k gSA bl 'kksèk&ys[k
ds fy, ,d= dh xÃ çfrfØ;k,¡ eq[; :i ls 17 ls 35
o"kZ dh vk;q ds O;fä;ksa ls vkb±A fu"d"kks± ls irk pyk fd
vfèkdka'k çfrHkkfx;ksa us vkt ds laxhr ifjn'̀; esa yksd
laxhr ds vkèkqfudhdj.k ds çfr ,d fuf'pr Lrj dk
vkuan O;ä fd;kA fQj Hkh] mÙkjnkrkvksa dk ,d çfr'kr
,slk Hkh Fkk tks ekurs Fks fd gekjh laxhr fojklr dh
lef̀) dks lajf{kr djus ds fy, ewy yksd laxhr lquuk
tkjh j[kuk pkfg,A blds vfrfjä] dÃ O;fä;ksa us le;
ds lkFk ifjorZu dh vko';drk dks Lohdkj fd;k] ysfdu
;g lqfuf'pr djus ds egRo ij tksj fn;k fd ;g
ifjorZu gekjh lkaLd̀frd fojklr dh v[kaMrk ls le>kSrk
ugÈ djrk gSA
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¼'kksèkdrkZ us yksd laxhr ds ckjs esa rhu egRoiw.kZ

lokyksa ds tokc lk>k fd, gSaA ;s loky bl ckjs esa gSa fd
yksd laxhr dSls cny jgk gS%½

1- D;k vkidks orZeku yksd laxhr esa gks jgs
ifjorZu ilan gS\

bl loky ds çR;qÙkj esa 59-2 çfr'kr
¼77 çfrHkkfx;ksa½ dks dqN gn rd orZeku esa yksd laxhr
ij gks jgs cnyko ilan gS tc fd 27-7 çfr'kr
¼36 çfrHkkfx;ksa½ dks iw.kZ :i ls gks jgs cnyko ilan gS vkSj
dsoy 13-1 çfr'kr ¼17 çfrHkkfx;ksa½ dks yksd laxhr esa gks
jgs cnyko fcYdqy ugÈ ilan gSA blls ;g fu"d"kZ
fudyrk gS fd orZeku esa gks jgs cnyko ls vfèkdrj yksx
çHkkfor gSa vkSj os ;wt+u laxhr gh lquuk ilan djrs gSa vkSj
cgqr de yksxksa dks gks jgs cnyko ilan ugÈ gSA

2- D;k vkidks ewy yksd laxhr ilan gS ;k
¶;wtu yksd laxhr\

bl loky dk çR;qÙkj dgha&u&dgh Hkzkafriw.kZ
FkkA tgka vfèkdka'k 68-5 çfr'kr ¼89 çfrHkkfx;ksa½ us nksuksa
çdkj ds laxhr dks pquk Fkk ogha dsoy 3-8 çfr'kr ¼5
çfrHkkfx;ksa½ dks dsoy ¶;wt+u laxhr lquuk ilan gS vkSj
27-7 çfr'kr ¼36 çfrHkkfx;ksa½ dks dsoy ewy yksd laxhr
lquuk ilan gSA ;gk¡ fu"d"kZ fudyrk gS fd Jksrkx.k ewy
yksd laxhr dh xfjek cuk, j[k] mlesa gks jgs ifjorZu
dk vkuUnnk;h Lokxr djrs gaSA

3- D;k vkids fglkc ls yksd laxhr ;k fdlh Hkh
çdkj ds laxhr esa cnyko vkus pkfg,\

bl ç'u ds mÙkj esa] 55-4 çfr'kr ¼72 çfrHkkfx;ksa½
dks laxhr esa vk jgs cnyko ilan gSa tcfd 26-9 çfr'kr
¼35 çfrHkkfx;ksa½ dks vk jgs cnyko fcYdqy ilan ugÈ vkSj
17-7 çfr'kr ¼23 çfrHkkfx;ksa½ ewy yksd laxhr esa gksus
okys ifjorZuksa dk lg"kZ Lokxr djrs gSaA

dqN çfrHkkfx;ksa us bl fo"k; ds lanHkZ esa vius
fopkj j[ks tks 'kksèkkFkÊ dks yxrk gS fd lHkh rd igqapuk
pkfg,] dqN bl çdkj gSa %

1 yksd laxhr ewykèkkj gSA og gS rks vkt dk iwjk
ÇgnqLrkuh laxhr gS vkSj ge vxj vius ewykèkkj ls
tqM+s ugh jgsaxs rks ml gn esa ,slk cnyko vk,xk fd
ewy df̀r ;k çdkjksa dk vfLrRo èkqaèkyk gksrk tk,xk]
cnyko vkodk;Z t:j gS ysfdu tks ewy gS og
;Fkkor~ gksuk vko';d gS vkSj ogh gekjh igpku gSA

2 "It would be nice to make some
arrangements where one can respect the
foundation elements of folk music despite of
adding some flavours of technological
advancements to it."

3 "However, with the passage of time,
entertainment and the needs of the human
mind have changed somewhat. Here a lot
depends on the preferences of each person,
that is, some people like original folk music
and some people like to see new things. It
depends on one's taste. But in my opinion,
the two are related."

4 gekjk yksd laxhr dsoy laxhr&lekt rd lhfer
u jgsA tu&lkèkkj.k rd vkfèkdkfèkd çpfyr gksA
blfy, blds ewy Lo:i ds lkSan;Z dks latksrs gq,
tks ifjorZu dj ldsa] mUgsa djuk pkfg,A

5 le; ds lkFk dqN cnyko vko';d gksrs gSaA tks ewy
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rÙo vkSj mldh jpukvksa dks u"V u dj dqN NksVs
ijUrq vkd"kZd cnyko ls vktdy dh ih<+h gekjs
ijaijkxr yksd laxhr dk ykHk ys ldsxh vkSj gekjs
laLdf̀r ds ewy rRo gekjh yksd dykvksa dk foLrkj
foÜo Qyd ij gksxkA

fu"d"kZ %

^yksd laxhr % dy vkSj vkt* dks ,d 'kksèk
vkys[k ds :i esa çLrqr fd;k x;k gSA ,d çk;ksfxd
vè;;u ds ifj.kkeksa ds vkèkkj ij] ;g fu"d"kZ fudkyk
x;k gS fd tSls le; ds lkFk nqfu;k cnyrh gS] oSls gh
laxhr ds Lo#i esa Hkh cnyko vk, gSaA ;fn ge orZeku
laxhr&çòfÙk ds ckjs esa ckr dj jgs gSa] rks gesa blls cpuk
pkfg, vkSj blds ewyHkwr ?kVdksa dks lajf{kr djrs gq,
ledkyhu laxhr dks 'kkfey dj yksd laxhr dks ,d
u;k :i nsuk pkfg,A ewy yksd laxhr dk lkSan;Z vkSj
ekèkq;Z cpk jgs vkSj mls dksÃ uqdlku u igqapsA vkèkqfud

Lo:i ,slk u gks fd mldh fojklr u"V gks tk;A vxj
ml gn rd cnyko gks rks ge iqjkus yksd laxhr dks vkt
ds lekt esa vklkuh ls lcds lkeus yk ldrs gSaA lks'ky
ehfM;k] ;wVîwc vkSj vU; IysVQkeks± ds ekè;e ls] çkS|ksfxdh
vkt yksd laxhr dh yksdfç;rk esa cgqr ;ksxnku nsrh gSA
;qok ih<+h dks vius ikjaifjd yksd laxhr ds ckjs esa
fl[kk;k tk ldrk gS] rkfd os Hkkjr dh bl vewrZ
lkaLdf̀rd fojklr ds ewY; vkSj laink dks le> ldsaA

lanHkZ lwph %

1- dqekj] usgk] pkSgku] xksiky vkSj ifj[k] riu] Folk music
goes digital in India (Proceeding of the SIGCHI
conference on Human Factors in Computing Systems),
Association for Computing Machinery, New York,
NY-USA, 2011] i-̀ 1423

2- ljxe] dqekj] Folk Music and Indian Musicology (Swar
Sindhu, Vol. 09)] 2021]i-̀ 121] 122

3- ogh] i-̀ 123]124
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çLrkouk

ekuo&thou ds fodkl esa yksd laxhr dk
LFkku vkjaHk ls gh egRoiw.kZ jgk gS] çkjafHkd voLFkk esa
ekuo viuh HkkokfHkO;fä Hkk"kk ds vHkko ls gko&Hkko esa
rFkk rRi'pkr~ Øe'k% uR̀;] miyCèk ou lkfgR; ls fufeZr
oknu rFkk ckn esa v] vk] Å] ,] ,s] vks] gqa] gks] vjs ,sls
'kCnksa }kjk çdV djrk Fkk vkSj viuh Hkkoukvksa dk laokn
bl ekè;e ls djrk FkkA esy?kkV ;g ioZrh; rFkk
vkfnoklh cgqy {ks= gS ftudh Lora= cksyh&Hkk"kk] Lora=
yksd laLd̀fr vkSj Lora= yksd laxhr gSA Hkkjr ds egkjk"Vª
jkT; eas vejkorh ftyk ds mÙkj {ks= esa lriqMk igkMksa
dh dbZ ioZr&J̀a[kyk,¡ gksdj mlh ds mÙkj fn'kk eas eè;çns'k
jkT; gSA ;gk¡ fLFkr fp[kynjk rFkk èkkj.kh rkyqdk ds
Mksaxjky {ks= dks ̂ esy?kkV^ uke ls tkuk tkrk gSA1 vkSj]
**yksdkaps yksdkauh dsysys] yksdkalkBh fufeZysys o yksdkauhp

· laxhr foHkkx çeq[k] Lo-N-eq- d<h dyk egkfo|ky;] vpyiqj dWEi] ijrokM+k] vejkorh] egkjk"Vª

yksd laxhr dk uanuou ^esy?kkV*

M‚- lfjrk latho baxys·
lkjka'k

^esy?kkV* vHk;kj.; rFkk O;k?kz çdYi gS] blh {ks= esa] taxy] ?kkVh] igkMksa esa dqN
tu&tkfr;k¡ gSaA bu tu&tkfr;ksa dh yksdlaLd̀fr rFkk vuq:i yksdlaxhr cgqr foLrr̀ gksus ds dkj.k
foLrkfjr gksus ds Hk; ls buesa ls dqN tu&tkfr;ksa ds yksdlaxhr dk bl 'kksèk&fucaèk esa mYys[k fd;k
tk jgk gSaA euq"; dk thou çd̀fr ij fuHkZj gSA ty] ok;q] tho] ouLifr vkSj çkd̀frd lalkèkuksa esa
Hkh thou&'kfä dk vglkl gksrk gSA yksxksa dk Hkw&ekrk ds lkFk Lusg dk lw= Lo;a caèkk gqvk gSA ^ìFoh
esjh eka gS vkSj eSa mldk iq= gwâ  ;g lkekU; vuqHkwfr ugha gSA Hkwfe ds lkFk tqM+us ij euq"; dk ioZrksa]
ouksa] ufn;ksa] i'kq&if{k;ksa ls tqM+uk LokHkkfod gSA esy?kkV dks fonHkZ dk uanuou blfy, dgk x;k gS
fd ;gk¡ dk HkkSxksfyd] lkekftd rFkk lkaLd̀frd n'kZu le)̀ ,oa Lo;a LQwrZ gSA ;gka ds taxy&oSHko
esa ou vkS"kfèk] çk.kh&iqjkrRo n'kZu] fulxZ ¼izd̀fr½ lkSan;Z ls Hkjh mudh Lo;afufeZfr dh yksd laLd̀fr
vkSj yksd laxhr viuh laiUurk dh ,d vyx igpku fn[kkrh gSA ;gka vusd tu&tkfr;ka fuokl
djrh gSa] tSls& dksjdw] xksaM] xoyh] cybZ] fHkykyk] fugky] clksM+] eksafx;k vkSj vU;A

gekjs ns'k esa dbZ yksd èkqusa gSa] gj ,d çkar dh viuh&viuh yksd laLd̀fr ds vuq:i yksd
èkqus gSaA ns'k esa gh ugha] vfirq fo'o esa yksd èkquksa dk esy gS] os ,d&nwljs ls feyrh&tqyrh gSa] tSls&
eSfDldu dh èkqu rfeyukMq ds yksdxhrksa ls feyrh gSA t‚ftZ;u èkqusa egkjk"Vª dh yksdèkquksa ls
feyrh&tqyrh gSaA esy?kkV dh tu&tkfr;ksa dh cgqr&lh èkqusa ,d&nwljs ls esy [kkrh gqbZ utj vkrh
gSaA yksd laxhr bu lc dh lgtrkiwoZd] vkLFkknk;d fufeZfr gSA

cht 'kCn % esy?kkV] yksdlaLd̀fr] yksdlaxhr] dksjdw] xksaM] fHkykyk

izfofèk % f}rh;d ekè;e

,df=r Lo;aLQwrZ yksdHkk’ksr jpysys rs yksdxhr gks;
vkf.k ljG lqyHk lgtrsus xk;ysys rs yksdlaxhr gks; A**
¼yksxksa ds }kjk yksxks ds fy;s yksdHkk"kk esa ljy] lqyHk
lgt fufeZr xhr yksdxhr gSa vkSj mlss gh lgtrkiwoZd
xkuk&ctkuk yksdlaxhr gS½2MkW vYdk dk dFku gS&
^^vknhoklh xhrkaps fulxZ gsp [kkl vkoMhps {ks= vlwu
fulxkZP;k O;kid {ks=kpk eksB;k izek.kkr lacèk vkysyk
fnlrks gh xhrs tkLrhr tkLr fulxkZ'kh lacafèkr vkgs
ekuoh nsg o laLdkj u'oj vlwu vafre lq[k ijes'oj
HkDrheqGsp] vlkn<̀ fo'okl ek.klkyk ek.kwl letwu
ekuoh Hkkoukapk fopkj djqu gs ukrs d̀<>kys**3 ¼vkfnokfl;ksa
ds fnyksa&fnekx esa fulxZ ¼izdf̀r½ gh lcdqN gS vkSj os
ekuoh Hkkoukvksa dh dnz djrs gSa½ rks] vkt ge bl
esy?kkV ds yksd laxhr dh ppkZ djrs le; dksjdw] xksaM]
fHkykyk bu tu&tkfr;ksa ds yksd laxhr dk vè;;u dj
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jgs gSaA esy?kkV dk yksd laxhr vcksèk] ifjJe ls Hkjk gqvk]
ljy] ifo=] eklwe] vuq'kklufiz; rFkk izkdf̀rd gSA
lkaxhfrd nf̀"V ls fopkj fd;k tk; rks ;s vHkh dh
ikjaifjd jpukvksa ds jkxksa ls esy ugha [kkrs gSaA yksd
laxhr dh jpuk,a rhu] pkj] Ng] lkr Lojksa ij vfèkdrj
fn[krh gSaA esy?kkV ds lHkh xhrksa dh èkqusa NksVh&NksVh gSa
vkSj èkquks esa ,dlekurk vfèkdrj fn[kkbZ nsrh gSA bu
lHkh ckrksa è;ku esa j[krs gq, ge bu tu&tkfr;ksa dh
lkaxhfrd jpukvksa dk mYys[k fuEur;k fd;k tk jgk gSaA
loZizFke ge ̂dksjdw* 'kCn dk vFkZ ns[ksaxs&dksjdw esa dksj
vFkkZr~ euq"; vkSj dw vFkkZr~ lewg rks dksjdw eryc euq";ksa
dk lewgA MkW nsoxkodj dgrs gSa **dksjks Eg.kts jLrk
vkf.k dw Eg.kts euq";**4 ¼vFkkZr~ jkLrs ij pyrk gqvk

euq"; gh dksjdw gS½A

yksd xhr %

**yksdxhrksa dk fo"k; ioZ] mRlo] R;kSgkj bR;kfn
gS A muesa yksd ds thou dk fp+=.k gS A yksdxhrkas dh
Lojkofy esa tfVyrk ugha gksrh vkSj mudh Vsj dk
vuqdj.k lqdj gS **5 yksdxhrksa ds lacèk eas MkW eksLrQk
tehu vCCkklh dgrs gSa** tks xhr yksd esa gj dksbZ xkrk
gS] ftl xhr dk dksbZ fuf'pr fyf[kr :i ugha gksrk gS]
ftl xhr ds ys[kd ;k xk;d dk fuf'pr ifjp; u gks]
tks flQZ fpRr dks vkuan nsus ds fy;s xk;k tkrk gks]
ftldh xk;dh esa Lo;a laiw.kZ Hkkoe; :i gks] ogh yksdxhr
gSA**6

l  dksjdw yksdxhrksa dh lkaxhfrd jpuk,¡

1½ pkpjh fljhat

1 2 3 4 5 6 1 2 3 4 5 6

èk èk èk lka lka & jsa xa jsa lka èk &

lk xk uh >k jk · ik gk Mk Mks · ·

èk èk & lka lka & jsa xa jsa jsa lka &

lk xk · >k jk · Ikk gk · Mk Vs ·

lka lka lka jslka & èk

cks pks xs js · ·

bl cafn'k esa pkj 'kq) Lojksa dk ç;ksx gqvk gS] tSls èk lka jsa xa jsalka] jsa xa jsa lka èk] jsa xa jsa lka lka vkSj blesa
U;kl Loj èk lk ;g ekudj ge bls Hkwikyh jkx dk ntkZ ns ldrs gSaA rky dh nf̀"V ls ;g jpuk nknjk rky ds frL=
vax ls nzqr y;;qä izrhr gksrh gSA bl jpuk dks xkrs gq, rky ds lkFk gkFk dh rkyh y; esa ctkdj ùR; fd;k tkrk
gSA bldh igyh iafä esa èk èk èk vFkok jsa xa jsa ;g ^,diV* rks lka lka] lka èk ;g ^fueiV* y;dkjh fey tkrh gSA

1 2 3 4 5 6 1 2 3 4 5 6
ejs js e e e & js lk & lk & &

Hkq jh uh m jk · tks xks · uh · ·

lk lk & lklk lk & e js e js lk &

dk uk · cku dks · Hkks · · jh uk ·

lk lk & & &

jks ;s · · ·

x 0 x 0
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;g cafn'k rhu Lojksa ij fuHkZj gS] blfy, bls fdlh jkx esa cSBk ikuk eqf'dy gS fdarq jse] ejs vkSj lke bu

Loj laxfr;ksa ds lkFk fj"kHk dks eè;e dk d.k Loj yxkus ls ejs dh Loj laxfr eYgkj jkx ds leku yxus yxrs
gSaA ;g 'kkL= nf̀"Vdks.k gS] ijarq okLro esa ;g jpuk LokHkkfod] lgtrk dk izrhd gSA

2½ èkkaMsy fljhat

1 2 3 4 5 6 1 2 3 4 5 6

lka jsa & jsa jsa jsa jsa xa jsa lka lka &

uk ek · ;k ek tk x jks · yh Mks ·

lka jsa & jsa jsa lka lka lka & èk & &

fHk Y;k · ;k ek tk xq jw · · · ·

x 0 x 0

bl cafn'k eas dsoy pkj Lojksa dk ç;ksx çrhr gks jgk gS] tSls& lka jsa jsa] xa jsa lka lka] lka jsa jsa lka èk] xa jsa
lka èk ;g Lojkèkkj gSA blesa laiw.kZr% dksbZ jkx u gksdj èk lka Lojlaxfr vkSj "kM~t rFkk èkSor ij U;kl gesa Hkwikyh n'kkZrk
gSA

3½ [kEck fljhat @ lqeju @ jklxhr

esy?kkV ds yksdxhrksa esa ikjaifjdrk ls vyx lkSan;kZuqHkwfr dh jpuk,¡ gSaA ;s dHkh 'kkar&xaHkhj rks dHkh papy]
piy] rjy] ykSfdd gksrh gSaA

1 2 3 4 5 6 1 2 3 4 5 6

i èkèk fuèk i &e e x x x jsx js lk

lq ejks ·· js ·e gk jk ts x tk· ua n

lk lkjs x jsx &js lk js ee &

lq ejks · js· ·e gk jk ·ts ·

x 0 x 0

varjk

i èk lka lka lkafu fuèk  èki  i & èk i e x js js x & jslk lk & &

dks u r jh ek· rk·  u· dks · u r jh ih · · · · rk gS · ·

lk lk lk js lk js   lk fu+ fu+ js js js e & x js js x & jslk lk & &

dks u r jh ek · rk · u dks u r jh · fi · · · ·  rk  gS · ·

i  i i  èkèk èk  ii  &e  e  x x x  jsx  js lk

v js fd u?k  js yh;s  ·v  o rk js  x tk· ua  n

bl cafn'k esa laiw.kZ lkr Lojksa dk ç;ksx fd;k x;k gSA LFkk;h rky;qä rFkk varjk rkyeqä gSA varjk ds 'kq:
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esa i èk lka fu èk i] èk i e x] js x js lk ;g [kekt vax n'kkZrk gS rks ièk lkafu èk i] lkjs e x rFkk fu jsex ;g
Loj lewg f>a>ksVh jkx n'kkZrk gSA rkyksa esa nknjk dsoy LFkkbZ esa fcBk ik, gSa D;ksafd ;s yksd xhr jpuk,a 'kkL=h; vax
ls ugha vfirq mudh ljy Hkkoukvksa dh jpuk,a gSaA blesa ,d iV] nqIiV] fueiV y;&lkSan;Z Hkh >ydrk gSA

4½ Qxok fljhat

lk lk i i ee & x js e x jslk &

cs pks rq Egk ·jk · Nks Vh c g udks ·

xjs js lk js ee & x xjs lk lk & &

ns vks g ek ·jk · Q xok · tk · ·

lk jse e ie e e x jse x js lklk &

Hk yk· ls nso HkS ;k cq jk· ls ns ·vks ·

xjs js lk js ee & x xjs lk lk & &

ns vks g ek ·jk · Q xok · tk · ·

bl cafn'k dks ge 'kkL= ds vuqlkj ,drky esa rkyc) dj ldrs gSaA blesa lHkh Loj 'kq) gksus ds dkj.k
ge bls fcykoy dk çdkj dgsaxsA lka i vkSj js e Loj&laxfr;ksa ds lkFk lk lk] js js] x x] e e] i i] exjslk] xjsex]
xxjslk] eie] jsex bu vyadkfjd Loj&lewgksa }kjk vlhfer Loj&lqanjrk dk fuekZ.k gqvk gSA blesa vfèkdrj
NksVs&NksVs rky vFkkZr~ ,drky dh txg nknjk gh ctkrs gSaA ;g xhr çdkj esy?kkV esa cgqr vfèkd çpfyr gksus ds
dkj.k ;gka dh lHkh tu&tkfr;ka ;g xhr xkdj Qxok ekaxrs gSa vkSj bls bZ'oj&Hkfä gh le>rs gSaA

l  xksaM yksdxhrksa dh lkaxhfrd jpuk,a

¼ikVk vFkkZr~ xhr çdkj½

xksaM tu&tkfr bu xhrksa ds }kjk yksd tkx̀fr] lekt çxfr] bZ'oj vkjkèkuk djrs gSaA ̂xksaM* 'kCn rsyqxw Hkk"kk
ds ̂dks.M* 'kCn ls vk;k gSA ̂ dks.Mk* dk vFkZ ̂ igkM+h* gksrk gSA7

1½ QxukbZ ikVk

¼Qkxqu ds le; xk, tkus okys xhr½

1 2 3 4 5 6 1 2 3 4 5 6

js &ie & x &js js lk fu+ js js jsjs lk

fy ·yks · tk ·Vk uk ;s jks l t uck bZ

js ie & x &js lk lk lk & & & &

fy ·yks · tk ·Vk uk ;s jks · · · ·

x 0 x 0
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jsexjs] lkfu+jslk bl Loj rRo ls ;g [kekt FkkV dh jpuk dgh tk ldrh gSA ,sls iape ds oSf'k"V~;iw.kZ

yxko ls blesa Loj&lkSan;Z çkIr gqvkA ;g jpuk nknjk rky ls gksdj vusd foèk y;dkjh n'kkZrh gSA

2½ xksnuh osluk ikVk

lka jsaa jsalka fulka   fuèk     ilka lk fu

m Bks oks jr   uk;     c· gw ·

lka jsaa jsalka fulka   fuèk     e&èki i &

m Bks oks jr   uk;     c··· gw ·

i e js js   i     i & fu

fn ok uk ck   ys     oks · ·

fu fu fuèk ièk   ie     ei i

m Bks oks· jr   uk;     c· gw

i e jse e   e

fn ok uk· ck   ys

bl jpuk ds Loj Hkheiyklh jkx dks n'kkZrs gSaA gj ,d ykbu esa rky&jatdrk fHkUu&fHkUu gSA dkO;kFkZ ns[kk
tk; rks blesa jkr ds le; lkl vkSj cgw dk laokn gS] ;gk¡ lkl vius cgw dks uhan ls mBkdj fn;k tykus dh ckr
dj jgh gSA

3½ eaMk ikVk

è+k lk jse e ie i èk ii èk e e & js &

fd fu js· ck cwy es js eaM ok cq yk · oks ·

ie i èki ex jsx èki ex jsjs x jslk lk & lk &

fd· fu js· ck· cwy es js· eaM ok cq yk · oks ·

 

 

 

  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

;g jpuk ok|jfgr gS] rkyjfgr gSA blfy,
rtZ dh dksbZ vkifÙk u gksdj bls xk;k tkrk gS] è+k lk x
i xk;s rks Hkwikyh jkx izrhr gksrk gS] oSls ;g nqxkZ jkx ds
Lojksa ij Hkh vkèkkfjr gS] tSls è+k lk js e] jsei( rFkk
èkiexjs] jsxiexjs HkhA

;gk¡ vjch jkx ds Loj Hkh blesa Nydrs gSa ijarq
fQj Hkh dgsaxs fd ;s rks jkx&vufHkK yksxksa dh LokHkkfod
jpuk gS vkSj ;gk¡ Loj lqanj Hkkoukvksa ls Hkjk iM+k gSA bu
taxyksa esa lkx vkSj lkybZ ds >kM+ gSa] ftuds ydM+h ds
iÙkksa ls gjk eaMi rS;kj dj ml ij tkequ rFkk xwyj ds

iÙkksa dh Nk¡o nqYgu ds ?kj ds vkaxu esa j[kdj ,slh lq[k]
'kkafr nqYgu ds thou esa vk;s] ,slk vk'khokZn jpukvksa }kjk
nsrs gSaA buds vè;;u }kjk dgsaxs fd T;knkrj jpukvksa
esa 'kq) Loj rFkk Hkwikyh] nqxkZ] [kekt vkfn jkxksa dk
Loj&pyu vkSj rkyksa esa nknjk rky dk pyu nf̀"Vxkspj
gksrk gSA buesa Dofpr gh :id] i'rks vkfn rkyksa dh y;
ctkrs gSaA bu fofHkUu Loj&ok|ksa }kjk gqadkj ;k dksbZ [kkl
'kCn xkrs gq;s lkFk esa y;&lkSan;Z] rky&lkSan;Z rFkk
muds vuq:i uR̀;ksa dh fFkjduksa }kjk xksaM&yksd&laxhr
dks bUgksaus vej] vlhfer rFkk lkSan;Ziw.kZ cuk fn;k gSA
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l  ^fHkykyk* yksdxhrksa dh lkaxhfrd jpuk,a

^fHkykyk* vFkkZr~ Hkhy tkfrA ^fHky& 'kCn dh
mRifÙk æfoM+ Hkk"kk ds ̂ fcy^ ls gqbZ ftldk vFkZ ̂ èkuq"k^ gS
vkSj  èkuq"k pykus okyk Hkhy ̂ fHkykyk* gSA8 fHky tutkfr
gS rFkk ̂ vkyk* 'kCn dk vFkZ ̂ ftlds vPNs xq.k gksâ A ;g
laiw.kZ 'kCn ̂ fHkykyk* gks tkrk gSA

1½ [kEck xhr

esy?kkV ds fHkykyksa dks fgeky;] es?kky; Kkr
gS] ,slk bu dkO; ls çrhr gksrk gSA bu vkfnokfl;ksa dks
LoPNrk dk cgqr egRo gksdj gj ?kj esa LoPNky; rFkk
gj ifjlj LoPNrk ls Hkjk gqvk pkfg, vFkkZr~ laiw.kZ Hkkjr
dks ;s LoPN] fujksxh] fujke; cukus dk lans'k vius
yksdlaxhr }kjk nsrs gSaA xhrksa esa lkrksa Lojksa dk ç;ksx dj
dksey fu"kkn fn[kk;k x;k gSA dHkh nqxkZ] dHkh ns'k] dHkh
[kekt jkx ç;qä gksrk gS vkSj nknjk rky dk ç;kstu dj
fofHkUu y;dkfj;ksa ls jpuk dks ltk;k x;k gSA bl
çdkj] budh fofHkUu çklafxd jpuk,a rhu Lojksa ls ysdj
lkr Lojksa rd fuc) gaSA

xk;u&oknu&uR̀; dh bl J̀a[kyk esa vc oknu
ds lacaèk esa Hkh cgqr dqN budh ewyfufeZfr gS] tSls&ufn;ksa
dh [ku[ku] iÙkksa dh lulu] iafN;ksa dh pg&pg] gok ls
lqj vkSj cgqr dqN izdf̀r ls gh cuk;k gS] tSls >kM+ dh
ydfM+;ksa ls ckalqjh] feêh ls eVdk vkSj ml ij tkuojksa
dh [kky ckaèkdj <ksy] <ksyd] eǹax vkfn ok|ksa dk
fuekZ.k mUgksaus vius fudV ls gh ysdj fd;k gS] ;s ewy
dykdkj] dkjkxhj] yksd laxhrdkj gSaA ̂ ^yksd laxhr dk
NUn ;|fi laf{kIr gksrk gS] ijUrq Hkko ds vuqdwy gksus ls
og eu&efLr"d ij iwjk izHkko Mkyrk gSA Hkkoksa dh
lukrurk ds dkj.k yksd laxhr dHkh iqjkuk ugha iM+rk]
og lnkcgkj gSA**9 bldk bUgsa u dksbZ çek.k&i= pkfg,
vkSj u dksbZ ped&èkedA ̂ ^yksd laxhr ds lHkh ok|;a=
gekjh ,slh èkjksgj gSa ftuesa lekt dh Hkkouk,¡ vfHkO;ä
gksrh gSa A g"kZ&'kksd&jkx&fojkx lHkh dh lgt vfHkO;atuk
yksd&ok|ksa ds ekè;e ls lQyrkiwoZd gksrh gSA**10

ok|&oknu ds lUnHkZ esa yksd ok|ksa ds rjQ nf̀"V Mkyrs
gSa&

yksdok|

l  dksjdw yksdok|

blesa <ksy] <ksyd] fVedh] eǹax] Me#] ckalqjh]
>ka>] BkiVh] ?kqax:] ?kqaxjiêk] ydM+h MaMk] gksj;kj] gkFk
dh rkyh vkSj vU; dbZ uSlfxZd phtsa lfEefyr gSaA

1½ <ksy vkSj <ksyd

;g esy?kkV ds çeq[k rFkk fç; ok| gSA dksjdw
tu&tkfr esa lqlwu] xknqyh] f'knksyh] FkkVîk bu ùR;ksa ds
lkFk MaMk] QxukbZ] >keVk] tsjh xhr xkrs gq, <ksy&<ksyd
ctkrs gSaA ;g ok| vke] lkxoku] 'khle dh >kM+ ls xksy
vkdkj esa dkV dj tkuojksa ¼cSy] cdjk½ dh ml ij [kky
ckaèkrs gSA <ksy dks ,d vksj ydM+h ls ctkdj nwljh vksj
gkFk ls gh ctkrs gSa] bl ydM+h dks ̂VkMk^ dgrs gSaA <ksyd
dks ek= dsoy gkFk ls ctk;k tkrk gSA

2½ fVedh

feêh ds eVds ij tkuojksa dh [kky ckaèkdj mls
dej esa ckaèkrs gq, ;k fQj uhps tehu ij cSBdj ctk;k
tkrk gSA bldh vkokt cgqr gh eèkqj] vkd"kZd vkSj
vkuannk;h gksrh gSA

3½ <ksy

<ksy ds leku gh bldh cukoV gksrh gS rFkk
yksd Hktuksa esa vfèkdrj ctk, tkrs gSaA

4½ Me#

vkè;kRe] Hkfä jl&iw.kZ ;g ok| bZ'oj J)k]
Hkkoukvksa ds lkFk ctkrs gSaA

5½ ckalqjh @ ikoh @ ikok

;g esy?kkV dh lHkh tu&tkfr;ksa dk vR;ar
egRoiw.kZ ok| gSA ck¡l ls ckalqjh dk fuekZ.k dj bls lqlwu]
xknqyh rFkk ,slh vusd ùR; foèkkvksa ds lkFk ctk;k tkrk
gSA

6½ >ka>

vkjaHk esa iRFkjksa ij iRFkj ekjdj ;k nkus okyh
taxyh QYyh ds chtksa dks >u>ukrs gq, yksdlaxhr ds
>ka> dh dYiuk fufeZfr dh xbZ gSA orZeku dky esa ihry
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dh nks NksVh&NksVh pdfr;ksa dks ,d&nwljs ij çgkj djrs
gq, bl >ka> èkqu dk fuekZ.k dj uknksRifÙk djrs gSaA

7½ BkiVh

bl ok| dk ç;ksx dksjdw tu&tkfr ds vykok
;gk¡ dh dksbZ Hkh tutkfr ugha djrh gSA bls efgyk,¡ gkFk
ds vaxwBs esa rFkk vaxqfy;ksa esa igudj fpifM;ksa dh Hkk¡fr
ctkrh gSaA pkj ls ikap bap pkSjl ydM+h dh nks ifê;ksa
ds chp Nsn dj Åijh fgLls esa ?kq¡?k: ckaèkdj fpiM+h ok|
ds leku eqB~Bh ckaèkuk&NksM+uk fØ;k blesa gksrh gSA

8½ ?kqax: @ ?kqaxjiêk

dksjdw yksdlaxhr esa nso dwnuk] nso&iwtk rFkk
f'knksyh bu R;ksagkjksa ds le; iSjksa esa ?kqa?k: ckaèkdj uR̀;
djrs gq;s rFkk xkrs gq;s bZ'oj&vkjkèkuk dh tkrh gSA bl
le; uk;y‚u Mksjh dk iêk rS;kj dj mlesa ?kqa?k:
fijksdj ̂?kqaxjiêk* rS;kj fd;k tkrk gS vkSj mldk ç;ksx
fd;k tkrk gSaA

9½ ydM+h MaMk

,d ls Ms<+ QwV yackbZ dh nks vyx&vyx
ydM+h ysdj ,d&nwljs ij vk?kkr djrs gq, rky&ok|
dh Hkkafr bls ctkrs gq, uR̀; djrs gSaA

10½ gkFk dh rkyh

gkFkksa ls vR;ar dq'kyrkiwoZd rkyh nsrs gq, xhrksa
dks y;&rky esa fijksdj nsodqnh ùR;xhr] f'knksyh] xksXxyh]
pkpjh uR̀;ksa esa mldk varHkkZo djrs gSaA

l  xksaM yksd ok|

<ksy] <ksyd] fVedh] ckljh] >kat] ?kqax:] ydMh
MaMk ;g lkèkkj.kr% dksjdw tuktkfr ds lekarj xksaM
tu&tkfr esa Hkh gSA dqN fo'ks"k ok| %

1½ dksj

buesa ;g vR;ar egRoiw.kZ ok| ekuk tkrk gSA
dksj vFkkZr~ ;g HkSal dk Nsnokyk flax gS] esy?kkV esa bls
^flaxh^ dgrs gSa ijarq xksaM bls ̂dksj^ dgrs gSaA ;g nks QqV
yack gksrk gSA blesa Qwad ekjdj ukn fuekZ.k fd;k tkrk
gSA uR̀; ds chp&chp esa 'ka[k ds leku ;g vR;Yi ctk,
tkus okyk ok| gSA

2½ <iGk

<iGk vFkkZr~ MQA xksykdkj ydM+h ds fjax ij
tkuojksa dh [kky ¼,dne iryh½ rkudj yxkbZ tkrh gSA
;g xksykdkj cM+s vkdkj esa gksrk gSA

l  fHkykyk yksd ok|

1½ <ksy

fHkykyk ds yksd laxhr esa fo'kkydk; <ksy
ctk;k tkrk gSA ;g ,d ehVj xksykdkj gksrk gSA LFkkuh;
taxyksa ds fo'kkydk; >kM+ dks dkVdj cuk;k tkrk gSA
mldh pkj&ik¡p QwV yach ik;yh cukrs gSa vkSj ml ij
cSy ;k HkSal dh [kky p<+kdj Mksj ls [khaprs gSaA fHkykyk
iq#"k bls xys esa Vkaxdj nkfgus gkFk ls ydM+h dh
lgk;rk ls ctkrs gSa rFkk ck;ha vksj gkFk ls gh ctkrs gSaA
bl ydM+h dks fHkykyk ̂ vk;Vîk^ ;k ̂vkVîk^ dgrs gSaA
<ksy dks bZ'oj Lo:i ekuus dh otg ls ctkus ds igys
og bldh iwtk djrs gSaA

2½ dqaMh

fVedh dks gh fHkykyk ̂dqaMh^ dgrs gSaA

3½ rybZ

rkack] ihry] dkaL;] v"Vèkkrq dh Fkkyh dks
^rybẐ  dgk tkrk gSA ;g fHkykyk dk egRoiw.kZ ok| ekuk
tkrk gSA

4½ ckaljh rFkk ?kqaxjiêk

;g ok| dksjdw ok| ds leku gh gSA

5½ <k¡d

Me# dh rjg jgusokyk esy?kkV ls yqIr gksrk
;g ok| vfr çkphu gS] ijarq fHkykyk bldk çpyu vHkh
Hkh djrs gSaA bldh xksykbZ rFkk yackbZ Me: ls vfèkd
gksrh gSA vkB ls nl bap yack <k¡d dks esy?kkV taxy ds
lkx] fctk] fljl] flle dh ò{k ls dkVdj ydM+h dks
vkdkj nsrs gq, ik;yh ds leku chp esa fldqM+h gqbZ rFkk
nksuksa vksj pkSM+h] chp esa fldqMh txg ij Mksjh yxkdj
rFkk <k¡d ds nksuksa vksdj cdjh ds [kky dk ruko p<+k;k
tkrk gSA bl chp okys èkkxs dks nckus ls ;k <hyk djus
ls èofu fudyrh gSA
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6½ ekany

;g ,d peZ ok| gSA ;g fugky tu&tkfr dk
çeq[k ok| ekuk tkrk gS ijarq ;g ekany ctkus ds ckn
gh fHkykyk ds fookg&lekjksg laiUu gksrs gaS] bruk egRo
bl ok| dk fHkykyk esa gSA çkphu dky esa <ksy ds vkdkj
leku feêh dk [kksdk ¼c‚Dl½ cukrs Fks] ogh ekany gSA
ijarq vHkh lkx] fljl] fctk vkfn ydfM+;ksa ls <ksy ds
leku [kksdk cukdj] ml ij cSy ;k cdjh dh [kky
rkudj cuk;k x;k ;g vR;ar yksdfç; ok| gSA

yksdu`R;

l  dksjdw yksd u`R;

dksjdw esy?kkV dk vR;ar yksdfiz; uR̀; gSA bl
uR̀; esa rhu Hkkxksa dk foHkktu fd;k tk ldrk gSA &
1½ iq#"k&çèkku uR̀;] 2½ L=h&çèkku uR̀;] 3½ lafeJ uR̀;

l  iq#"k&çèkku yksdu`R; %

1½ pkpjh u`R;

^gksyh* R;ksgkj ds ckn dM+h èkwi esa izfrfnu Je]
djusokyk dksjdw lekt Je&ifjgkj ds fy;s pkpjh uR̀;
djrk gSA ;g iw.kZr% ok|&jfgr iq#"k&çèkku uR̀; gSA
blesa lhèkh js[kkvksa esa nks ykbu esa [kM+s gksdj ,d&,d
dne vkxs&ihNs djrs gq, gkFk dh rkyh nsdj rky&y;
ij uR̀; fd;k tkrk gSA

2½ <kaMsy rFkk MaMk u`R;

ckjg eghuksa esa flQZ ,d ckj ts"B vekoL;k dks
;g uR̀; ydM+h dk MaMk ç;ksx eas ykdj fd;k tkrk gSA
gj ,d iq#"k ds ikl ,d ydM+h dk MaMk gksrk gS ftleas
dHkh&dHkh ?kqa?k: ckaèk fn, tkrs gSa] bls rky&ok| dh Hkk¡fr
ç;ksx dj uR̀; fd;k tkrk gSA MaMk ùR; esa xksykdkj gksrs
gq, ekSt&eLrh] O;ax] J̀axkj] çse vkfn ds lanHkZ ik, tkrs
gSaA blesa loky&tokc ds xhr Hkh gksrs gSa] ;g <kaMsy ùR;
èkkfeZd uR̀; ekuk tkrk gSA

3½ gksj;kj

pkpjh uR̀; ds leku nks js[kkvksa esa] lhèkh nks
ykbusa rFkk MaMs dks ?kqa?k: ckaèkdj ?kqa?k: ds rky ij ùR;
fd;k tkrk gSA ;g uR̀; gksyh ls 'kq: gksdj xkao dh lHkh

xfy;ksa rd vkSj ?kwe dj fQj ls gksyh }kjk lekIr gksrk
gSA ;g ùR; gksyh ds ckn Hkh ik¡p fnuksa rd pyrk jgrk
gSA

4½ lqlwu u`R;

;g vR;ar egRoiw.kZ uR̀; çdkj gS] ftlesa papy
çòfÙk gksdj <ksy] ck¡lqjh] ?kqa?k: dk ç;ksx djrs gSaA vfr
mRlkg esa e| çk'ku dj] n'kgjk dh iwtk ds volj ij
;g uR̀; djrs le; NksVh&NksVh jpuk,a xk;h tkrh gSaA

5½ ltukbZ u`R;

gksyh ds ik¡p fnu rd Qxok ekaxrs gq,] fL=;ksa
dh os'k&Hkw"kk fd, gq,] O;ax&fouksn vkSj xkfy;ka nsdj ;g
uR̀; iq#"kksa }kjk fd;k tkrk gSA

6½ [kEck u`R;

dksjdw tu&tkfr ds leku [kEck ùR; buesa Hkh
fd;k tkrk gSA

l  L=h&çèkku yksdu`R;

1½ xknqyh u`R;

;g vkuan&mRlo ,oa 'kqHk dk;ksaZ esa fL=;ksa }kjk
fd;k tkus okyk uR̀; çdkj gSA dsoy oknu ds fy, nks
iq#"k blesa lfEefyr gksrs gSaA fL=;ksa ds gkFkksa esa FkkiM+h
rFkk laiw.kZ ikjaikfjd os'k&Hkw"kk esa xksykdkj ;g ùR; fd;k
tkrk gSA blesa fofHkUu yksd èkqusa gksrh gSa ijarq xhrksa dks
fcYdqy Hkh ugha xk;k tkrk gSA bleas ok|ksa esa ck¡lqjh dk
LFkku çeq[k gksrk gSA

2½ fuekMh yksdu`R;

bl ùR; esa fuekMh fefJr fganh Hkk"kk dh jpuk,¡
tehu ij cSBdj xk;h tkrh gSa vkSj fQj uR̀; 'kq: gksrk
gSA ;g feJ.kkRed Hkk"kk blfy, gS fd esy?kkV ifjlj
[kaMok ¼fuekMh½ ftyk ds ikl fLFkr gSA

l  lafeJ yksdu`R;

1½ xknqyh lqlwu u`R;

;g g"kksZYgkl esa fd;k tkus okyk uR̀; çdkj gSA

2½ nsodqnh u`R;

;g uR̀; çdkj bZ'oj&Hkfä&çèkku gS rFkk blesa
dwn&dwndj uR̀; djrs gSaA
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3½ f'knksyh u`R;

;g er̀ O;fä ds vkRek dh 'kkafr ds fy, gS]
O;fä dh èR;q ds nks o"kZ ckn ;g ùR; fd;k tkrk gS] ftls
^Qqytkxuh^ Hkh dgrs gSaA blesa cgqr xkfy;k¡ nsrs gq;s xhr
xk;s tkrs gSa vkSj lkFk gh] uR̀; Hkh gksrk jgrk gSA

l  xksaM yksd u`R;

fulxZ çseh xksaM tkfr ds uR̀; iw.kZr% uSlfxZd
gksrs gSaA ;g fulxZ ls gh viuh dyk pqu ysrs gSaA xksaM
uR̀; dks ̂ ;sankuk^ dgrs gSa vkSj bl ij ok|&uR̀; djus ls
bls ̂;sanhikVk^ dgk tkrk gSA

xksaM tu&tkfr ds uR̀; fuEur;k gSa %&

1½ FkkVîk ;sankuk

;g xksaM tkfr dk egRoiw.kZ yksd uR̀;&çdkj
gSA tkuojksa dks ikyuk] igkfM+;ksa esa mUgsa pjkus ds fy;s ys
tkuk] bUgs ̂ FkkVîk @ BkVîk xksaM^ dgrs gSaA fnokyh ds
ckn ik¡p&N% fnuksa rd buds }kjk pyus okyk ;g uR̀;
esy?kkV dks vkuan dh eLrh esa >wekrs gq, utj vkrk gS]
buds }kjk fd;s tkus okys uR̀; dks ̂ FkkVîk ;sankuk ̂dgrs
gSaA bl FkkVîk ;sankuk esa ¼xhrks½ 'kCnksa ds lkFk oknu esa
<ksy] fVedh] >ka>] ?kqax:] flaxh vkSj ck¡lqjh gksrh gSA
os'k&Hkw"kk esa doMh ls lts iks'kkd] QsVs vkSj mu QsVksa esa
fdlh >kM+ ds Mky dh Vguh dk rqjk yxk;k tkrk gSA
g"kksZYgkl ds bl uR̀; esa chp&chp esa #ddj ̂ gks&gks] gs
· ·] gqjZ j] gks;] vjs] gka gka] vk jk jk* bl rjg dh vkokt
uR̀;dkj fudkyrs jgrs gaS vkSj lkFk esa dqN lsdsaM ds fy,
ùR; jksd dj] iqu% xkuk&rky&ùR; vkjEHk fd;k tkrk gS]
,slh fØ;k os ckj&ckj nksgjkrs gaSA iq#"kksa ds lkFk fL=;k¡
Hkh blesa 'kkfey gksrh gaSA blesa e|èkqan L=h&iq#"k rky ij
fFkjdrs jgrs gaSA iq#"kksa ds BkVîk uR̀; esa ok|ksa dk Hkjekj
jgrk gS rks fL=;ksa ds uR̀; esa xhrksa dh HkjekjA fnokyh ds
le; cktkj esa tkdj] uR̀; dj Qxok ekaxrs gSa vkSj
fnokyh ds vkf[kjh fnu Lo;a ds xkao&[ksMs esa uR̀; dj
Qxok tek dj ysrs gSaA xk¡o ds xksBku ij fofèkor~ iwtk
dj muds ^eqBok* uked bZ'oj ds ikl bldk foltZu
dj uR̀; dk lekiu djrs gSaA

2½ MaMkj ;sankuk

bl uR̀; esa nks ls <kbZ QwV ydM+h dh fofèkor~
iwtk dj MaMkj uR̀; dk çkjaHk gksrk gSA fnokyh ds cktkj
esa MaMs ¼ydMh½ ?kqekdj uR̀; djus ds i'pkr~ iwtk&fofèk
laiUu dj uR̀;&lekfIr gksrh gSA xksaM tu&tkfr ;g
uR̀; ik¡p eghus rd djrs jgrh gSA uR̀; ds lkFk iq#"k
xhr rFkk ok|kas dks ç;qä djrs gSa] bls gh ̂MaMkj ;sanhikVk^
dgk tkrk gSA blesa urZd ,d gkFk esa MaMk vkSj nwljs gkFk
esa #eky ysdj xksykdkj gks uR̀; djrs gSa rFkk bl
xksykdkj ds chp esa <ksy] fVedh] >ka>] ys>he oknd ok|
ctkrs gSaA ;g Jàxkj vkSj vè;kRe fefJr gSA

3½ isu ;sankuk

;g unh ij gksus okys èkkfeZd foèkkvksa vFkkZr~
ty&lEeku esa xhr rFkk vuq:i uR̀; gSA

4½ ikGhax nLrkuk ;sankuk

bldk vFkZ gS& fookg ds le; Vhdk vFkkZr
lxkbZA bl le; nwYgk&nqYgu dks dqlhZ ij cSBk dj
muds lkeus vU; yksx xhrksa ds lkFk uR̀; izLrqr djrs gSaA
;g lafeJ uR̀; çdkj gSA

5½ lkj ;sankuk

;g iw.kZr% L=h&çèkku lkewfgd uR̀; çdkj gSA
;g ok|jfgr xhr&ùR; çdkj fL=;k¡ lk;a dky esa QqlZr
ds le; y;c) rFkk lhèkh ykbu esa [kM+h gksdj ,d&nwljs
ds dej esa gkFk ckaèkrs gq, ;g uR̀; djrh gSaA bu lHkh
tu&tkfr;ksa esa fofHkUu ^vkgk] gks gks gks] gqjZ~* vkokt
yxkdj bl uR̀; dks fd;k tkrk gSA

l  fHkykyk yksdu`R;

1½ gksyh ukp

fHkykyk yksd laxhr esa fo'kkydk; <ksy rFkk
Fkkyh ctkrs gq, ;g uR̀; fd;k tkrk gS] ftls ikVykiwtk]
banyiwtk] gksyh] Qxok] HkxqZ;k cktkj] fnokyh vkfn R;kSgkjksa
esa izLrqr fd;k tkrk gSA gksyh] fnokyh] j{kkcaèku buds
çeq[k R;ksgkj gSaA buesa L=h&iq#"k 'kkfey gksrs gSaA
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2½ nhokyh ukp

y{eh&iwtu ds ckn ?kj ds vkaxu esa ;g uR̀;
L=h&iq#"k feydj djrs gSaA

3½ fiBksjk ukp

nhokjksa ij fiBksjk fp= cukus ds ckn] buds vax
esa nso&nsork gkoh gksrs gSa] ,slk ekuk tkrk gS A rc cM+s
mYgkl ls mM+&mM+dj uR̀; djus yxrs gSaA bl uR̀; esa
nk:] phye] xkatk] fcM+h lHkh O;luksa ds varZHkko }kjk
J)k&Hkfä ds lkFk fiBksjk ukp fd;k tkrk gSA

4½ tyok; ukp

tyok; uR̀; lwjt&iwtu rFkk f'k'kq dh NBh
iwtk dj tUe xhr xkrs gq, rFkk <ksy ctkrs gq, fd;k
tkrk gSA

5½ lafeJ ukpks esa & ikVyk ukp] bany ukp] Hkxqj~;k
ukp] vk;Vîk ukp] ekany ukp dh fofoèkrk fn[kkbZ nsrh
gSA

bl çdkj] fonHkZ ds bl uanuou vFkkZr~ esy?kkV
dk yksd laxhr fuf'pr gh çHkko'kkyh gS vkSj Hkkjr ds
laxhr esa budk egRoiw.kZ LFkku gSA ;g yksd laxhr vU;
lHkh laxhr dh èkjksgj&ewykèkkj gSA

fu"d"kZ %

esy?kkV dk yksd laxhr xk;u&oknu&uR̀; ls
ifjiw.kZ gSA ;g yksd laxhr mudh laLdf̀r dk vkbZuk gSA
esy?kkV dk yksd laxhr lgt] LokHkkfod] ljy ijarq
mruk gh jkspd gS] D;ksafd og izdf̀r dks viuk nsork
le>rh gSA esy?kkV ds yksd laxhr dh xhr&jpukvksa esa

jkx Hkwikyh] nqxkZ] [kekt ds Loj vkSj rkyksa esa vfèkdrj
nknjk rky rFkk dHkh :id] i'rks Hkh fn[kkbZ nsrk gS] rks
dHkh gkFk dh rkyh gh rky&y; dh fØ;k laHkkyrh gSA
bu fØ;kvksa esa iSjksa dh fFkjdu ¼inU;kl½ uR̀; dh Hkk¡fr
pyrh gS A Je&ifjgkj] euksjatu] bZ'oj&Lrqfr ds lkFk
muesa yksdlaLdf̀r dwV&dwV dk Hkjh fn[kk;h nsrh gSA
blfy, esy?kkV fonHkZ dk uanuou gh ugha] vfirq yksd
laxhr dk Hkh uanuou gSA

lanHkZ lwph %

1- https://mr.m.wikipedia.org esy?kkV] O;k?k z i zdYi]
14 tqyS 2003

2- eax#ydj] ukjk;.k] laxhr 'kkL= fotf;uh] Loj laink
izdk'ku] ukxiqj] 15 tuojh 1999] prqFkZ vkof̀Ùk 2006]
i-̀ 140

3- fgokGs] M‚- vYdk] vkfnoklh yksdxhrkrhy L=h thou] dSykl
iCyhds'ku] vkSjaxkckn] izFke vkof̀Ùk] 2002] i-̀ 20

4- nsoxkaodj] M‚- ,l- th-] egkjk"Vªkrhy fuoMd tkrh&tekrh]
Jh lkbZukFk çdk'ku] ukxiqj] izFke vkof̀Ùk 2009] nwljh
vkof̀Ùk 2013] i-̀ 246

5- xxZ] M‚- y{ehukjk;.k] vkys[k&jfo'kadj] yksdlaxhr vad]
laxhr dk;kZy; gkFkjl] tuojh 1966] i-̀ 19

6- nklxqIrk] M‚- fyfidk] caxky ds uotkxj.k dk laxhr] 2006]
euh"k izdk'ku] okjk.klh] i-̀ 184

7- dqejs] ealkjke] xksaMoa'k dk bfrgkl ,oa laLdf̀r] fo'o Hkkjrh
çdk'ku] ukxiqj] izFke vkof̀Ùk] 2014] i-̀ 5

8- https://hi.m.wikipedia.org fHkykyk] 15 tqyS 2023

9- xxZ] çHkqyky ̂olar^] laxhr fo'kkjn] laxhr dk;kZy; gkFkjl]
23 oka laLdj.k] 1999] i-̀ 566

10- r=So] i-̀ 583
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rstkth dk tUe ,oa ifjp;&

rstkth dk tUe ukxoa'kh {kf=; tkV ifjokj esa
foØe laor 1130 ek?k lqnh pkSnl ¼xq#okj 29 tuojh
1074] vaxzsth dSysaMj ds vuqlkj½ ds fnu [kjuky esa gqvk
FkkA muds firk jktLFkku esa ukxkSj ftys ds [kjuky ds
eqf[k;k rkgM+ th FksA mudh ekrk dk uke jke daojh Fkk
tks x.kra= R;ksn ¼fd'kux<+] vtesj½ dh çeq[k FkhaA
rstkth dh ekrk vkSj firk Hkxoku f'ko ds mikld FksA
ekuk tkrk gS fd ekrk jke daojh dks ukx&nsork ds
vk'khokZn ls iq= dh çkfIr gqbZ FkhA tUe ds le; rstkth
dh vkHkk bruh etcwr Fkh fd mUgsa rstk ckck uke fn;k
x;k FkkA

gkM+kSrh {ks= dh yksd xk;u&'kSyh ̂rstkth* dk lkaxhfrd ,oa lkfgfR;d foospu

M‚- fot;sUæ xkSre· · jkts'k dqekj·

'kksèk&lkjka'k

dgk tkrk gS fd fdlh {ks=&fo'ks"k ds fo"k; esa tkuuk gS rks ogk¡ dh laLd̀fr vkSj laxhr dks
le>uk i;kZIr gksrk gSA jktLFkku dks tkuus vkSj le>us ds fy, xzkeh.k vapy esa çpfyr dyk vkSj
laxhr dks tkuuk vko';d gSA blh çdkj] jktLFkku dk gkM+kSrh vapy tks HkkSxksfyd nf̀"V ls nf{k.k&iwoZ
esa fLFkr gS] dk ikjaifjd laxhr vR;ar eèkqj] lgt vkSj bfrgkl dks lesVs gq, gSA ;gk¡ ds
yksdnsoh&nsorkvksa dh ç'kfLr esa xk;s tkus okys xhr vkt Hkh tu&tu ds ekul iVy ij vafdr gSa
blh çdkj dh ,d 'kSyh gS& rstkthA

'kksèkdrkZ ds firkth bl 'kSyh ds izfl) xk;d jgs gSa vkSj og Lo;a Hkh bl xk;u&'kSyh ds
çfr cpiu ls gh vkdf"kZr gSA fo"k;&lkexzh 'kksèkkFkhZ us vius xk;d firk] vusd xk;dksa ls lk{kkRdkj
vkSj bUVjusV ls çkIr dh gSA rstkth xk;u dh yksd 'kSyh dh lkaxhfrd vkSj lkfgfR;d fo'ks"krkvksa
dks laxhr ds ikBdksa rd igq¡pkus dk ç;kl bl 'kksèk&i= }kjk fd;k x;k gSA

jktLFkku esa vusd egku~ O;fä;ksa dk tUe gqvk gS ftUgksaus rRdkyhu lekt esa O;kIr cqjkb;ksa
dks feVkus ds fy, viuk loZLo R;kx dj lkekftd psruk dk lapkj fd;kA ,sls gh egkiq#"kksa esa ,d
uke gS rstkthA rstkth us vius ohjrkiw.kZ dk;ksZa ls lekt ds çR;sd oxZ dks çHkkfor fd;k gSA xzkeh.k
{ks= esa yxHkx ,d gtkj o"kksaZ ls Hkh vfèkd le; ls mudh vkjkèkuk vkSj Hkfä dh tkrh gS ftldk
l'kä ekè;e yksd laxhr gSA vkèkqfud ih<+h xzkeh.k laLd̀fr ls nwj gksrh tk jgh gS rFkk ;g foyqIr
gksus ds dxkj ij gSA orZeku esa 'kgjh vkSj ;qok ih<+h Hkh bl xk;u&'kSyh vkSj rstkth }kjk fd;s dk;ksaZ
dks le> lds] blfy, bl 'kksèk&i= esa rstkth xk;u dh lkaxhfrd fo'ks"krkvksa ds lkFk blds lkfgR;
vkSj lkekftd egÙo dks js[kkafdr fd;k x;k gSA

eq[; 'kCn % rstkth] yksd xk;u] èkwikMk] nksOkU;k] vyxkstk] ?kksM+h

'kks/k izfof/k % izkFkfed vkSj f}rh;d lzksr

· 'kksèk Nk=] jktdh; egkfo|ky;] cwanh
· · vkpk;Z ,oa foHkkxkè;{k] laxhr xk;u] jktLFkku laxhr laLFkku] t;iqj] jktLFkku

fd'kux<+ ds ikl lqjljk esa liZna'k ls mudh
eR̀;q Hkkæin 'kqDy 10 laor 1160 ¼28 vxLr 1103½ dks
gks xbZ rFkk mudh iRuh isey Hkh muds lkFk lrh gks xbZA
fdaonUrh gS fd ml lk¡i us mudh opuc)rk ls çlUu
gks dj mUgsa ojnku fn;kA blh ojnku ds dkj.k rstkth
Hkh lk¡iksa ds nsork ds :i esa iwT; gq,A xk¡o&xk¡o esa rstkth
ds nsojs ;k Fkku esa mudh ryokjèkkjh v'okjksgh ewfrZ ds
lkFk ukx nsork dh ewfrZ Hkh gksrh gSA bu nsojkas esa lk¡i ds
dkVus ij tgj pwl dj fudkyk tkrk gS rFkk rstkth dh
rkar ck¡èkh tkrh gSA xk¡o dk pcwrjk ^rstkth dk Fkku*
dgykrk gSA
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rstkth ds fuokZ.k fnol Hkkæin 'kqDy n'keh
dks çfro"kZ rstkn'keh ds :i esa euk;k tkrk gSA rstkth
ds tUe ds ckjs esa er gS&

tkV ohj èkkSfy;k oa'k xkao [kjuky ds eka;A

vkt fnu lqHkl Hkals cLrh Qwyka Nk;AA

'kqHk fnu pkSnl okj xq#] 'kqDy ek?k igpkuA

lglz ,d lkS rhl esa çdVs vorkjh KkuAA

rstkth xk;u&'kSyh dk bfrgkl

      ohj rstk ;k rstkth ,d jktLFkkuh yksd nsork gSaA
mUgsa f'ko ds çeq[k X;kjg vorkjksa esa ls ,d ekuk tkrk
gS rFkk jktLFkku] eè;çns'k] xqtjkr] mÙkjçns'k vkSj
gfj;k.kk vkfn jkT;ksa esa nsork ds :i esa iwtk tkrk gSA

jktLFkku esa ,sls vusd yksd nsork] tSls&
jkensoth] xksxk th] Hkksfe;k th vkfn çfl) gSa ftudh
Hkfä esa J)kyqvksa }kjk fofHkUu çdkj ds xhr xk, tkrs gSa]
blh çdkj rstkth Hkh yksd laxhr dh og foèkk gS ftls
èkkfeZd yksd laxhr dh Js.kh esa j[kk tk ldrk gSA  viuh
lEiw.kZ riL;k vkSj lkèkuk ls yksd dY;k.k ds vusd dk;Z
djrs gq, lekt esa O;kIr vusd cqjkbZ;ksa vkSj xyr çFkkvksa
ds çfr tu&psruk tkxr̀ djus dk dke rstkth us
fd;kA blhfy, turk bUgsa Hkxoku dk ntkZ nsrs gq, vkt
Hkh budh vkjkèkuk djrh gSA bl vkjkèkuk dk ekè;e
laxhr vkSj lkfgR; gtkjksa o"kksaZ ls çpfyr gSA

;w¡ rks rstkth xk;u dh ijaijk lEiw.kZ mÙkj
Hkkjr ds yksdvapy esa fo|eku gS ysfdu jktLFkku ds
gkM+kSrh vapy dk rstk th xk;u ges'kk gh vkdf"kZr djrk
gSA lekt dk gj oxZ bUgsa viuk nsork ekurk gSA vusd
xk¡o vkSj 'kgj esa rstkth ds eafnj LFkkfir gSa rFkk gj o"kZ
muds tUe fnol ij cM+s&cM+s esyksa dk vk;kstu gksrk gSA
bu esyksa esa rstkth&xk;u eq[; vkd"kZ.k dk dsaæ gksrk
gSA

lkaxhfrd foospu

fofHkUu yksd dykdkjksa dk ny rstkth xk;u
lkewfgd :i ls djrk gS yxHkx ik¡p ls lkr dykdkj
vyxkstk] <ksyd] eathjk vkSj ,d ;k nks çeq[k xk;dksa ds
lkFk] lHkh ok| oknd Hkh xk;u djrs gSaA ;s lHkh dykdkj

ikjaifjd ifjèkku lQsn èkksrh] dqrkZ vkSj jaxhu lkQk igus
gq, jgrs gSaA gkM+kSrh ds cwanh {ks= esa nqxvkjh] rkysMk]
fg.Mksyh] vk¡rjrk] ryokl] nsbZ] uSuok] flyksj] uksrMk
Hkksir] cwMknhr] cwanh vkfn LFkkuksa ij cM+s&cM+s esyksa dk
okf"kZd vk;kstu gksrk gS ftlesa vU; xzkeh.k dykdkj
vkeaf=r fd;s tkrs gSaA dykdkjksa dk ny 2 ls 3 fnu
rstkth xk;u djrs gSa D;wafd rstkth xhr ds lkfgR; esa
muds thou dh lEiw.kZ dFkk dks vfHkO;ä djuk gksrk gSA
orZeku esa rstkth dk xk;u ,d fnu dk Hkh gksus yxk gS
ftleas mudh dFkk ds ,d ;k nks Hkkxksa dk gh xk;u djrs
gSaA gkM+kSrh {ks= esa rstkth xk;u dh nks èkqusa çpfyr gSa]
,d èkqu rks esys ds fnu eafnj esa xkbZ tkrh gS rFkk nwljh
èkqu esys ls iwoZ dykdkjksa dk ny tc esyksa ds fy, çLFkku
djrs gSa rks xk¡o&xk¡o ls xqtjrs gq, xkrs&ctkrs pyrs gSa]
blesa buds lkFk ,d feV~Vh dk cuk gqvk ik= ¼èkwikMk½
gksrk gS] ftlesa vfXu tykdj ?kh Mkyrs gq, pyrs gSa]
blds ihNs ;g ekU;rk gS fd os xk¡oksa dk 'kqf)dj.k djrs
gSa rFkk fofHkUu ok| ;U=] tSls& 'ka[k] <ksyd] >kyj]
eathjk ds lkFk xk;u djrs gSaA rstkth ds bl xk;u dks
nqxquh y; esa xkrs gq, pyrs gSa] bls yksd Hkk"kk esa nksOkM;k
dgrs gSaA dqN dykdkj diM+s vFkok ydM+h dh ?kksM+h cuk
dj] tks Jàxkj dh gqbZ gksrh gS] vius daèks ij ysdj pyrs
gSaA bu dykdkjksa dk ny ùR; ,oa xk;u djrs gq, ;k=k
ij fudy iM+rs gSa rFkk jkLrs esa iM+us okys fdlh rstkth
eafnj ij jkf= foJke djrs gSaA

rstkth xk;u dks ,d çdkj ds laoknh yksd
Hktu Js.kh esa j[kk tk ldrk gS ftlesa rstkth dk mudh
HkkHkh] ek¡] ?kksM+h] iRuh vkSj lekt ls muds thou esa ?kfVr
gksus okyh fofHkUu ?kVukvksa dk o.kZu gSA ;g xk;u cgqr
Å¡ps Loj esa fd;k tkrk gS vfèkdrj rkj lIrd ds Lojksa
esa tksjnkj vkSj [kqyh vkokt esa fd;k tkrk gS tks fcuk
fdlh èofu foLrkjd ;U= ds ehyksa nwj lquh tk ldrh gSA
vktdy fofHkUu eafnjksa esa buds v‚fM;ks ctrs gSaA rstkth
xk;u esa Å¡ps Loj ds lkFk gh fo'ks"k çdkj dh xed vkSj
ehaM dk ç;ksx vR;ar d.kZ fç; gksrk gSA

vyxkstk] <ksyd vkSj eathjk ds lkFk dgjok
rky esa eè;e xfr ls ;g xhr xk;k tkrk gSA ;g xk;u
çeq[k :i ls rhu  Lojksa ij vkèkkfjr jgrk gS tks 'kq)
"kM~t _"kHk vkSj xkaèkkj gSA iafä ds var esa èkSor dh xed
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vkSj ehaM rFkk Åij eè;e Loj ds d.k dk ç;ksx
ân;Li'khZ gksrk gSA cgqr yEck xk;u gksus ds dkj.k
vGxkstk ij Hkh ;gh èkqu yxkrkj ctrh jgrh gS rFkk
lkFkh dykdkj mlh iafä dk dHkh&dHkh nksgjko Hkh djrs
gSaA bl xhr dks Lojfyfi }jk fuEu çdkj ls O;ä dj
ldrs gSa %

1       2        3      4

fèkèkhu rk    &drk&    fèkèkhu rk   &drk&

&lk      ll      ljs     xjs

&is      yhx      tkuu    laojks

5       6        7     8

fèkèkhu rk    &drk&    fèkèkhu rk   &drk&

llk     &l       ll    lkèk

u j     &?kks       Mhth    gkGA

ckfd lHkh can ¼vUrjs½ blh èkqu ij xk,&ctk;s
tkrs gSa vkSj chp&chp esa gk¡ js----] gs js----] tSls yksd 'kCnksa
dk Hkh ç;ksx fd;k tkrk gS tks yksd laxhr dh çeq[k
fo'ks"krkvksa esa ls ,d gSA

lkfgfR;d foospu

jktLFkku dk bfrgkl cgqr lkjh ohj xkFkkvksa
vkSj mnkgj.kksa ls Hkjk iM+k gS tgk¡ yksxksa us vius thou
vkSj ifjokjksa dks tksf[ke esa Mkydj fu"Bk] fl)karksa]
lPpkbZ vkSj lkekftd psruk ds fy, viuk lEiw.kZ thou
lefiZr dj fn;kA ohj rstk jktLFkku ds bfrgkl esa bu
çfl) egkiq#"kksa esa ls ,d FksA lekt esa O;kIr dqjhfr;ksa]
feF;k èkkj.kkvksa] detksj oxZ dks U;k; fnykus ds fy,
'kL= mBkus] tho&tarqvksa vkSj çdf̀r dh j{kk ds fy,
mUgksaus viuk loZLo nkao ij yxk fn;kA rstkth }kjk
fd;s fofHkUu dk;ksaZ vkSj lekt esa muds ;ksxnku dk xk;u
gh rstkth yksd xk;u ds uke ls izfl) gSA

jktLFkku ds vyx&vyx {ks=ksa esa vyx&vyx
Hkk"kkvksa dk ç;ksx gksrk gS] tSls ekjokM+h] gkM+kSrh] esokM+h]
ckxM+h] 'ks[kkoVh] esokrh] <w<kMh] ekyoh] fuekM+h vkfnA
bl xhr esa gkM+kSrh vapy dh yksd Hkk"kk dk ç;ksx gqvk
gSA èkkfeZd laxhr&ijaijk esa loZçFke x.ks'k] guqeku] nqxkZ
dh Lrqfr ds ckn gh vU; yksd nsorkvksa dh vkjkèkuk dh
tkrh gSA bl xhr esa yEck dFkkØe gksrk gS] mnkgj.kLo:i
bldh çeq[k iafä;ksa dks ;gk¡ mn~èk̀r djuk mi;qä jgsxk&

& igyh xtkuu lojks uj ?kksM+hj okyk ikN lojk nsch 'kkjnk

& xtkuu QqyM+k dh ekyk NMkokj ykMw dks Hkksd yxkok j nsch d NM+kok nwè;k [kksijk

& [kwu èkke yxkbZ ?kksM+h okyk jktk us èkke yxkbZ jktk us pq.kk;k Nrjh pwrjk

& jaxckM;k e guqeku iqtk;ks [kVdM+ e iqtk;ks ckcks èkqUn~yks

& [kB th.k ?kj;ks ?kksM+h okyk] dB èkj;ks N jax;ks rkt.kks

& th.k 'kjk.k èkj;ks Nj uk;k dk Hkk;k] [kqVhi Vdj;ks N gj;ks rktuks

& xkM+h d NUnoks rk.kks uj gkyh dk Hkk;k] cy rks tkstsj ejok dsjMk

& c.k B.k R;kj dj fnN èk.kh ekjk] vki ièkkjks rstks tkV dks

& ix ixM+ks eY;ks Nj ?kksM+h gkyk] ?kksM+h cjkt yMdks tkV dks

& ?kksM+h d ,M ekfj Nj ?kksM+h gkyk] pY;ks tkoN c.k d lklj

& enY;k eny dj Nj ?kksM+h gkyks] rhth enY;k e c.k d lklj

& uaxj rekl vk;ks Nj ?kksM+h vkyk] dq.k cV;ks N yMdks fgUnw tkV dks

& ?kksM+h lq ry mrj;ks j ?kksM+h vkyk] ?kksM+h u fujh N ukxj csyM;k

& C;kb lq nksM eY;ks Nj ?kksM+h vkyks] C;k.k d yX;k ixk yx.kk

& ?k.kk nuke vk;k j C;kbZ th ekjk ckM ukGkpk rsty ykMyk

& jkèkk nksM eyh Nj xksMhth okGk dkbZ nq[kkalq N nqcGh
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& cUnM ekjh dkbZ nq[kkalqj rwHkh ikryh

& e.k filwj e.k iksm chjkth ekjk ckjg rks HkkL;k dks f[kPkqpq N;kN cykso.kw

& Fkkjks eksVks Hkkx jh ckUnM ekjh [kqdk Hkkx e N NkN cykso.kks

& Fku jdik dks tksMks N j thtkth ekjkekjh ckUnM u mMkm Hkkyk pqUnMh

& ekjh ckUnM u [kuknks j C;kbZth ekjk nl nu dh iko.kh

& cyk&Ckyk ystkT;ks C;kbZth ekjknl nu Qko.kh

& xMh ?kksMh u l.kxkjks j gkGh dk Hkk;k ckUnM u cBk.kks nl nu dh Qko.kh

& f[kT;ks jke jeksG th lkGk th ekjk lklw lljk th lw f[kT;ks ixk ykx.kk

& ix ikxMk eY;ks Nj ?kksMh th gkGk ?kksMh i chjkT;ks YkMdks tkVdks

& enY;k eny dj Nj ?kksMh th gkGk rhth enY;ke fiY;k [kkG e

& eh.kk lw eh.kk cryko Nj ?kksMh th gkGk rkaxk i vk jhp rsty dh cUnMh

& ?kMh nks ?kMh :d tk j rsty Hkk;k eh.kk vk j;kp fiY;k [kky e

& eh.kk QV QV HkkX;k Nj ?kksMhth gkGk] ,dyks jX;ks yMdks tkV dks

& enY;k eny dj Nj ?kksMh th gkGk rhth enY;k e ?kj d vkax.k

& jkèkk nksM eyh Nj ?kksMh th gkGk madh ekbZu jkèkk Hkh eyh Nj madka cki u

& vl dks pkseklks er tkj nsoj ekjk vl dks pksekl Fkkjks dky N

& ?kksMh rsty lw cryko Nj èk.kh ekjk vl d pksekl Fkkjks dky

& Fkw ejcklw Mji Njh ?kksMh ekjh Fkh Mqekd nsnqxq yknxk [kkrY;k xksnMk

& Mqaxj e gkcks ywEC;ks Nj ?kksMh th gkGk ?kksMh i csV;ks N yMdks tkV dks

& ?kksMh d ,sM ekjh Nj ?kksMh th gkGk pkY;ks tkoN yMdks tkV dks

& lsy ¼Hkkyks½ Hkyd rks tkoj ?kksMh th gkGk lsy cGd N dkGk cknG e

& XokY;k HkkX;k vkoN ?kksMh th gkGk dkbZ nq[kkalq HkkX;k Nj XokY;k Hkk;k

& Mqaxj e yk;k¼vkx½ ykx jh Nj ?kksMh th gkGk Pkkjks cG fj;ks N xkSo xzkl dks

& Ykk;k lq MksMks VG tk èk.kh ekjk Ykk;k cGN cuh dks cld¼liZ½ nsorks

& Fkw ejcklq Mji Njh ?kksMh jh ekjh Fku Hkh nsnqxqa Mqekd yknxk [krY;k xksnMk

& ?kksMh d ,sM ekjh Nj rsty tk fj;ks N cGrh ykbZe

& ?kksMh lq rG mrfj;ks j rsty èk.kh ?kksMh ckaèkh N cGrk BqBd

& ?kksMh lq rsty crYkkj;ks ?kksMh ekjh d';k c>kok cGrh yk;h u

& vkèkh yk; Hkh c>kbZ j rsty lwjk vkèkh yk;k ixk lw :anGh

& >kM cksYM;k dks tyj;ks Nj èk.kh ekjk be Hkh cGfj;ks N gkj cGfj;ks N cuh dks cld nsorks

& cld ¼liZ½ nkcks fn;ks Nj rsty lwjks nkcks Hkh fn;ks N cld nsorks

& XokY;k u gkdks ikM Nj XokY;k Hkk;k nqXèk Hkh ykT;ks yNek xk;dks

& yNek rks ij ¼fiNys lky½ dh clqdh Nj ?kksMh th gkGk vlqdh&clqdh yNek MksjMh

& yhT;ks gfj dks uke XokY;k Hkk;k gfj dk uke lq yNek Hkh >jkh gks tko
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& nqèk [khe ykok j rsty lwjk Nqjk cjM Hkjh Nj XokY;k Hkk;k Nqjk dk nqauk e ykT;ks yNek xk;dks nqèk

& ysj nqèk pkY;ks Nj XokY;k Hkk;k nqèk ys vk;k yNek xk;dks

& vkèkks rks nqèk fiyk;ksj rsty lqjk vkèkk e liMk;ks ukx nsorks

& vcrks psr dj uj cld dkyk Fkkjk pj.kke [kMks N rsty tkV dks

& Fku elw cjh djhj tkVk dk Hkk;k ekjk rks tksMk dh cGxh ukx.kh

& Fku nksM Mlwxqj tkVk dk Nksjk Fkkjh Hkh ?kksMh u Mlwxqa ck;k dku e

& Fku elw cjh djh Nj cld ckck ckjk cjlk e tkj;ks Nq ekj lklj

& dksy cpu dj tkj tkVk dk Hkk;k cpuk dks ckan;ks vkts Hkqjh ckeyh

& dq.k ekjh lkd èkjxks j cld ckck pkUn lwjt Fkkjks lkdhj tkVk dk Hkk;k ;kdk chpke ckrk jky n

& ;s ckpkj cze ckp cld ckck Ckpk pqdkrks ek;dks nqèk ykt tko

& Xksyk eku Hkh crk nj cld ckckdq.k èkjk e Fkkjh Hkqjh ckeyh;k

& Nqjk cjM Hkjh Nj tkVk dk Hkk;k Nqjk d uhp N ekjh Hkwjh ckeyh

& mpk uhp Hkh Nojk Nj rsty Hkk;k okd uhp N ekjh dkyk [ksrk e Hkwjh ckeyh

& rw vly Hkokuh ?kksMh ekjh cGrkd ckaèkh Nh cGrks Hkh gj;ks gksX;ks

& dkyks&dkyks fn[kNj èk.kh ekjk ckpk gkfj;k;ks Hkwjh ckeY;k

& yk;k eku Hkh c>kbZ j ?kksMh ekjhyk;k dh yiVk e lqjR;k dkyh ixMh

& vkx cld pkY;ks Nj rsty Hkk;k ikN lq yxkbZ ?kksMh yhyMh

& Mhyh NksMn yxke j èk.kh ekjk Bksdj lq QksMnq cld dh [kksiMh

& fgUn èkje ?kVxksjh ?kksMh ekjh cld ej;k lq ijkpr¼iki½ykx tko

& enY;k eny dj Nj cld ckck rhth enY;k en cld ckeY;k

& cld ckE;k e mGx;ks Nj ckj [kMks N rsty tkV dks

& xsyks eku crk nj cld ckck dL;k xsyk e tkok uUnh cukl i

& xsyk rhu QV Nj ?kksMh gkGk cpyks xsyks tko N uUnh cukl i

& ?kksMh d ,sM ekjh Nj rsty Hkk;k pkY;ks Hkh tkj;ksN uUnh Hkh cukl i

& uUnh u Mkok NksMn; j ?kksMh j ekjh ?kkV dh Mqch ikjl ihiGh

& vl dks pkseklks ;kgh Bjtsj èk.kh ekjk Nij i NUnok rk.k uj èk.kh ekjk vl dks pkseklks vki.k >kjyk

& dhjku gkdks ikM uj èk.kh ekjk ?kkVks mrkj uj uUnh Hkh ;s cukl dks

& ukok rks VwVh iMh Nj rsty Hkk;k ukok dh ys x;k [kso.;k Nksjk Nksjh [ksyck

& Fkkjks ?kkVks NqMk nqj dhjk dk Nksjk ?kkVks NqMknq uUnh cukl dks

& Ykd vko Ykd tko Nj ?kksMh gkGk Fkkjh Hkh ukbZ dk vko Nj uUnh Hkh ;s cukl i

& ghoMk dh uko c.kk yj èk.kh ekjk ekjk pk: j iXkY;k dh c.ktkoxh [kso.;k

& ix ikx.k eY;ks Nj èk.kh ekjk vk.k cjkt rsty ykMyks

& ?kksMh uUnh es Mkd xhj rste lwjk ?kksMh Hkh rj N ty dh ekNfy;k

& uaxj rekl vk;ks N ?kksMh gkGk vkbZ Hkh uUnhe ?kksMh gkGks ctko
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& jax yj;k dks tko Nj ?kksMh jh ixY;k dh Hkh>h yko.kh ekspfM;ka

& lkjks ekjks ugh Nj èk.kh ekjk ixY;k d yqE;k eaxj ekaNGk

& [kkMks dkeM èk.khj ekjk ixY;k dh >kMks eaxj ekNyk

& fdjku ukok iVdhj ?kksMh vky ukok iVdh Nj <s< lkS

& ukoku MksMh djyks dhjkdk Hkk;k ?kksMh Hkh vkjhN ?kksMh Hkh ekjh yhyMh

& ,d gGksGks ekj;ks Nj rsty lwjk nqtk gGksGk e rsty Hkk;k rhtk Hkh gGksGk e uUnh dh rhji

& ?kksMh lw rG mrjNj rsty lwjk ?kksMh Hkh NksMh Nj ckGw jsr i

& vkyk èkks;k upks;k j ?kksMh gkGk vkyk Hkh upks;k lq[kk ijY;k

& eqB;k pUnu ?kl j ?kksMh gkGk ryd [kkMN lkGx jketh d

& GwG GwG Mksdk nsmpq lkGx ckck NksVhlh mej e ekjh yT;k jk[kT;ks

& >V iV lsok lesVhj lkGx ckck rsty ;ksHkh tkV dks

& lkor bdh ?kksMh i csV;ks N vkSj csV;ks Nj yMdks tkV dks

& èkhjk èkhjk iko mBk tsj ?kksMh ekjh ijcrMk ckdk N [kqMdh Fkkjh usoj;k

& ,d eny myakxh j ?kksMh j ekjh nwth enY;k e canjh ukFk d

& ?kksMh lw rG mrj;ks j rsty lwjks ?kksMh Hkh ckaèkh N ckaèkh MkG danhj d

& iV eUnj dk [kksyks uj iaMkoks Hkk;k njl.k djxks yMdks tkV dks

& [kM&[kM isM;k NM Nj cnjh j ckck Njl.k djxks rstks tkV dks

& yqG&yqG Mksdk nso Nj cnjh j ckck NksVh lh mej e vj mej ej yT;k Hkh ekjh jk[k T;

& [kM&[kM isM;k mrj Nj xkS j[kokyks iM;k mrj Nj cnjh ukFk dh

& xsyk eku Hkh crk nksj iaMkoks Hkk;k d';ks xsyks tkoxks uoy ckx e

& xsyk rhu QV Nj ?kksMh gkGk cpyks xsyks tkoxks uoy ckx e

& ?kksMh d ix ixM eY;ks Nj ?kksMh gkGk vkl.k i fcjkT;ks yMdks tkV dks

& ?kksMh Mdkrks tkj;ks Nj rsty Hkk;ks uoy ckx e

& dksV ckxk dks vkX;ks Nj ?kksMh ekjh rkyk tqM;k N fcty lkj dk

& dksV ckxk dks Mkdwxwa j èk.kh ekjk vkSj Mkdwxwa uoy ckx e

& ?kksMh d ,sM yxkbZ j rsty Hkk;k ?kksMh Hkh Mkdh N dksV uoy ckx dks

& ?kksMh mrkj gksX;ks Nj rsty lwjk ?kksMh Hkh NksMh N uoy ckx e

& EkkGh dh ck.Mh;k mMk jh N rsty lqjk :dGh dj fjN uoy ckx dh

& ?kksMh u MksMh ysyj rsty lwjk :dkGh d: Nw uoy ckx dh

& ?kksMh Hkh lquh pjxh ekY;kdh Nksjh ckxk dh [kkoxh ukxj csyMh

& ekY;k dh iqdkj.k xh Nj èk.kh ekjk ckxk dks csY;ks N ejoks eksxjks

& lkoyh lwjr ljnkj èk.kh j ekjk ?kksMh Hkh nh[k N vkSj nh[k Nj gkFkk e lUnks n;ks 'ksy

& thtk th Fkkjk nh[k Njh ekY;kdh Nksjh ?kksMh N okd yhyMh

& vkt dktyh frtk Nj HkksMG jk.kh fgUnk fgUnxh HkksMy ykMyh
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& igyh lgsY;k fgUn fxj HkksMG jk.kh ikN Hkh fgUnxh HkksMy Hkh ykMyh

& HkksMy jk.kh fgUn fcjktj tkVh dh Nksjh fgUn Hkh fgUn N ckxk dk dkyk vke i

& Nksj;k dkeM;k ekjNj HkksMG jk.kh uke cqyko ij.k;k ';ke dks

& >qV ?k.kh cksy Nj HkksMG jk.kh iMok iwU;w dks vkSj iwU;q dks lwjt mx vk;ks

& Lkkeh utj;k lw ukG uj HkksMG jk.kh i.k?kV ij csBks N yMdks tkV

& vkNh vk.k lekGh j èk.kh ekjk Fkkd ysd rks HkksMG tk.k ejxh

& ?kj [ksrh dks pkGks Njh HkksMG jk.kh [ksrh dk pkGk lw egh u lj

& vkx HkksMG gksbZ Nj rsty lwjk ikN lw yxkbZ cNsjh yhyMh

& ?kksMh mrkj.k gksX;ks Nj rsty lwjk ?kksMh u uhjh N cudh c.kLV;k

& VwVk iyax cNk;k ?kksMh j gkGk VwVk iyaxk e cB;ks N rsty ykMyks

& ysj ?kh tko Nj HkksMG jk.kh ?kh dk lkjke ykT;s vyL;ks rsy

& >V iV Hkkstu R;kj dj Nj lklw u lkUn;k N rqyN;k ckdGk

& Hkkstu djcku ièkkjksu tokbZ jktk Lklw th eyN rqyN;k ckdGk

& Fkklq lkr lyke vu nso ckck Fkkjk fn;k euD;k dk QwrGk

& vkN;ks lklj yk;ks Nj èk.kh ekjk eu uhjh N cudh c.kLV;k

& :';k [kkou u euk tsjh Hkk;yh ekjh pkY;ks Hkh tkj;ks N yMdks tkV dks

& ?kMhd mcks jT;s j thtkth ekjk vkt dh etckU;k xqtZj dh d ckj.k

& Fklw ekjh ugh lnxh jh xqtZj dh Nksjh ?kksMh ekjh [kkoN ckxk dh ukxj csyfM;k

& vkx xqtZj dh gksxh N j tkVk dk yMdk ikN Hkh yxkbZ yhy.k ckNMh

& ?kksMh mrkj.k gksX;ks Nj rsty lwjk ?kksMh u uhjh N ukxj csyMh

& MksY;k iyax cNk;k j xqtZj Nksjh me Hkh cNk;k elwj;k xhnMk

& >V iV Hkkstu c.kk;k j thtkth ekjk [kklk cBks uj rsty tkV dks

& ty dh >kjh Hkh eyh Nj xqtZj dh Nksjh jaX;k Mk.Mh dks eY;ks ch>.kw

& jt jt Hkkstu fteks uj [kkou ekjk ckghjks mMkok Nk HkksMG ykMyh

& ,d uokGks fy;ks Nj rsty lwjksa nqtks Hkh uokGks rsty lwjks rhtk Hkh uokGk e dwGGks dj fy;ks

& MksY;k iyax cNk;k N xqtZj dh Nksjh oke cNk;k elwj;k xhnMk

& Rksty HkksMG lksx;k Nj lkorj rsty ;kdk fcpke eY;ks N lUnksM;ks lsyMks

& Xkk;k NksjMk ysX;k Nj thtk th ekjk cNMk jkEc N xk;k dk ckMke

& Hkkxh Bkdj d py tkjh xqtZj dh Nksjh Tkkxhfj;k [kko N Fkkjk xkao dh

& dkbZ dkek lw vkbZ Nj xqtZj dh Nksjh dkbZ dkek lw vk;h N ekj ckj.k

& xk;k pksjMk ysX;k Nj Bkdj dk Nksjk tkxfj;k [kko N ekjk xkao dh

& jksrh xqtZj dh vko Nj Bkdj dk Nksjk us.kk e ywej;k N lko.k Hkknok

& Bkdj esyke xh;k Njh thtkth ekjk Nksjk x;k N ekek d jk[kh ckuck

& Hkkxh nksMh pyh tkjh Nj xqtZj dh Nksjh <ksyk d neksM ykoxks rsty tkV dks
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& Hkkxh <ksyh d tkjh Nj xqtZj dh Nksjh <ksyh dk d ckj.k

& lwrks gkso rks tkx uj <ksyh dk Nksjk ckj mHkh N yMdh fgjk xqtZj

& xk;k pksjMk ysX;k Nj <ksyh dk Nksjk <ksyk dk èkeksM tko xks rsty tkV dks

& Mksy QqBk iM;k Njh xqtZj dh Nksjh Mkd.kk ysX;k Nksjk Nksjh [ksyck

& Ukok <ksy e.Mk nwj <ksyh dk Nksjk Mkdk ?kMk nw dMok uhe dk

& ekjh nq[k N ckbZ vk[k xqtZj dh Nksjh ekjh <ksy.k dh ikdh N NVVh vaxqyh

& Fku [kkT;ks dkGks ukx <ksyh dk Nksjk Fkkjh <ksy.k i iM tkT;ks vkHkk fctGh

& Eku Hkh dkbZ ljkijh xqtZj dh Nksjh djek dk e.M;k ugh Vy

& Hkkxh xqtZj dh vkjh Nj rsty lwjk x< dHkh ;k rks ckj.k

& <ksy QqBk iM;k N thtkth ekjk Nksjk [kksVk Mkdku ysX;k [ksyck

& Fkkyh dks ?ksjks nsnh tsjh xqtZj dh Nksjh Fkkyh dk ?ksjk e rsty tkoxks jkM e

& [kV th.k èkj;ks Njh xqtZj dh Nksjh [kV èkj;ks N ekjks jaX;ks rkt.kksa

& Ykktsjh rhj dck.k xqtZj dh Nksjh gkFkk e nsnh T;s lUnksM;ks lsyMks

& ykjk ykjk yspkyks j èk.kh ekjk Hkkyk cqvkmxq eh.kk dh jkM e

& ykjk uagh yspkyw j HkksMG jk.kh eh.kk cksy rjh; yk;ks N rsty jkM e

& Fkkyh dks ?ksjks nsn;ks Nj xqtZj dh Nksjh Fkkyh dk ?ksjk lw rsaty Hkh X;ks jkM e

& enY;k eny dj N ?kksMh gkGks rhth enY;k e iqN x;ks ckuMh Mqxj;k

& eh.kk lw eh.kk crykj;k eh.kk vkS Hkk;kxk;k dks Hkkyks vkX;ks ck.Mh Mwxj;k

& eh.kk leV Hksyk gks;k ?kksMh ekjh eh.kk vk;k N iwjk <s<lks

& eh.kk tkj ndkY;k j eh.kk vks ekjh xk;k u yh;k vkSj yh;k ;kj lwuh Hkh jkEHk ckNMk

& ikNks ckoM pytkj ?kksMh j gkGk Fkkjh ?kj gkGh Qjk naxk èkksGh dkpG;k

& rsty u xksMh xkyh Nj rsty lwjk Hkkyk Hkh ckj;ks N eh.kk d mij

& eh.kk QV QV HkkX;k N j rsty lwjkeh.kk HkkX;k ckMh Mqxj;k

& eh.kk lw eh.kk crGk;k eh.kkvks Hkk;k xk;k Hkh leGkn vkSj j[kxka dk.kks  [ksjMks

& xk;k vkx Hkh dj nhN rsty lwjks ikN lw yxkbZ vkSj yxkbZ j ?kksMh Hkh ;krks yhyMh

& enY;k eny dj Nj ?kksMh j gkGks rhth enY;ke xqtZj dh d ckj.k

& xqtZj dh gkdks ikM Nj rsty lwjks xk;k Hkh yk;ks N iwjh <s< lkS

& ?kMh d mCkks jtkj thtk th ekjk vkjR;ks mrkjxh x< dh xqtjh

& x.k x.k xk;k lekGh xqtZj dh Nksjh vkSj lekyhj iwjh Hkh ;srks <s< lkS

& Xkk;k u jk.Mk dj yk;ks j thtkth ekjk Xkk;k dks eY;k;ks lk.M èkMqdrks

& vkNh tkV.kh tk;ks Nj thtkth ekjk Fkkjks nknjh;kas¼lhuks½ pksMks N dej;k N Fkkjh ikrGh

& ;w dkbZ cksy ekj Nj xqtZj dh Nksjh Cksy lkyN ekj lke dkGT;

& ?kksMh d ,sM ekjh Nj xqtZj dh Nksjh Fkkjk dk.;k u ykmxq ck.Mh Maqxj;k lw

& ?kksMh Mdkrks tko Nj rsty lwjks Ckk.Mh Mqqaxj;k
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& Ekh.kk tkj ndkY;k j eh.kkvks ekjks dk.;ks Hkh nsnks j vkSj nsanks u lk.M èkMqdrks

& eh.kk Hkh HksGk gks x;k Nj rsaty lwjk eh.kk gks x;k N <s< lkS

& Qyh Fkkgh cksyks uj eh.kkvks eh.kk Hkk;k ikN Hkh cksyxks yMdks tkV dks

& eh.kk u chpke ysY;ks Nj rsty lwjk Hkkyk ckj;k N rsty ds mij

& rsty ?kk;y Hkh djn;ks Nj eh.kkvks bd jkse jkse e Hkkyks Hkh ykx j;ks

& rsty ?kksMh lw crGkj;ks j ?kksMh ekjh vki.k pkyxka dkyk dh Hkwjh ckeY;k

& enY;k eny djNj rsty lwjkas rhth enY;k e dkyk dh Hkwjh ckeY;k

& rsty ?kksMh lw crykj;ks ?kksMh ekjh Fkw pytk vki.kk xkao e

& d';k ,sdyh vkbZ Nj ?kksMh ekjh dgk rks eY;kbZ rsty ykMyks

& lkph lkph ckr [kn ujh ?kksMh ekjh dgk eY;kbZ ekjks nsoj ykMyks

& xqtjh dh xk;k u ysck x;ks Nksj HkkstkbZ ekjh ckdh jX;ks Nks dk.;ks [ksjMks

& eh.kk u xk;y dj n;ksj HkkstkbZ ekjh jkse jkse Hkkyk Hkh md ykx x;k

& HkksMG lq iqdkj.k tko N ?kksMh ekjh pkyh tko N xqtjh d ckj.k

& ,dyh d';k vkbZ jh ?kksMh ekjh ekjk [kkou u dkgk ey vkbZ

& eh.kk rsty d >xMks gks;ks Nj HkksMG jk.kh mdk jkse jkse e Hkkyk ykx x;k

& rsty ?kk;y gks X;ks Nj HkksMG jk.kh ew eY;k Nq dkyk dh Hkwjh ckeY;k

& jkso N lkjks ifjokj ?kksMhj gkGk vkSj jkso N HkksMG ikrMh]

& lc ey ysjk pkY;k Nj ?kksMh ekjh vkSj pky Nj chpk e HkksMG ikrMh

& vkx ?kksMh Hkh gksbZ Nj rsty lwjk ysbZ pkyh N dkGk dh Hkwjh ckeY;k

& ckj fudG vkts uj cld dkGk ckj [kMks N rsty ykMyks

& cksY;k cpu lekyks j cld ckck rsty vkX;k N Fkkjh ckeY;k e

& Fku d';k Hkh Mlwxw rsty lwjk Fkkj :e :e e Hkkyk Hkh Fkkj ykxj;k

& Ckld ekbZ lw crykj;ks ekrk jh bu tL;k dks tL;ks djnq Fkkj rsty ykMyk u

& Hkkyk ekj Hkh tx tx ykxj;kN cld ckck vNqrh dksu ekjh Bke

& ns'kk ns'kk e iwtknw ekrkjh ekjh ns'kk ns'kk Fkkjk yky u

& thc ekjh vNqrh j cld ckck 'kjhj e ykxj;k N Hkkyk

& thcMY;k ukx Ml Nj cld ckck ?kksMh u Ml N cko du e

& HkksMG lrh gkso Nj ?kksMh gkGk XkksMk Ik ysY;ks N rsty irMks

& jkso N lkjks ifjokj rsty lwjk vkSj jkso N ekek ekslky

fu"d"kZ %

fu"d"kZr% ge dg ldrs gSa fd yksd laxhr dk laLd̀fr ds lja{k.k esa egÙoiw.kZ ;ksxnku gSA yksd lkfgR; tc
laxhr esa fuc) gksdj tuekul dh ok.kh cu tkrk gS rks og lkfgR; nh?kZthoh gksdj Hkkoh lekt vkSj ;qok ih<+h dk
çsjd vkSj ekxZn'kZd cu tkrk gSA bl v/;;u ls bl rstkth 'kSyh ds yksd lkfgR; dk 'kkfCnd ,oa lkaxhfrd Lo:i
vfèkd&ls&vfèkd yksd lkfgR; jfld] lqfèk Jksrkvksa vkSj 'kksèkdrkZvksa dks lgt gh miyCèk gks ldsxk A
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  rstkth xk;d    rstkth xk;u ds dykdkjksa ds ny
  dkywyky eh.kk    ds lkFk 'kksèk&Nk= jkts'k dqekj

rstkth ds eafnj esa fofHkUu ok|&;a=ksa ds lkFk
izLrqfr nsrs gq, dykdkj

rstkth xk;u ds lkFk dPNh ?kksM+h ds lkFk uR̀; djrs
gq, dykdkj

lanHkZ lwph %

rstkth xk;u ds lanHkZ dykdkj ftudk lk{kkRdkj bl 'kks/k&i= ds

fy, fy;k x;k gS& dkywyky eh.kk ¼uksrkMk½] Lo xksiky jko
¼cktM½] jkensok csjok ¼cktM½] enu eh.kk ¼tkoVh [kqnZ½] dY;k.kkth
csjok ¼cktM½] dkyw csjok ¼Nikonk½] gsejkt ¼Nikonk½] f'krkje
¼Nikonk½] X;kjlh ykyk ¼lkFkyh½] lEHkq eh.kk ¼tj[kksnk½] ds'kjhyky
dgkj ¼cMku;kxkao½] txukFk tkV ¼jkeuxj½] j?kqohj xqtZj ¼uksrkMk½]
ckykth eh.kk ¼uksrkMk½] eaxykth es#Bk ¼uksrkMk½] Hkkstjkt xqtZj
¼dY;k.kiqjk½A

lkfgfR;d lanHkZ % 'kks/kdrkZ ds firk bl 'kSyh ds izfl) xk;d
jgs gSaA

dkO; lkexzh ds fy, 'kks/kkFkhZ }kjk vius xk;d firk ls lk{kkRdkjA

,sfrgkfld lanHkZ % xk;dksa ls lk{kkRdkj vkSj bUVjusVA



[ 141 ]

Lrkse 2024 ¼fo'ks"kkad&2½

Introduction/ Research Methodology

Assam is located in the tropical latitudes
(24.3° N and 28° N) and eastern longitudes
(89.5°E and 96.1°E), and is the most populous
state in North-East India. It is surrounded on
three sides by hills and mountains (Bhagabati,
Bora, and Kar, 2001). It is geographically a
composite state consisting partly of the pre-
Cambrian Deccan Plateau, partly of the late
Tertiary sedimentary formations, and partly of
the Sub-Recent and Recent alluvial deposits. The
state is surrounded on three sides, that is, the
north, east, and south by hills and mountains, and
to the west, it merges with the West Bengal and
Bangladesh plains. The western boundary of
Assam is, therefore, less physical than man-made
(Taher and Ahmed, 2005).

Politically Assam is surrounded by two
foreign countries (viz. Bangladesh and Bhutan)

*Ph D Research Scholar, Department of Political Science, The Maharaja Sayajirao University of Baroda, Vadodara

Source: List of districts of Assam. Wikipedia. https://
en.wikipedia.org/wiki/List_of_districts_of_Assam

Cultural Diversification in the state of Assam: A comparative study of
Assamese Culture and its significance in the present time

Manisha Sharma*

Abstract

Assam is a state in Northeast India that is known for its rich cultural diversity.
The state is home to over 30 different ethnic groups, each with its own unique language,
religion, and customs. This cultural diversity is reflected in the state’s art, music, dance,
and cuisine. The present paper is a study of cultural diversification in the state of Assam.
It also presents the significance of Assamese culture and its comparison with other cultures
in the state. Assam’s cultural diversity is a major part of what makes the state so unique. It
is a place where people from all walks of life come together to celebrate their different
cultures. This diversity is a source of strength for Assam, and it helps to make the state a
more vibrant and interesting place to live. Therefore, the paper includes various factors
for having an essential understanding of the importance and values of such a vibrant
culture. There are certain areas also where the study covers the major loopholes in
analyzing the impact of other cultural influences over the one old culture in the state.
Lastly, the study contributes to providing recommendations for the implementation and
adaptation of the state’s own culture in a unified way along with a diversified nature.

Keywords : Assam, Cultural, Ethnic,  Music, State

and seven Indian states (viz. West Bengal
Arunachal Pradesh, Nagaland,  Manipur,
Meghalaya, Mizoram, and Tripura). The location
of Assam is strategically very important. It has
an area of 78,438 km², representing 2.39 percent
of the total area of the country, and a population
of 26655528 (2001) accounting for 2.59 percent
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of the total national population (Census of India,
2001). The rivers Brahmaputra and Barak, in
the north and south respectively, carve out deep
valleys, that represent the major part of the state.
Between the two valleys there lies a strip of
highland made up of hills and plateaus. The two
plains form the easternmost parts of the north
Indian plain, which are shut to Southeast Asia
by the Patkai Range and its southward
extensions. In the north, the Brahmaputra plain
rises steeply to the Himalayas, while to the east,
the parallel hill ranges of Arunachal, Nagaland,
and Manipur attain height as one moves eastward,
culminating at the Patkai- Manipur-Arakan Yoma
hills. Although the hills and mountains mentioned
above, appear to provide a physical blockade,
they are not inaccessible. There are a large
number of mountain passes across both the
Himalayas and the eastern hills. Situated as such,
it is a transitional territory between South Asia
and South-East Asia. The transition is reflected
not only in the region’s flora and fauna but also
in human types, languages, and cultures
(Barpujari, 1977).

Therefore, the present paper is
particularly dealing with the secondary materials
to have a deep understanding of the cultural
diversity of Assam. Several data and historical
handbooks also give a keen knowledge of this
sphere. Moreover, the paper also endeavors to
the major works of different artists, scholars as
well as writers of Assam to observe the
diversification from other states.

Study Area

Cultural diversification along with the
different ethnic groups plays a pivotal role in
examining the significance of the state. Culture
in Assam in its true sense today is a ‘cultural
system’ composed of different ethnic cultural
compositions. It is more interesting to note that
even many of the source cultures of culture in
Assam are still surviving either as sub-systems

or as sister entities. In a broader sense,
therefore, the cultural system of Assam
incorporates its source cultures. However, it is
also important to keep the broader system closer
to its roots (Culture of Assam, 2023).

Therefore, while dealing with the study
area, the paper mainly focuses on the different
aspects of culture including; music, art-craft,
festivals, and so on. Assam, being the home to
many ethnic groups and different cultures, is rich
in folk music. Indigenous folk music has in turn
influenced the growth of a modern idiom, that
finds expression in the music of such artists are
Jyoti Prasad Agarwala, Bishnuprasad Rabha,
Parvati Prasad Baruva, Bhupen Hazarika,
Nirmalendu Choudhury & Utpalendu
Choudhury, Pratima Barua Pandey, Luit Konwar
Rudra Baruah, Parvati Prasad Baruva, Jayanta
Hazarika, Khagen Mahanta, Beauty Sarma
Baruah. Among the new generation Zubeen
Garg, Angaraag Mahanta, Kalpana Patowary,
Joi Barua, Jitul Sonowal and Manoj Borah are
well known. Assamese music is known for its
use of traditional instruments such as the dhol
(drum), the shehnai (oboe), and the ektara (a
one-stringed instrument). Assamese dance is
known for its graceful movements and colorful
costumes. Assamese cuisine is known for its use
of fresh herbs and spices, and its unique flavors
(Culture of Assam, 2023).
The song O Mur Apunar  Desh
(অ’ মাৰ আেপানাৰ দশ)  (O my endearing country,,
‘desh’, phonetically ‘dex’, with a talôibbô
xô=country), composed by Rasaraj Lakshminath
Bezbaroa, is popularly accepted as the state
anthem of the state of Assam.

Assamese art is known for its intricate
wood carving, metalwork, and pottery. Assam
has maintained a rich tradition of various
traditional crafts for more than two thousand
years. Presently, Cane and bamboo craft, bell
metal and brass craft, silk and cotton weaving,



[ 143 ]

Lrkse 2024 ¼fo'ks"kkad&2½
toy and mask making, pottery and terracotta
work, wood craft, jewelry making, musical
instruments making, etc. remain major traditions.
Historically, Assam also excelled in making boats,
traditional guns and gunpowder, colors and paints,
articles of lac, traditional building materials,
utilities from iron, etc.

The most widely used items in daily life
are made from cane and bamboo, including
furniture, musical instruments, domestic
necessities, weaving accessories, and building
construction materials. Every Assamese home
has decorative items and utilitarian items made
of bell metal and brass. The Xorai and bota are
two significant symbolic objects that have been
used for generations to provide presents to
revered individuals. The two most significant
hubs for traditional brass and bell-metal crafts
are Hajo and Sarthebari. Assam is the only place
where Muga, a naturally golden silk, is produced.
Muga is the most notable and famous form of
silk produced there. Rural families make silk and
silk clothing with superb embroidered patterns
practically everywhere in the Brahmaputra
Valley, except Sualkuchi, the historic silk
industry’s hub. Additionally, Assam is home to
several ethnocultural groups that produce a
variety of cotton clothes with great color
combinations and distinctive embroidered
designs.Additionally, Assam is home to a variety
of distinctive crafts, including toy and mask
manufacturing, which is mostly centered in the
Vaishnav Hermitage, pottery and terracotta work
in Western Assam districts, and woodcraft, iron
craft, jewelry, etc., which can be found in
numerous locations around the area. But because
of this, Assam appears to be inhabited (SIL
International, 2019).

There are several important indigenous
traditional festivals in Assam. Bihu/Bwisagu (for
Kacharis) is the most celebrated festival of all.
There are various Indigenous traditional festivals

as well as belonging to different indigenous
communities which are celebrated every year
around different corners of Assam (The
Northeast, 2019).

Assam’s three most important festivals
are grouped as Bihu. The primary purpose of
the festival, which was formerly a way for
cultivators to note the seasons and important
events in their lives over a year, has altered as
urbanization has progressed. There are three
occasions for celebration: Rongali, which marks
the arrival of spring and the start of the sowing
season; Kongali, which marks the barren period
when the fields are lush but the barns are empty;
and Bhogali, which marks the time of
thankfulness after the crops have been gathered
and the barns are filled. ‘Bohag Bihu’, ‘Kati
Bihu’, and ‘Magh Bihu’ are additional names
for Rongali, Kongali, and Bhogali, respectively.
The day before every Bihu is referred to as Uruk.
Every Bihu possesses different characteristics.
‘Goru Bihu’ (the Bihu of the cows) is the name
given to the first day of ‘Rongali Bihu. The cows
are carried with extra care to the neighboring
rivers or ponds on this day to be washed. Cows
have always been revered as holy creatures by
the Assamese people. Rongali bihu is related to
bihu dance and music (The Thumb Print : A
Magazine from the East, 2019).

In addition to these, Assamese
traditional clothing and textiles include the Suriya,
Pirawn, Gamusa, Jaapi, Mekhela chador, Riha,
and Tongali. By tying itself to tradition, the state
becomes more vital and real (Culture of Assam,
2023).
Discussion

The northeastern Indian state of Assam
is well-known for its wide range of cultural
traditions. More than 30 different ethnic groups
live in the state, each with its distinct language,
religion, and customs (Census of India, 2011).
The art, music, dancing, and cuisine of the state
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all reflect this cultural richness. Assam’s
socioeconomic and demographic statistics are
evolving quickly. The population is expanding,
the literacy rate is rising, and urbanization is
outpacing rural development. The population’s
religious makeup is also shifting, with a decline
in the number of Hindus and an increase in
Muslims. The state of Assam is being
significantly impacted by these developments.
The state’s resources are being stressed by the
expanding population, and rising urbanization is
encouraging the growth of new cities and towns.
The population’s shifting religious makeup is also
posing new problems for the government. The
issues caused by these demographic shifts are
being addressed by the Assam government. To
raise the standard of living for all Assamese
citizens, the government is spending money on
healthcare and education.  To provide
opportunities and jobs for the expanding
population, the government is also attempting to
encourage economic growth (Bhattacharjee,
1983).

As far as ethnic groupings go,
Assamese, Bengalis, Bodos, Karbis, Mishings,
and Nagas are all present in the state of Assam.
With nearly 60% of the state’s population,
Assamese are the predominant ethnic group.
They converse in the Indo-Aryan language
Assamese, which is spoken by them. With around
25% of the population, Bengalis are the second-
largest ethnic community in Assam. They
converse in the Indo-Aryan language Bengali,
which is spoken by them. With a 10% population,
the Bodos are the third-largest ethnic group in
Assam. They communicate in the Tibeto-Burman
linguistic family using the Bodo language
(Kakati, 1977).

Assam’s cultural diversity is a major
part of what makes the state so unique. It is a
place where people from all walks of life come
together to celebrate their different cultures. This

diversity is a source of strength for Assam, and
it helps to make the state a more vibrant and
interesting place to live. There are various
reasons for the unique nature of Assam in terms
of culture with the other states in India. For
instance; the Assamese people are known for
their hospitality. They are always willing to
welcome guests into their homes and share their
food and culture. Also, the Assamese society is
traditionally matrilineal, which means that
property is passed down through the female line.
This is a unique practice in India, where most
societies are patrilineal. The culture of Assam is
deeply connected to nature. The state is home
to several important rivers, forests, and wildlife,
and these natural resources are an important part
of Assamese identity (Culture of Assam, 2023).

Results and Conclusion :

Assamese culture is significant for
several reasons. First, it is a living culture that is
constantly evolving. The different ethnic groups
in Assam continue to interact with each other
and share their cultures, which has resulted in a
vibrant cultural landscape.

Second, Assamese culture is a
repository of knowledge and wisdom. The state’s
oral traditions, folktales, and religious texts
contain a wealth of information about the history,
philosophy, and values of the Assamese people.

Third, Assamese culture is a source of
pride for the Assamese people. The state’s
unique culture helps to define the Assamese
identity and provides a sense of belonging for
the people of Assam.

Assamese culture is also significant for
its contribution to the wider Indian culture. The
state’s art, music, dance, and cuisine have all
influenced Indian culture in significant ways. For
example, the Bihu dance, which is a traditional
Assamese dance, is now performed all over
India.
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Overall, Assamese culture is a vibrant

culture that is significant for several reasons. It
is a living culture that is constantly evolving, it is
a repository of knowledge and wisdom, and it is
a source of pride for the Assamese people. It
has also made significant contributions to Indian
culture.
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Introduction

Tihar, also known as Deepavali, is a five-
day festival celebrated by Nepali communities.
To celebrate, folk songs like Dewsi and Bhailoare
played. In this festival, Dewsi is performed the
day following the Bhailo performance, when the
women of the neighbourhood gather and begin
singing Bhailo. In the group performance Dewsi,
a lead performer narrates the story before the
other players join in with a brief chorus that
begins: “Dewsire” on the day called “Hali Tihar.”
(Lokesh Chettri & Bishnu K Sharma, 2021)

Study Area

This study examines the value of Bhailo
and Dewsi folk musical traditions for attaining
spiritual bliss as they are performed at the

The Divinity of Nepalese Folk Musical Form Dewsi and Bhailo in Sikkim
Ashish Shankar (Sunar)*

Abstract

India is a country with a long history and a multicultural population. Each region’s
particular folk music is represented in a variety of it. These folk songs and music are
connected to day-to-day activities as well as celebrations, and festivals. Indians lives are
intricately entwined with these folk music, dancing, and other cultural expressions. The
potential of music to quickly, easily, completely, and effectively take us from our daily
lives and keep our spirits fully immersed in the unfathomable essence of the ultimate is
greater than that of any other form of art. Sikkim is the 8th north-eastern state and 22nd

state of India and it is rich in both bio-diversity and culture. It is situated in the eastern
Himalayas in north-eastern India. The state of Sikkim is a prime example of how various
cultures, faiths, and traditions can coexist peacefully. The traditions, folk dances, and
customs of several tribes are woven into the culture and heritage of Sikkim like a vibrant
bouquet. Places of worship, traditional dances, and festivals all showcase Sikkim’s many
cultures. This study explores the folk musical traditions of Dewsi and Bhailo as they are
presented at the Nepalese Festival Tihar (Deepavali) in Sikkim, as well as their
significance for achieving spiritual joy.

Keywords :  Tihar, Dewsi, Bhailo, Spiritual bliss

Research Methodology: This study employs a descriptive-evaluative methodology. The study primarily
relies on reviews. Secondary data sources, such as books, journals, and articles, are used to
support it.

*Department of Music, Sikkim University, Gangtok

Nepalese Festival Tihar (Deepavali) in Sikkim.

Discussion

Different fasts, festivals have been adopted by
our ancestors with the goal of promoting the all-
around growth of people. These customs and
ways of life are not only spiritual, but also highly
scientific and social. Man communicates by his
personality, mannerisms, and mental attitude.
Because of this, the primary goals of these fasts,
festivals are to purify the body, tongue, and mind
so that a man can easily receive salvation of his
soul from this transient world.

Bhai Tika, also referred to as
Vatriduteya and Yam Panchak, is a crucial
component of the celebration. It often occurs in
November and emphasises family, social, and
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spiritual values which has a history that can even
be found in Hindu mythology. Yamraj, the son of
Surya, was invited to Yamuna’s home by his
sister, where she adored her brother with a
garland, fed him delectable’s, and eventually
bestowed upon him a wish for a long and healthy
life. Since then, Bhai Tika has become popular.
As was previously mentioned, this festival is also
known as Yam Panchak since it lasts for five
days and primarily celebrates Yamraj. The rites
for each of the five days vary in both content
and meaning. Crows are viewed as Yamraj’s
crafty envoys. So, on the first day of the
celebration, it is worshipped by being given food
early in the morning. The name Kag Puja refers
to this feast day.

The day after is also known as “Dog
Day.” On this day, they receive appropriate
nourishment and garlands. The second day of
the festival, Kukur Tihar or Narkay Chaturdashi,
is not left without care, not even for the stray
dogs. In addition to being a very devoted animal,
dogs are regarded as an ambassador and
Yamalok’s carer. Laxmi Puja or Gai Tihar is
celebrated on the third day, which is a new moon
day. Since the word “Gai” is a cow, cows and
calves are well fed and decorated on this day of
Laxmi Puja.. Laxmi Mata, the goddess of wealth,
is worshipped ardently and with genuine religious
ardour and reverence on the night of the new
moon day. Sukharatri and Deepawali are other
names for this Puja.

According to Hindu mythology, Lord
Ramchandra was re-established as the king of
Ayodhya on this day after being banished for
fourteen years by his stepmother. When
Ramachandra got back, everyone was ecstatic
because there had been no shortage of anything.
The entire kingdom, where wealth and wisdom
had reached the pinnacle of prosperity, had been
lavishly blessed by the goddess of fortune.
(Vashistha, 2006). The happy boys and girls travel

in groups to each house that has been garlanded
and adorned while humming choruses of Deushi
and Bhailoo. The day of Bahar Puja is the fourth
day. Govardhan Puja is another name for it. Lord
Shiva always rides on a bull’s back with Parvati
and Ganesh because oxen are said to be an
embodiment of God. On this very same day, even
Lord Krishna offered homage to Govardhan
Parvat. Because of this, even today, to remember
the original Govardhan Puja that was carried out
by Lord Krishna, a pile of dung is built to resemble
Govardhan Parvat and is worshipped with milk,
curd, fruits, and sweets.

Bhai tikah is very valuable when viewed
from several angles. From a spiritual
perspective, the married daughter who visits her
parents during Dashara to receive tika from her
parents or other senior family members then
invites her brother to her home for Bhai tika.

On this auspicious day, the sisters
observe a fast and refrain from eating until after
the ritualistic performance of the day, when they
feed their brothers. The sisters first pay respect
to the diyo and kalash and invoke Lord Ganesh
as well as the eight immortals Ashwatoma, Bali,
Biash, Hanuman, Bhivishan, Kripacharaya,
Parshuram, and Markanday after the brothers
have taken their seats on the seats set apart for
them. Yamaraj is compared to a nut because of
their comparable character, and nuts stored at
the threshold of the house are treated with the
respect they deserve. Yamaraj is like a nut that
appears hardened on the outside but has a soft,
delectable kernel inside.Yamaraj was generally
a naive and kind-hearted man, while being
immensely dreaded because he was the last
authority to impose the death penalty on a
person.

The tradition of worshipping Yamaraj like
a walnut at one’s doorway is meant to convey
the message that those who are devout and
committed to doing good actions do not fear death
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but rather welcome it. Death is only feared by
individuals who have vices like rage, envy,
selfishness, etc. Furthermore, Astacharinjivi is
revered because it is said that by doing so,
especially when ailing, one’s healing and long
life are expedited.

The sisters first sprinkle water around
their brothers once the traditional rituals have
been accomplished. Before they make tika on
their foreheads, they should apply a little oil and
comb their hair. Unlike other tikas, the one used
on Bhai Tika is specially made with ground rice
flour and applied on their forehead vertically in
the shape of a straight line with shorter breadth
and longer lenth, providing enough space to draw
horizontal lines in between with red and yellow
coloured vermilion to make it look distinct and
attractive, and garland them with garlands made
of freshly plucked merry gold flowers. Other
gifts that some sisters give to their brothers are
handkerchiefs, scarves, and Dhaka topis, which
are traditional Nepalese caps.In exchange, the
brothers do the same thing by applying tika on
their sisters’ foreheads and, depending on their
financial situation, giving them money or a dress.
Following a hearty meal of sail roti, curry, and
other delights lovingly prepared by their sisters
for the brothers, the ritual comes to a close. A
dhog exchange takes place at the end.

Origin of Dewsi and Bhailo

According to one of the most well-
known epic tales, the Lord of Ayodhya, Ram,
his wife Sita, and his brother Laxman were
banished for a period of 14 years, according to
the Ramayana of Valmiki. This well-known tale
dates back to 1500 B.C. They experienced a
number of incidents throughout this 14-year
period, with one of the most well-known ones
being the battles between Lord Ram and Demon
King Ravan of Lanka to rescue Sita Ji from
Demon Ravan. Lord Ram ultimately defeated
Ravan and triumphed against evil. Lord Ram,

Sita Ji, and Laxman returned to Ayodhya with
splendour and beauty, and the people of Ayodhya
celebrate that day by lighting the oil lamps and
marking it as a noteworthy and significant return
event of the three. (Ms. Lekha Fenn and Dr.
Apurva Joshi, 2021). Hence, with choruses of
Dewsi and Bhailo playing in the background, the
joyful boys and girls make their way in groups to
each house that has been garlanded and
decorated.

Another folklore story describes At that
time, the Das-Dasi pratha (slavery system) was
also used in western Nepal. Even though this
practise was outlawed not long ago, it continues
to be conducted covertly in some areas of
western Nepal. According to this tradition, one
would either buy the son or daughter of the poor
and sacrifice them at the temple, or they would
sacrifice their own son or daughter. But as time
went on, this custom evolved, and the habit of
bringing them to the temple and abandoning them
there without being sacrificed emerged. On the
day of Lakshmi Puja, the same King Bali let
Devdase and Devdasis (slaves kept in temples)
to beg for money from house to house. Since
the day of Lakshmi Puja, he had granted them
the permission to beg and given them the
directive to not disrespect them and to provide
them with as much as they could. When
Lakshmi Puja day came around at that time,
Bhailo was also played. “Wishing good” (Bhalo)
is the meaning of the word bhaili. Bhaili is
traditionally a song performed on Lakshmi Puja
night just by Devdasis (the girls and ladies).
Dewsi also starts to be played the following day,
on Kartik Shukla Pratipada. To announce their
presence, the Devdases dispatched by the same
king began chanting “Devdas re.” (Aryal,
2023).

Another story describes Dewsi Bhailo
has its roots in Hindu mythology, when people
on Earth celebrated Tihar for five days when
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King Bali emerged from the dungeon. According
to the Baman Puran, King Bali was renowned
for his extreme generosity, which led to Bali’s
veneration by the populace. But because of his
ancestry with demons, it was rumoured that if
he attained ultimate power after completing a
ritual, he would transform into a demon. Lord
Vishnu went to the location of the ritual in
incognito and requested that three steps be taken

in order to stop this from happening.In just two
steps, he covered the entire planet; for the third,
he insisted that King Bali’s head tread on it. Thus,
the word Dewsi comes from the Greek words
deu, which means to give, and sire, which means
head. King Bali was imprisoned and has a history
of coming back to Earth on the five days of Tihar.
(NK, 2019)

Lyrics of Dewsi and Bhailo Songs (Gurung
N. 2021)

nsmlhxhr
vkgS f>fyfefy f>fyfefynsmlh js
vkgS ds dks f>fyfefynsmlh js
vkgS cÙkhdks f>fyfefy nsmlh js
vkgS Qwydks f>fyfefy nsmlh js

vkgS Hku esjk HkkbZ gks nsmlh js
vkgS jkezjh  Hku nsmlh js
vkgS Loj feykbZ HkUu nsmlh js

, jkrks ekVks nsmlh gS
, fpIyks ckVks nsmlh js
vkgS yM~nS iM~nS nsmlh js
, vk,dk gkeh nsmlh js
nsmlhjs [ksYu nsmlh js

vkgs gkeh vkQS nsmlh js
vkgS vk,dk gSukS nsmlh js
vkgS cfyek jktdks nsmlh js
vkgS gqdqeek gq¡nk nsmlh js
vkgS vk,dk gkeh nsmlh js

vkgS vfLr vkmus nsmlh js
vkgS ekXus FkkXus  nsmlh js
vkgS fgtks vkmus nsmlh js
vkgS HkSfyuh nsmlh js
vkgSvkt vkmus nsmlh js
vkgS nsmlh HkkbZ nsmlh js

HkSysuh xhr
HkSysuh vk;kS vk¡xu cMkjh dqMkjh jk[ku
, gS vkSalhdks fnu xkbZ frgkjks HkSyks
xkbZdks uke r xktq y{eh iwtk vktq
, gS vkSalhdks fnu---

gfj;ks xkscjys fyisdks y{eh iwtk iqtsdks
, gS vkS ¡lhdks fnu---
l/kS ¡ vkmus /kksch rsyh vkt gS vkmus HkSysuh
, gS vkSalhdks fnu-----

gkeh vkQS vk,dk gksbukS ¡ cfy gS jktkys iBkdks
, gS vkS ¡lhdks fnu…-
Qwy gS QqY;ks fprq o"kZ gS fnudks _rq
, gS vkSalhdks fnu----

pk¡nh dkVh lsyh] e.My gS xkm¡dh psyh
, gS vkSalhdks fnu---
f>fyyh r f>fyyh Qwydks ekyk fQfyyh
, gS vkS ¡lhdks fnu-----

pk¡nh dkVh lsyh] e.My gS xkm¡dh psyh
, gS vkSalhdks fnu---
f>fyyh r f>fyyh Qwydks ekyk fQfyyh
, gS vkS ¡lhdks fnu-----

mtsyh r mtsyh cÙkh gS ckyh mtsyh
, gS vkS ¡lhdks fnu----
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vkgS ;kgk ek= gksbu nsmlh js
vkgS lkjk lalkj nsmlh js
vkgS ?kqeuS ijN nsmlh js

vkgS dsyk dks /keck nsmlh js
vkgS nsmlh HkkbZ tEek nsmlh js

vkgS Hku esjk HkkbZ gks nsmlh js
vkgS jkezjh  Hku nsmlh js
vkgS Loj feykbZ HkUu nsmlh js

vkgS vkf'k"k gS fn tkS nsmlh js
vkgS ;lSek ?kjek nsmlh js
vkgS y{ehys nsmlh js
vkgS l/kS Hkjh nsmlh js
vkgS cklek x:u nsmlh js

vkgS ;lSek ?kjdk nsmlh js
vkgS ekrk firk nsmlh js
vkgS ojihiy tLrS nsmlh js
vkgS rih jgqu nsmlh js

vkgS ;lSek ?kjdk nsmlh js
vkgS ykyk ckyk nsmlh js
vkgS nqcks tLrS nsmlh js
vkgS ekSykgh jgqu nsmlh js

vkgS ;lSek ?kjdk nsmlh js
vkgS ekrkfirkys nsmlh js
vkgS <qaxkek Nqnk nsmlh js
vkgS njckj cuqu nsmlh js

vkgS ;lSek ?kjdk nsmlh js
vkgS ekrkfirkys nsmlh js
vkgS ekVks ek Nqnk nsmlh js
vkgS vUu cuqu nsmlh js

vkgS nsmlh dks vkf'k"k nsmlh js
vkgS ;lSek ?kjek nsmlh js

vkdk'kek ykxsdk rkjk psyhykbZ ykxsdks Hkkjk
, gS vkSalhdks fnu-----

frgq frgkj gkezks jhfr gS fFkfr jkezks
, gS vkSalhdks fn
pkMckM ekUnS tkm¡ HkSysuh xhr xkm¡nS tkm¡
, gSa vkSalhdks fnu----

lquS D;kjs l¡?kkjs :i gS D;kjs nqokjs
, gS vkSalhdks fnu--
cxkys rkjk nf{k.kdks ?kjifr vkeS yfNudks
, gS vkS ¡lhdks fnu--

HkkjS ekfFkdks flUdh dU;s gS dsVhdks fcUrh
, gS vkSlhdks fnu----
fgekyek pusZ dLrqjh&vkeSys xfju~ nLrqjh
,gS vkS ¡lhdks fnu---

gkeh tkUNkSa HkksV xqU;w gS pksyh NksVks
, gS vkS ¡lhdks fnu------
gkeh tkUNkS ¡ ikjh xqU;w pksyh lkjh
, gS vkS ¡lhdks fnu---

Qwydks ekyk mUuSN lkjk lalkj ?kqEuS N
, gS vkSalhdks fnu----
?kksMh jk[us rcsyk gqUN fd D;kjs vcsyk
, gS vkS ¡lhdks fnu--

xkm¡dks uke r ylikyh vkf'k"k fnmtkÅ¡ ;likyh
, gS vkS ¡lhdks fnu---;lS ?kjek y{ehys lnk loZnk cklS
x#u~
, gS vkS ¡lhdks fnu…

;lS ?kjek ljLorhys] lnk loZnk vkf'k"kS fnmu~
, gS vkSldks fnu----

tlys fnUN eqjh muSdks lqudks /kqjh
, gS vkS ¡lhdks fnu---
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vkgS cjnku tLrS nsmlh js
vkgS ykxhek jgqu nsmlh js

vkgS ys[k dks dkus ns[kh gS
vkgS vkmy dks ekus nsmlh js
vkgS nsmlh HkkbZys nsmlh js
vkgS ;fr uS tkus

vkgs nSoys lkps nsmlh js
vkgS uejh ckps nsmlh js
vkgS vkmus lky nsmlh js
vkgS gtqjykbZ lE>h nsmlh js
vkgS vkmNkS ?kqenS nsmlh js

vkgS gs esjk ckcS nsmlh js
vkgS gs esjh vkeS nsmlh js
vkgS tksxhykbZ fl/kk nsmlh js
vkgS nsmlhykbZ fcnk nsmlh js

tlys fnUN ikFkh muSdks lqudks gkÙkh
, gS vkSalhdks fnu
;lS ?kjek ekrk&firk oj&fiiy tSlks rih jguq
, gS vkSalhdks fnu-----

;lS ?kjdk ykyk&ckyk nqcks gS tSlks ekSfyjgqu~
, gS vkSalhdks fnu-----
;lS ?kjdk ekrkfjys ikuh gS Nw¡nk rsyS gmu~
, gS vkSalhdks fnu----

;lS ?kjdk ekrkjhys <q³~xk gS Nw¡nk æO;S gmU
, gS vkSalhdks fnu………
;lS ?kjdk ekrkjhys ekVks gS Nw¡nk vUuS gmu~
, gS vkS ¡lhdks fnu--

ftjk gksbu esFkh gkehys tkusdks ;fr
, gS vkS ¡lhdks fnu…-
vkS ¡ydks dkus ysdSdks ekus
vkf'k"k fnu ;fr uS tkus
, gS vkSalhdks fnu---

Results and Conclusion :

The musical folk composition of Dewsi
and Bhailo which is performed in the festive
occasion of Tihar brings joy, happiness, and
spiritual bliss in the life of individual person who
witness this events. This folk songs reminds the
roots and depth of the beautiful tradition which
has been followed form generations to
generations from ancient times. The lyrical
element of the dewsi and bhailo songs describes
about the greatness of Lord Rama , the generous
of King Bali and the victory of good over evil.
There is also moral lessons in the lyrics of dewsi
bhailo songs. Most importantly the girls and boys
who perform these art forms bless the houses
and the family which they visit door to door and
the significance of this ritual is very important in
the Nepalese community. The musical notes of
these composition make a person feel of spiritual
bliss and spiritual satisfaction.

Another significant social effect of this
festival is that the boys and girls who perform

deushi and Bhailo in public encourage people to
be kind and generous like King Bali and to foster
a sense of community by telling stories about
the mythical king who was extraordinarily
generous in giving to the needy and the poor.
Additionally, they advise people to enjoy their
riches as much as possible rather than hoarding
it and passing away a miserable man.
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Introduction

The Swang-Nautanki performative
tradition has a long history dating back several
hundred years. References to Nautanki can be
found in writing form in an Indian emperor
Akbar’s court scholar Abul Fazal’s work Ain-e-
Akbari from the 16th century.1 Numerous
academics have asserted teleologically that the
folk performance traditions of Bhagat and
Raasleela of Mathura and Vrindavan in Uttar
Pradesh, as well as Khayal of Rajasthan, are
where Nautanki had its start. With the
introduction of the printing press, an archival point
of reference can be traced back to the flyers/
brochures/posters of Nautanki performances
from 19th Century onwards.  In the late
nineteenth century, Hatharas, and Mathura in
western Uttar Pradesh state, and Kanpur and
Lucknow in central Uttar Pradesh, became the
two biggest centres of Nautanki performance

Beyond the Digital Memory : Folk Performances as ‘Site of Mediation’
Dr. Anirban Kumar*

Abstract

The paper attempts to situate folk tradition in Nautanki performance through
the legend of Reshma and Chuharmal, which is performed across Uttar Pradesh and
Bihar. The legend is has many contestations and is performed in the folk ballad form of
Nautanki named, “Rani Reshma, Chuharmal Ka Khela” every year in the Chaityamah
(Bose, 1985). Among one of the versions, Chuharmal is a hero and god of the “lower
castes” Dusadh community (Badri Narayan, 2003). Herein, the paper argues that with
the idea of ‘superfluous’ narrative, myth and legends, not only exchange informations,
but also carves out a memory of its own to life. It is argued that  digital memory opens up
a new ambit between tradition and technology by indicating a new performative domain
of socialization, as it moves away from the notion that they are locked inside specific
geography/regional topography. The legend of Reshma and Chuharmal on the one hand,
explicates that a unified form of a folklore cannot be found in the same society; and on the
other hand suggests, that as “site of mediation” they have a bearing of association, which
is born out of a sense of – human beings as equal.

Keywords : Legends, Contestation, Site of Mediation, Tradition and Technology, Associative Principle,
“Common”
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and teaching. The Hathras School developed first,
and performances by its artists in central Uttar
Pradesh state stimulated the development of
Kanpur-Lucknow school of Nautanki. Both
schools differ from each other with respect to
their performative form and technique. While
the Hathrasi (literally meaning “of Hathras”)
school emphasizes singing more, and is operatic
in form, the Kanpuri School centers itself more
on prose-filled dialogues mixed with singing.2

This style developed in the colonial times (19th
and early 20th century), when India was under
British rule. The Kanpuri style borrowed many
elements of prose dialogue delivery from Parsi
Theater, and mixed them with the Hathrasi
singing to come up with its new style of
performance. Also, the singing style in the
Kanpuri School is somewhat fast-paced
compared to the Hathrasi School.3
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Research Methodology

Herein, the paper moves onto investigate
how Nautanki performance have been
incorporated in our contemporary times. It is
argued that the the idea of ‘superfluous’
narrative, myth and legends, not only exchange
informations as in our contemporary condition
of social media, but also carves out a memory
of its own to live its life as a “site of mediation”.
The performance unveils itself via a persona. A
persona of of an underdog. While this persona
is nonetheless a part of the existing community,
what has to be addressed is the extraction of
the ‘mediation’ at the site of Nautanki
performance.

The daughter of the King of Rampur
fell in love with the son of a low-caste man.
When the king heard about it he commanded his
soldiers to behead him. After searching in the
jungle for many years the soldiers succeeded in
capturing the boy and killed him under a ‘taal
tree’. It is said that since then, the screams of
the boy can still be heard in that grove.” Similar
stories and narratives of boy-girl relation can be
heard, in which the boy or the girl had to lose
her/his life.4

The story of Chuharmal and Reshma is
difficult to ascertain, but it is believed that the
events described in the story took place,
somewhere. A group from lower caste recites it
as a folk ballad and perform it as Nautanki named
“Rani Reshma, Chuharmal ka khela” every year
in the ‘Chaityamah’ (month of Chait as per the
Hindu Calendar).5 This story has many versions,
most of which conflict with one another.
Chuharmal is a hero and god of the “lower
castes” of the region and the folk legend is a
symbol of the victory of the righteous over the
evil. This is the historical memory of the group,
which is perceive as real. One might observe
the metamorphosis of the memory attached with
this myth into “history” through a collective

memory. Here the carrier of this collective
memory is none other than the collectiveness of
the ‘people’. So the forte of memory is not its
existence but the ‘common’ nature of memory
among people. A social text such as a rumor,
gossip, story or folklore multiplies in manifold
ways. The narrative identity of a community,
culture or nation is not a rigid structure.
Continuous contestation from within the existing
set up renders a gamut of possibilities. A single
story may be transformed into many stories. The
tale of Reshma and Chuharmal is an instance of
a text multiplying in this way. Each new text
contains a peculiar social meaning and manifests
a particular social position.

Discussion

The legend narrated above, which are
widely circulated in villages of different states
of North India, are still alive in the oral narratives
of many rural societies of North India. The actual
facts behind them are difficult to establish, but
the moral values projected in the myths are still
prevalent in these societies. Even today one can
find many incidents of violence emanating from
inter-caste and intercommunity love relations.
Incidents like these have become part of the
folklore of the local people and are still narrated
and recounted by them. These have now become
entrenched in the popular imagination of ordinary
people, who are greatly influenced by the values
and standards imposed by  group/community
have been transformed into legends and folklore.
One community may perceive the male lover as
their hero who has been wronged by the family
members of the female lover, while another
community may create the myth of an anti-hero
who captivated the heroine and trapped her.
Wheras another community may portray the
female as the one who seduced the hero with
her youth and beauty and forced him to fall in
love with her. Thereby, a fractured nature of
rural folk society may create different folk
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narratives centered on the same folklore. These
conflicting versions often contest with each other,
since each group narrates from its own vantage
point. The multiplicity of texts indicate a manifold
character of collective remembrance, which is
not a mechanical act but is a product of creative
imagination. Remembrance is not just an
individual phenomenon but is a social
phenomenon based on selective memory.6 Thus
memory is not an innocent, univocal and unified
domain. The collected versions of this story
reflect the changes, additions and contestations
at the level of popular narrative. As can be seen
from the examples of the multiple texts, there
cannot be an original story of Reshma and
Chuharmal. The differing versions of the story
conflict with one another, depending on the
community, which is narrating the story.

Problematizing this debate now, the
paper situates this oral tradition of performances
used in Nautanki performances, with the idea of
‘superfluous’ narrative, myth and legends and
how they not only communicate but also retain
a memory of its own to live its life, as a “site of
mediation”.7 This also breaks the notion about,
what we perceive today about traditional folk
performances – that they are locked inside
specific geography and have remained same, as
it is. Here the idea of the “site of the mediation”,
accentuates two major functions to community
performances: (1) they help people in
understanding oppressive practices; (2) they help
people to resist these practices by making a
connection with other members of their
community, and feel united through a realization
of their common conditions.8 In turn, this means
an understanding and exploration of new
information from the outside into a community,
while respecting and involving the local wisdom.
The paper brings in the debate of the mediation
beyond the digital, as an alternative reading of
legends in Nautanki performances; and in a
sense, try to negotiate more than the themes of

collective memory, history and singular/plural
simplistic dichotomy, which have tended to
dominate commentary on the subject concerned
here so far.

Media are transformative. They affect
conditions of possibility in general. Mediation
does not merely add some-thing to the existing
list of topics that scholars study. It changes the
practice of study itself.9

Taking a cue from Alexander Galloway,
Eugene Thacker and McKenzie Wark,
Excommunication: Three Inquiries in Media
and Mediation (2014), the context of changing
forms of “(ex) communication” converse with
the “central question” (2014, 9) of mediation. It
is the title of the book “excommunication” that
provokes the most enticing part about mediation
itself. Going by the general parlance,
excommunication, infers a complete suspension
or rejection of a person from a clique, like that
of a religion or sect. It also means an act of
damnation from a society, group or institution.
Frequently referred as “the act of official
exclusion of someone from participation in the
sacraments and services of the Christian
Church”,10 excommunication throws fresh light
on the ‘site of mediation’. Moreover, as the
performative “excommunication” intends to
unravel the dynamics of operation at the ‘site of
mediation’, the “paradoxical anti-message” of
excommunication in our contemporary times is
percolating throughout social networking ‘sites’
of communication and transference of
information.

Conclusion :

Hitherto, the paper has been referring
about deconstruction of the closed, self-
referential body of the group, so that we can
witness an unravelling this ‘excommunication’
of the narrative performed. “Rani Reshma,
Chuharmal ka Khela” is a Nautanki, which
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unendingly gestures to that which is outside itself,
opening up the image in a number of ways. That
which  continually interrupts any thought of being
as closed and self-sufficient; we can identify at
least two main ways in which the Nautanki is
opened, exposed, and brought into contact with
an outside: both through narrative ellipsis. As the
narrative switches between either group’s
perspectives, it privileges a lack of orientation
and narrative explanation for us, falsifying
‘relatives resistant’ to interpretation in terms of
linear cause and effect. Thus the image is neither
self-evident nor self-sufficient; its status is
indeterminate – it gestures to that which is
‘outside itself ’.11 Each and every time the
performance is performed, it points to something
beyond what is ‘represented’. It gestures to an
exposure to an outside, which opens up the mythic
narrative, rupturing its self-sufficiency. I suggest
that every time a performance happens, it
privileges incompletion in representation, or what
we might call an aesthetics of opening and
exposure. Rather than the form of the narrative,
echoing and replicating the self-sufficiency of
the sacred order it presents, what we find in
“Rani Reshma, Chuharmal ka Khela” is that as
the ‘closed body of observances’ of the multiple
identities in terms of community; opens up, so
the narrative is similarly exposed and pushed
‘outside itself’.

Describing Nautanki as ‘an art (…) precisely
by what one might mistake for self-satisfaction’,
the paper suggests that “Rani Reshma,
Chuharmal Ka Khela” in fact allows a residual
vulnerability to surface within this structure of
self-sufficiency. Thus, it would not be over
ambitious to say that the self-overcoming of the
aesthetic might consist in the artwork’s turning
away from self-satisfaction, in a moment of
vulnerability, indeed, in a movement of overture.
What remains to be thought through is – can
Nautanki performance bear the weight of ‘being’
read as a parable of the self-overcoming of

community and the metaphysical at large? Can
“Rani Reshma, Chuharmal Ka Khela” be
performed, so as to beyond the digital – both in
content (a social emancipatory community) and
in form (an aesthetics which goes beyond
contestation)?
(Footnotes) :
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Introduction
A folk instrument is a musical instrument

that developed among common people and
usually does not have a known inventor. It can
be made from wood, metal or other material.
Such an instrument is played a performances of
folk music. The history of musical instruments
has its deep roots in many thousands of years
back, when the primitive man started using
natural things to make sound. Simple rhythm
instruments are the earliest examples where man
used his own instruments as clapping hands and
stamping feet. Musical instruments are created
primarily for the production of sound. From a
small piece of stone to the highly sophisticated,
computerized electronic synthesizer, any object
which can produce sound and tones is a musical
instrument It is obvious that the earliest known
*Associate Professor of Music, Sitabai Arts, Commerce and Science College, Akola

Technology used in Indian Folk Music & Instruments
Dr. Snehal D. Shembekar*

Abstract

In Indian folk music, there is a rich and extensive range of musical instruments,
used both in the art music and in the folk music. Earlier man used percussion instruments
to accompany dance and to serve primitive ritual. The most primitive drums were made up
of wood and the skins of animals like lizards, snakes and fish etc., however with the
arrival of ceramics, wooden shell gave way to a clay vessel, and hands are replaced by
sticks. Sticks and the skins of aquatic animals changed to huge cattle. The laya vadyas or
the rhythm instruments are the earliest musical instruments in the history of mankind.
Newly introduced technology and the utilization of latest materials have brought
tremendous changes in the overall tonal quality of Indian musical instruments. The non-
availability of the materials from which the instruments are made, resulted in the finding
of an alternate. The elongated and fragile bodies of the stringed instruments like Tampuras’
and ‘Veenas’ are more difficult to transport from one place to another. As a result, miniature
Tampuras’ in the box type and ‘Folding Tampuras’ are being built, with the same tonal
quality. Fibre Glass Veena, and Electronic Veena are the experiments being made in the
field of making Veena. As a result of the introduction of the most modern technology and
the application of the latest materials, the total tonal quality of the Indian instruments
have enhanced to the maximum.

Keywords : Indian music, Modern technology, Indian instruments, Electrical music.

Methodology : Secondary sources.

invented musical instruments are however
noticeably different from those discovered by
man. Many instruments have become accessible
and adapted quickly by the people in far places,
because of the contact existed between different
civilizations. Some instruments have moved
outside from India and a good deal of India’s
custom, culture and instruments has been
accepted by Indonesia. The ‘Ravanahasta
veena’, a bowed instrument of the western region
of India, is an important example.’1 The blending
of human body with that of music is very clear
in the earlier days, in which bones and limbs have
been used to make musical instruments. In order
to enhance and enrich the vocal music, people
gradually felt the need of the accompaniment of
musical instruments. From the prehistoric time
to this modern period of science, both the vocal



Lrkse 2024 ¼fo'ks"kkad&2½

[ 158 ]

music and the musical instruments playing have
been passed on, through generations to
generations. However, the very first instrument
is the human body itself and is used for keeping
rhythm by stamping, clapping, or beating up on
the different body parts.

Indian Folk instruments

1. Alghoza, 2. Chikara, 3. Dhak (Big
Drum), 4. Dholak, 5. Dholaki, 6. Do Tara, 7.
Dungchen, 8. Ektara, 9. Ghumot, 10. Kamaischa,
11. Kanjira, 12. Kohl, 13. Maddale, 14. Nagada,
15. Parai, 16. Pepa, 17. Pungi, 18. Sambal, 19.
Thavil, 20. Thavil, 21. Thonkru, 22. Flute etc.

In Indian music, there is a rich and
extensive range of musical instruments, used both
in the art music and in the folk music. Vedic
literature refers to the various kinds of musical
instruments which were used in those days.
Even before 2400 BC, the chanting of Vedas
with all types of musical instruments was
common in India. Turva’, bakura, nadi,
kannadavina, karkari, dundubhi, bhumi dundubhi,
vanaspati etc. can be cited as examples for wind,
stringed and percussion types, most of which
are invisible now. Instruments are the products
of human thoughts and are the artificial devices
of man. Newly introduced technology and the
utilization of latest materials have brought
tremendous changes in the overall tonal quality
of Indian musical instruments. It is the technical
advancement which complimented both as a
stimulating and supporting factor to make people
equipped to conduct excavations and empowered
them to unveil it to the modern world. The logical
explanations and the situational analysis also
must have played a major role in these
explanations. The “Theory of Resonance” was
the main ‘secret’ behind, which attracted people
to the crude sound produced by those
instruments.  In respect of the dramatic
performance, it is a threefold application as Tata’,
‘Avanadha’ and ‘Natyakrta’. According to him,

‘Avanadha’ has got its name as it is tied by
leather. Bharata has devoted a chapter, which
contains only the description of orchestral music.
‘Brhaddesi’ of Matanga has brought out even
the smallest  details regarding the wind
instruments. Narada’s ‘Sangitha Makaranda’,
gives an exclusive idea of the production of sound
on various instruments. Saranga Deva, treated
all kinds of musical instruments prevalent in his
time and even prior to him. He gives an elaborate
details of ‘Vamsaka vrnda’,- an orchestra formed
only with the wind instruments.’2

Flute was the only accepted and
commonly used instrument by all the human
races of the world in the ancient history of
musical instruments. In the old usage, the term
‘flute’ stands for all the pipes blown across and
also using reeds which make the breath to
vibrate. It may be of either of stones, of animal
bones or bird’s bones, of woods or of reeds. Wind
instruments also called as ‘sushira vadyas’ by
ancient scholars, are in ten kinds which is
mentioned by Sarangadeva in his ‘Sangeetha
Ratnakara’. As per the journal ‘Nature’, the
music was widespread in pre-historic times and
a ‘vulture-bone flute’ has been unveiled by a
group of researchers from Germany in the year
2008. It is a five-holed flute made from a vulture’s
wing bone measuring 20cm long, having a
mouthpiece in ‘V’ shape.’3 From the Neolithic
period onwards, drums have made their presence
through the archaeological excavations.
‘Ranabheri’ is made useful as a drum as well as
making announcements. It was the huge conical
drums beat which declared the stated hours of
the day and night, during the medieval period.’4

After the human voice, which was being
considered as the very first instrument, it was
the percussion instruments like stones, sticks, logs
and rocks etc. which occupy the second step in
the progress of music. Earlier man used
percussion instruments to accompany dance and
to serve primitive ritual. The most primitive drums



[ 159 ]

Lrkse 2024 ¼fo'ks"kkad&2½
were made up of wood and the skins of animals
like lizards, snakes and fish etc., however with
the arrival of ceramics, wooden shell gave way
to a clay vessel, and hands are replaced by
sticks. Sticks and the skins of aquatic animals
changed to huge cattle. The laya vadyas or the
rhythm instruments are the earliest musical
instruments in the history of mankind. ‘Ranabheri’
is made useful as a drum as well as making
announcements. It was the huge conical drums
beat which declared the stated hours of the day
and night, during the medieval period.’5 Each
and every culture had the ‘give and take’ attitude
between themselves depending on the nature and
use of media of communication. Both of the
Nagas of the eastern provinces of India and the
Todas of Nilgiris in Tamil Nadu have a kind of
dancing with howling and screeches, which
resemble their hunting calls.’6 The rhythmic
system of India has been the most complex and
highly evolved system of the world. This fact is
acknowledged by the scholars and musicologist
all over and it is said that Ustad Allah Rakha
asked his son, tabla wizard Ustad Zakir Hussain
to seek the guidance of the mridangam maestro
Palghat Raghu.

The science of musical instruments with
their classification is known as Organology. It is
the descriptive and analytical study of musical
instruments. The classification system based on
the acoustic principles by the Erich von
Hornbostel Curt Sachs in 1914 was considered
as the most systematic classification of
instruments in the west, whereas in India, it was
in practice around two thousand years before
itself. The emergence of new electronic
instruments in the second half of the century
have been adopted by many musicians and
‘Curt Sachs’ classifies these instruments as
electromechanical and electric under
‘electrophones’ - a new classification, called
Electrophones.’7 Newly introduced technology
and the utilization of latest materials have

brought tremendous changes in the overall tonal
quality of Indian musical instruments. The
nonavailability of the materials from which the
instruments are made, resulted in the finding of
an alternate. The elongated and fragile bodies
of the stringed instruments like Tampuras’ and
‘Veenas’ are more difficult to transport from
one place to another. As a result, miniature
Tampuras’ in the box type and ‘Folding
Tampuras’ are being built, with the same tonal
quality. Veena with removable parts. Fibre Glass
Veena, and Electronic Veena are the
experiments being made in the field of making
Veena. As a result of the introduction of the most
modern technology and the application of the
latest materials, the total tonal quality of the
Indian instruments have enhanced to the
maximum.

Electrical music instruments are able to
produce electrical tone signals for amplification
without tine use of air columns or mechanical
vibrators’. There is not even a single piece of
equipment without having an electric component,
in the production of music today. Electronic
music predates the rock and roll era by decades.
It was in the late 1970’s and early 1980’s that
the analog synthesizers turned out to be smaller,
more accessible, further user friendly and more
affordable. This is an electronic musical
instrument capable to imitate the drum’s sound
or other instruments in the percussion group. This
instrument does produce an electric signal that
makes a drum sound, when the pad is hit with
stick. Musicians in the younger generation are
able nowadays to produce qualitative ‘demo’
CDs In their own homes using computers,
electronic keyboards and synthesizers. Thus they
can avoid the expenditure of hiring a recording
studio. ‘The very first programmable drum
machine, the PAiA Programmable Drum Set,
was first introduced in 1975.’8 With special
reference to electronic musical instruments, the
use of sampled sound makes it possible not only
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to reproduce exactly the sound of a particular
instrument, but modify it to suit any particular
application through the use of the operating
software of the instrument itself also. Sounds
from musical instruments as well as from any
other sources can also be recorded and stored
in a digital sampler. A tune can be played in a
keyboard, along with the sampled sounds, after
connecting it to the sampler. Using a Musical
Instrument Digital Interface (MIDI) system, a
computer can be connected with other electronic
instruments, such as keyboards and electronic
drums, to make sounds together or in series.

Many different ways of sound
generation have been used during the evolution
of electronic musical instruments. The modern
electric guitar has originally been developed from
the acoustic guitar but it has only a superficial
resemblance to it. This guitar, which was invented
in 1931, uses pickup which converts the vibrations
of the strings electronically in to sound. Electric
guitar has to be amplified, as the signals
generated by an electric guitar are very weak.
A synthesizer is an instrument which is able to
produce sounds that is programmed already. It
is a collection of functional units which can be
interconnected in different ways. “Just as Les
Paul is the father of the electric guitar, Dr. Robert
Moog is the father of the Moog synthesizer”.9
according to Brian L Knight Dr. Moog has
manufactured ‘theremin’, one of the first
electronic instruments, with a company which
started in 1954. He also paid his attention on the
progress of an electronic synthesizer and the
‘Moog Synthesizer’ has got introduced to the
world in 1964. The invention of the synthesizer
has resulted as a beginning step towards the
origin of keyboard. The rapid progress in the
field of electronics advancement has shown
many exciting possibilities of orchestration in
music. Certain talents in the field of music as
well as electronics had paid their attention in

developing some electronic gadgets for the
accompaniment of sruti. It is worth mentioning
of Mr. G. Raj Narayan,10 for his valuable
contribution of the ‘Electronic Tambura -Sruti
box’. The pioneer in the field of electronic
musical instruments in India The Radel
Electronics pvt. Ltd’, has rendered a great
service to the music industry.
Conclusion :

Indian music is highly rich in its great
tradition, and has had a continuous development
from early times. Once the technology was
introduced to the rich tradition, music began to
flourish rapidly in the fields of performance,
popularity etc. Thus the contributions of
technology in music are unlimited in the day-to-
day usages in modern days. Due to the impact
of the growth of Science and Technology,
massive reformation has happened in all the fields
of music during the end of the 19th and the
beginning of the 20th century. As the technology
moves forward, the music is there to utilize these
possibilities to open new fields.
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Introduction

Folk music is treasure of every country.
It is found in all countries. It reveals the thoughts,
ideas, emotions, customs and habits of the village
folk of the country. The social, political,
geographical and religious conditions of the
country can be gleaned through the study of its
folk dances and folk music. Folk music has been
in existence long before classical music is born.
The simplicity of the tunes, their lilting rhythms,
their straight notes with an occasional sprinkling
of graced notes and their limited compass have
enabled folk music to be appreciated universally.
Folk songs are capable of being learnt by rote
and without much effort. This article is going to
highlight the few traditional folk music aspects
of Tamil Nadu which are soul of our culture.
There are lot of folk songs under various
categories. Few songs were taken for research
purpose in this article. Lullaby songs and
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Abstract

Folk music is an inestimable contribution of our country. It reveals the thoughts,
ideas, emotions, customs and habits of the folk. The social, political, geographical and
religious conditions of the country can be gleaned through the study of its folk lore. This
article is going to highlight the few traditional folk music aspects of Tamil Nadu which
are soul of our culture. Among various categories of folk songs, few of them were taken for
research purpose. In this article Thalattuppadal or Lullaby songs and Mulapparippadal
were taken for analysis. Thalattuppadal or Lullaby songs are the songs sung by the
mother while making the child to sleep. Since the mother sings by moving the tongue.
These songs are mostly sung in Nilambari Raga. The therapeutic value behind this song
is analyzed in this article. Next ceremonial song is Mulapparippadal. In these songs the
women carries 9 whole grains Sprout called Mulappari on their head for their Mariamman
deity (Goddess). Why they choose these 9 whole sprouted grains for their worship? The
reason behind their worship is analyzed in this article. Folk songs shows light regarding
the life style of the folk people.
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Mulaipari padal are the two types are taken her
for analysis. Talattuppadal or Lullaby songs are
the songs sung by the mother while making the
child to sleep. They are called as Thalattuppadal
and Thottilpadal. Lullaby songs commonly used
to sing in Neelambari raga. Another type of song
is Mulaiparipadal. This article is going to analyse
why Neelambari raga is used to sing Lullaby
songs and also the significance and values of
Mulaiparipadal.

Origin of Folk songs

Folk music has been prevailing from the
inception of music and thus revealed through a
study of the development of music. Man has
expressed his feelings through, varieties of
sounds initially and later through songs. The
period from which the folk songs came into
vogue is not known. In “Tholkappium”, the oldest
work in Tamil, We find the reference to folk
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music as Vaimozhi Ilakkiyam or Oral tradition.
In Thiruvachakam of Manikkasagar and
Perumal Thirumozhi of Kulasekarazhwar we
find many folk songs. Periyazhwar kept lord
Krishna in the Gem cradle and he sung the lullaby
song.

Maanickkam katti vairamIdai katti
Anipponnal seida vannasiru thottil
Peni unakku biraman vidutandan
Manickkuralane thalelo
Vaiyamalandane thalelo (Periyalwar : 4:1)1

We also find folk songs in the works
like Pillai Tamizh, Sindu, Kuravanji, Pallu and so
on which are Tamil Literary works of later origin.
The folk songs are associated with the daily life
of village people. They play an important role in
the life of the common folk. There are songs for
each and every action of their life.
Classification of Folk songs in Tamil Nadu

Folk songs may generally be classified
into refined and rustic types. Songs like Padyams,
Lally, Nalangu, Unjal, Odam, Chindu are some
of the Refined varieties. The agriculture songs
like ploughing, weeding songs etc belong to Rustic
type. On the basis of context, the folk.

Ceremonial songs are sung for each
and every ceremony celebrated by the  people.
They are of many varieties such as Lullaby
songs, Marriage songs, Dirge songs, Kummi,
Kolattapadalgal etc .

Occupational songs are sung by the
village folk while at work. They are sung in order
to reduce the burden of work and also keep them
happy during work. They can be divided into
three types
1. Agricultural songs (Ploughing, Harvest,

Yettrappadal and Weeding songs)
2. Songs sung by other occupational people

(Cartpuller’s songs, Fisherman songs,
Washerman songs2

Lullaby Song

Lullaby songs  are the songs sung by
the mother while making the child to sleep. They
are also called in Tamil as Talattuppadalgal and
Tottilpadalgal (Cradle songs). They are the out
bursts of the feeling of the mother. Since the
mother sings by moving the tongue (Thal –
Tongue) such songs are called as Talattuppadal.
In these songs the love between mother and child
and the care of the mother towards her child
are revealed. These songs are mostly sung in
Neelambari Raga. Some songs are also sung in
Yadukula Kambhoji, Anandhabhairvi, Kurunji. In
these songs words like Araro, Ariraro, Thalelo
are used profusely.

Kanne Kannurangu - en
Kanmaniye Neyurangu3

Regarding the context there are
different types of songs among the Lullaby songs.
The mother says the pride of the father and the
maternal uncle through her song.

Muththalakkum Nazhienkanne
Muththalakkum Ponnazhi
Vaiththalakkachcholliunakku
Varisaiyittar Thai maman

There are also songs in praising the
beauty of the child.

Masippiraiyo ne vaigasimanganiyo
Desappiraiyo ne thevittadamanganiyo
Engal kulammangamaledhirkalaththaresamal
Thangamani pokkishaththaithanala vanda kannala

In some songs the mother asks reasons
for the cry of the child.

Araro Ariraro
Enkanne yaradichcha
Adichcharai solliazhu - Thalelo
Adichcharai solliazhu
Avaradam pottiruvom
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Tottaraisolliazhu tholvalangu pottriuvom
Aththai adiththolo aralippusendale
Maman adithtano Malligaippu sendale

There are some songs in which the
mother expresses her poverty and asks the child.

En vayurutedieenpirandaimagane
Muthu sirippazhagamullaippupallazhga
Vaiththukudisaiyelevilaiyadavandayo

Raga Neelambari

There are many ragas in south Indian
Classical Music. Among all ragas Neelambari
serves main role to reduce sleeplessness. It
solves insomnia and helps better sleep. The raga
Neelambari in the classical Indian Carnatic
system of music is said to be able to induce sleep
and also have some sleep promoting qualities.
The anecdotal references to the quality of sleep
promoting effects of Neelambari probably reflect
a conditioned response since most lullabies in
South India are sung in Neelambari raga.

Indian Music therapy Association
published result based on a workshop on Raga
Therapy that raga Neelambari (found sleep
inducing)4

Mulaipari Padal (Sprout Song)

Sprouts

Today, thousands of traditional seeds
have been lost as a result of the farmers
neglecting the rare technology of sprouting.
Agriculture has not peaked as a result of buying
seeds of non-fertile properties such as transgenic
or subsidized seeds and adopting seed padding.
Mulaipari has adopted the technology of selecting
quality seeds from his own land. Many
techniques are followed in selecting the seeds.
They choose good quality seeds from disease

Lullaby song.mpeg

free crops. The selected paddy and grain seeds
are kept in sacks, jute or cloth sacks.It has been
the custom of Tamils to sow the preserved seeds
after testing the germination capacity of the seeds
before sowing them in the next season. Mulaipari
festival is what our forefathers did as a joint
effort. Pongal is celebrated by offering Mulaipari
to the folk goddesses in the villages. Sprouts are
known for their nutritional value. Seeds of 9
grains or legumes are germinated to produce this.
Since women are symbols of fertility. During the
waxing period, the work for backup sprouting
will be started. As a symbol of that, a neem
leaves were tied in the house. To put Mulaipari,
take earthen pan, palm, bamboo baskets and
bring silt from the river or pond and add makiya
leaves to it and prepare Mulaipari pan.

From the day after Mulaipari planting,
women stand in a circle in front of the house
and dance. Hoping that the sprouts will sprout
as this gummy makes a sound. From that, on the
ninth day, the sprout preserved in this way is
placed in the public place of the town. The sprout
of whose seed has grown vigorously will be
pointed out and identified as the best seed for
all. The seed will be the symbol that determines
the prosperity of the town that year. Then
women stand in a circle around the sprouts and
sing and pour gummi., This Mulaipari event is
held to remind farmers about the need for water
bodies to support them. In order to make
everyone aware of the importance of Mulaipari,
not only in worship and festivals, our ancestors
have regularly performed Mulaipari in important
auspicious events including marriages. This
Mulaiparireference were found in
Silappadikaram.
Sprout song
Tannane tanenane tantate tanenene
Tannane tanenane tananenne tanenena
Velarukitta soli Kolara Ododachchu
Vatta vatta ododachchu Kuttamilla malappayaru
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Attanthozhuthorandu Atteruvuallivandu
Mattanthozhutorandu matteruvu allivandu
Kadukulayunchiru payaru karamanippayaru
Milakulaiyum Muththana manippayaru
Molapotta onnanalu orolaiyam mulapari
Orolaikkum kappukatti orupanai pongalittu
Mulapari podunkamma Muthtalammana padungamma
Tannane podunkamma thaiyalare orukulavai

Discussion

According to Folklore of Tamil Nadu,
the village people are generally  uneducated. But
their thoughts are highly appreciable one.  They
mainly concentrate on Agriculture. While we are
doing research on folk songs especially the
Lullaby songs and Mulaipari songs, we can find
the significance behind these songs which are
highly therapeutic and valuable. While coming
to Lullaby songs, sleeping is essential for all the
human beings especially for infant babies.
Lullaby songs in Neelambari raga gives peacefull
sleep because of the svara combination and raga
structure.  Right from the epic period and in folk
songs raga Neelambari has been used for night
ragas for to induce sleep.

The story behind the Mulaipari songs
is truly valuable. Folk songs beautifully connect
their life system with their day to day
ceremonies.

Results and Conclusion :

As per Music therapy Neelambari
raga inducing the moods of sleepiness, this folk
based raga can be relaxing5. So from the ancient
period Neelambari raga is used for pleasant sleep
so it is used for  Lullaby songs. Likewise sprouts,
the nutritious seeds are good for health and it is
globally a well known fact are used for Mulaipari
song. To find out the best seeds for cultivation
folk people include this rituals during their temple
festival as Mulapari song. Folk songs are the
mirror of the life of folk people. It contains
valuable information like their life style, their
rituals, occupations, historical references, their
god totally their culture. According to this article
the Lullaby songs and Mulaipari songs sung by
folk people are giving clear picture that they really
contains the therapeutic values and shows their
responsibility in taking care of people’s health
and create a healthy generation.
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Hkwfedk %

Hkkjr fHkUu&fHkUu HkkSxksfyd çns'kksa ls cuk gSA
;gk¡ ,d ugha] vusd ukVî ijaijk,¡ gSaA gjsd esa ge
vk'p;ZeqXèk gks tk,¡] ,slh fofoèk 'kSfy;k¡] çdkj] ijaijk,¡
vkSj dk;Zfofèk dh yk{kf.kdrk,¡ gSaA ik'pkR; ukVî&ijaijk
ds vkèkkj ij bls oxhZdr̀ djuk laHko ugha gSA

Hkkjrh; çn'kZudkjh dykvksa esa gesa lkekU; :i
ls rhu çokg utj vkrs gSa& 1- 'kkL=h; 2- tu tkrh;
(Folk) 3- vkèkqfud ¼ik'pkR; çokg ls çsfjr½A 'kq)
ekuo'kkL= dh ifjHkk"kk esa vkfnoklh] xzkeh.k vkSj 'kgjh
,sls rhu Lrj gSaA dykRed ifjHkk"kk esa ^yksd* dkSe dks
funsZ'k djrk gS vkSj mlesa Lo;aLQqfjr vfHkO;fä lekbZ
gqbZ gSA dHkh&dHkh mPp ijaijkxr çdkjksa dks ^'kkL=h;*
dgk tkrk gSA tks dHkh Hkh Li"V :i esa ugha dgk x;k ,sls
^yksd* dh vkfnoklh] xzkE; vkSj dkSe ;k lewg ds lkFk vkSj
^'kkL=h;* dh 'kgj ds lkFk rqyuk gksrh gSA1 xzkE;] lekt
ls cgqr djhc gksrk gS] tgk¡ LFkkuh; vkSj çknsf'kd y{k.k;qä

yksdukVî ^HkokbZ* esa jaxra=

çk- jkds'k eksnh·
lkj la{ksi

çn'kZudkjh dykvksa esa Øe ds lanHkZ esa ;fn fopkj djsa rks lgt ,d ç'u eu esa mBrk gS
fd bldk çokg tutkrh; ls 'kkL=h; gS ;k 'kkL=h; ls tutkrh; rd\ ;gka Øe [kkstus dk ;Ru
ugha gSA dqrwgy bl ckr dk gS fd ^yksd dyk* dk LFkku dgk¡\ Øe pkgs tks Hkh gks ysfdu bl dyk
çokg esa ges'kk ^yksd dyk* eè; esa jgh gSA

Hkjrd̀r ^ukVî'kkL=* esa ukVîxg̀ ds rhu çdkj vkSj gjsd ds eki vuqlkj rhu&rhu çdkj
ns[kus dks feyrs gSaA dqy feykdj ukS çdkj ds ukVîxg̀ crk;s gSaA vkèkqfud ;qx ds çkjaHk ls gh ç.kkyhxr
thou ds ewY; vn'̀; gks x;s] dbZ fopkjèkkjkvksa ds ç;ksxksa ds ckn ^Ýseh jaxeap* dk vkdkj ckgj vk;k]
VsDuksykWth ds mi;ksx ls thou ds òrkar vkSj la?k"kZ dk vkHkkl gesa gksus yxk vkSj mlus viuk LFkku
cuk fy;kA fQj Hkh ge laLd̀r ukVdksa dk vuqHko djrs gSaA ^HkokbZ* ;s yksdukVî ^Ýseh jaxeap* ls igys
dh dyk gSA

;gk¡ egRoiw.kZ eqík ;g gS fd ^yksd ukVî* esa dykdkj vkSj çs{kd (Performer &
Audience) ds chp esa vknku&çnku dSls gksrk gS\ vkSj VsDuksykWth ds c<+rs çHkko ls mlds Åij
D;k ifj.kke gS] ;s ^vodk'k* (Space) ds lanHkZ esa ns[kuk gSA

cht 'kCn % HkokbZ] yksdukVî] jaxeap] ikjaifjd] eqäkdk'kh] rduhdh çHkko

izfof/k % miyC/k iqLrdksa dk v/;;u dj 'kks/k&i= rS;kj fd;k x;k gS A

· ,lksfl,V çksQslj] ukVî foHkkx] QSdYVh vkWQ ijQksfeaZx vkVZ~l] egkjktk l;kthjko ;wfuoflZVh vkWQ cjksMk

fofoèk 'kSfy;k¡ ,oa Lo:i utj vkrs gSaA ftls ge ̂ns'kh*
:i esa igpku ldrs gSaA thou dk djhch vuqHko èofu]
rky vkSj fØ;k }kjk gksrk gSA gj ,d 'kSyh ds eq[; y{k.k
LFky vkSj dky ds lanHkZ esa lksp ldrs gSaA

Hkjr dk ̂ukVî'kkL=* çn'kZudkjh dyk ds fHkUu&
fHkUu igyqvksa ij çdk'k Mkyrs gq, gekjk ekxZn'kZu djrk
gSA mlesa ^ukVîksRifÙk*] ^ukVîxg̀* ls ysdj ^Hkjrksa esa
ukVî çòfr* rd lw{ekfrlw{e ppkZ dh xbZ gSA mlds
vkèkkj ij ukVd dh çLrqfr gks ldrh gS ;k vkèkqfud :i
esa mldh mi;ksfxrk çnf'kZr dh tk ldrh gSA

Hkjr ds ̂ ukVî'kkL=* esa ukVîxg̀ ds rhu çdkj
ds ̂jaxeaMi* dh jpuk n'kkZ;h x;h& 1- fod̀"V (Rectangle)
2- prqjL= (Square) 3- «;L= (Triangle) vkSj gjsd ds
rhu&rhu Hksn Hkh gSa& T;s"B (Big)] eè;e (Medium)
vkSj dfu"B (Small) ftlesa laLdr̀ ukVdksa dh çLrqfr
dj ldrs gSaA laLdr̀ ukVî ls vkèkqfud ;qx esa vkSj vc
21 oha 'krkCnh rd vkrs&vkrs ukVîxg̀ esa ^vodk'k*
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(Space) esa dkQh ifjoÙkZu vk pqdk gSA 'kksèk&i= ds
fo"k; esa lhèks ckr djus ls igys ge ̂ HkokbZ* ds lanHkZ esa
dqN igyqvksa dks ;gk¡ j[ksaxs rkfd ge ̂ HkokbZ* esa vodk'k
(Space) esa dykdkj vkSj çs{kd ds lacaèkksa dks le> ik;saA

HkokbZ dk Lo:i

Hkkjr ds fofHkUu çkarksa dh rjg xqtjkr esa NBh
ls rsjgoha vkSj pkSngoha lnh rd nks lekarj çokg utj
vkrs gSaA ,d vkSj laLdr̀ lkfgR; ds çdkaM iafMr gsepUæ]
lkses'oj] jkepaæ tSls çfl) ys[kd Fks rks nwljh vksj dbZ
tu&tkfr;ksa esa ns'kh cksyh vkSj viHkza'k Hkk"kk;qä feJ
cksyh Hkh vfLrRo esa FkhA 15oha lnh rd xqtjkr lkaLd̀frd
lafeJ.k dh çfØ;k ls xqtj jgk FkkA 1320 ls 1390 ds
nkSjku egEen rqxyd ds 'kklu dk mn~xe dky Fkk] ml
le; fl)iqj esa ̂vlkbZr* dk tUe gqvkA vlkbZr ek¡ vack
dk mikld] xk;d] fo}ku dFkkdkj vkSj uR̀;dyk esa
çoh.k FkkA ,d d.kch dh dU;k dks eqlyeku ds vR;kpkj
ls NqM+kus ds fy,] mlds lkFk ,d Fkkyh esa [kkuk vkus ls
mldh tkfr us mlds ifjokj dks ckgj dj fn;kA vlkbZr
dks d.kch tkfr us dqN tehu nhA vius rhu HkkbZ;ksa ds
lkFk os Åa>k esa vkdj cls vkSj ̂rjxkGk* ds :i esa igpku
feyhA mlus dFkk&dFku ds Lo:i dks yksdukVî ̂HkokbZ*
#i esa fodflr fd;k vkSj èkkfeZdrk ds jax ds lkFk nsoh
dh vkjkèkuk ds :i esa çLrqr fd;k] ,slk dgk tkrk gS fd
^vlkbZr* us rhu lkS lkB HkokbZ ds os'kksa dh jpuk dh Fkh&

^vlkbZr Bkdj ukes ;tqosZnh

vkSnhP; fl)iqj uxj fuokl

=.klks lkbZB HkokbZ os'k jph

vkjkèkh vack ekr uh*

vlkbZr Bkdj ewy :i esa iqtkjh FksA tc mUgsa
tkfr ckgj dj fn;k rks blh çlax ij vkèkkfjr mUgksaus
^HkokbZ* dh jpuk dh vkSj mls çLrqr fd;kA vkSj ckn esa
og cM+h tkfr cu xbZ] tks vkt ̂ Hkok;k* ;k ̂ rjxkGk* ds
uke ls tkuh tkrh gSA ckn esa os ̂ Hkkstd*] ^uk;d* vkSj
^Hkok;k* tSls xzqi ¼lewg½ esa foHkkftr gq,A ̂ HkokbZ* esa nl
ls ianzg dykdkjksa dh eaMyh] ,d xk¡o ls nwljs xk¡o ?kwerh
jgrh gSA 'kgj esa Hkh mldh çLrqfr;k¡ gksrh jgrh gSaA
vDVwcj ls twu rd xk¡o&xk¡o esa mudh çLrqfr;k¡ gksrh
gSa vkSj yksx mUgsa iSlk] vukt nsdj mudk iks"k.k djrs gSaA

HkokbZ dh çLrqfr rwjh vkSj Hkhy yksx Hkh djrs gSaA uojkf=
ds mRlo esa Hkh bldh çLrqfr gksrh jgrh gS] ftlesa ek¡
vack dh vkjkèkuk gksrh gSA blesa pkjksa o.kZ ds yksx dke
djrs gSaA bl o.kZu ls ge ;g le> ldrs gSa fd HkokbZ
,d tkfr rd lhfer ugha jgrhA blesa èkkfeZd] lkekftd
fo"k;ksa dh vfHkO;fä gksrh gSA

'kk;n vlkbZr Hkh laLdr̀&ijaijk ds laxhr
ukVdksa ls fpj ifjfpr gksaxs] vU;Fkk tkfr ls ckgj djus
ds ckn ,d gh jkr esa HkokbZ dk tUe ugha gqvkA mUgksaus
jaxeaph; ijaijk ds fHkUu Lo:iksa ls] fHkUu&fHkUu eaph;
rRoksa dk mi;ksx djrs gq, ubZ 'kSyh dk Lo:i cuk;k
gksxkA bl ubZ 'kSyh esa iwoZ 'kSfy;ksa ds rRoksa dks j[kk gksxk
vkSj lkFk esa xk¡o ds ^yksd* (Folk) esa ç;qä rÙoksa dk
leUo; Hkh fd;k gksxkA tSls& vax dkS'kY;] csMk uR̀;]
xjck] xjch bR;kfnA

vc ge le> ldrs gSa fd HkokbZ dh lajpuk esa
dbZ lkjs rRoksa dh Hkwfedk gSA ;s lkjs fHkUu gksrs gq, Hkh]
lkekftd vkSj dykRed çokg ,oa ijLij }anh rÙo gksrs
gq, Hkh] tc ,d 'kSyh esa lfEefyr gksrs gSa rks ubZ 'kSyh dk
l̀tu gksrk gS] tSls cgqr lkjs jaxks dks ,df=r dj ubZ
vkdf̀r rS;kj gksrh gS ysfdu bl vkdf̀r dk ^jaxHkwfe*
¼pkpj½ ij dSls çn'kZu gksrk gS] bl ckr ij è;ku nsuk
vko';d gSA

^HkokbZ* 'kCn dh O;qRifÙk

^HkokbZ* 'kCn ds fy, dbZ fo}kuksa us vius er
çnf'kZr fd;s gaSA lcds er dk ;gk¡ mYys[k djuk
vlEHko gksxk] ysfdu M‚- lqèkkcsu nslkbZ ftUgksaus blh
fo"k; ij ih,p-Mh- dh mikfèk çkIr dh gSA og ;g vFkZ
crkrs gSa fd HkokbZ ;kfu ̂ Hkkou*A2 ̂ Hkkou* ;kfu Hkfä ;k
xq.kxku ;k yhyk foLrkjA3 vFkkZr~ ̂ HkokbZ* ;kfu ek¡ vack
dk pkpj esa gksusokyk HkkouA ^HkokbZ* esa Hkko&çèkku
yksduR̀;&xk;u gksrs gSaA ;gk¡ ;s vuqeku dj ldrs gSa fd
HkokbZ dh lkfgfR;d jpukvksa dks ̂ Hkkou* dgk tkrk gksxk
vkSj bl ̂ Hkkou* dk fuekZ.k vFkkZr~ os'kA mls ̂ HkokbZ os'k*
ds uke ls tkuk tkrk gSA mnkgj.kr;k tlek&vksM.k dk
os'k] dku&xksih dk os'k] >aMk&>wy.k dk os'k bR;kfnA

pkpj % mijksä ppkZ esa ^pkpj* 'kCn dk
mYys[k fd;k x;k gS] ;g ̂ HkokbZ os'k* tgk¡ [ksyk tkrk gS
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ml vodk'k (Space)  ds ckjs esa bafxr djrk gSA HkokbZ
esa uÙ̀k] uR̀; vkSj ukVî rhuksa dk leUo; utj vkrk gSA
HkokbZ Hkwfe ij çLrqr gksusokyk ukVî çdkj gS vkSj blh
Hkwfe ij çs{kd cSBs gq, gksrs gSaA ;g dykdkj vkSj çs{kd ds
chp djhch fj'rk cukrk gSA ;g eqäkdk'kh gSA ;gk¡
çs{kkxg̀ dk egRo ugha gSA blfy;s oLrq] fopkj] çLrqfr
eq[; :i esa gS vkSj dsUæ LFkku ij HkokbZ dykdkj uV gSA
ys[kd us tks ugha fy[kk gS mu lkjh ckrksa dks HkokbZ
dykdkj&uV djrk gSA os'k esa thou dh vfHkO;fä dks
foLrkjiw.kZ o.kZu <ax ls xkaHkh;Z ds lkFk vkSj iw.kZrk ls
pkpj ij çLrqfr gksrh gSA

HkokbZ dk bfrgkl 'kk;n ikSjkf.kd dFkkoLrq ls
vyx gSA ikSjkf.kd dFkkud esa jktk] egkjktk ;k mPp
oxZ ds ik=ksa ds ckjs esa ?kVuk çLrqr gksrh gS ysfdu HkokbZ
esa lekt vkSj xk¡o esa jgus okys lekftd thou dh
?kVuk,¡ çLrqr gksrh gSaA

HkokbZ dh çLrqfr tehu ij gh gksrh gSA ogk¡ cM+h
ÅapkbZ okyk eap ugha gksrk] ;s eqäkodk'k gh mldh
igpku gSA ;g mlh txg çLrqr gksrh gS yksx tehu ij
cSBdj gh mldk vkuan mBkrs gSaA

HkokbZ esa tks Hkh ^os'k* çLrqr gksrk gS og blh
lekt ls fy;k tkrk gS] blh èkjkry ds tehuh yksxkas ds
fy, gS ;kfu ykSfdd gS] vykSfdd ¼LoxZ&ujd½ ugha gSA
ogha ÅapkbZ okys jaxeap ¼Picture Frame Type Stage½
ij gksusokyh çLrqfr esa çs{kd dk ekul vkHkklh (illusion)
l̀f"V esa [kks tkrk gSA ysfdu èkjkry ij çLrqr gksusokys
os'k esa vxj vykSfdd ik= ços'k djrs gSa rks os Hkh vius
yxrs gSa] tSls x.kifr] dkfydk bR;kfnA

Hkjr d̀r ̂ukV~;'kkL=* esa ukVîèkehZ vkSj yksdèkehZ
'kSfy;ksa dk funsZ'k gS ftlesa yksdèkehZ ;qä mi:id yksd
ds chp esa çLrqr gksrs gSaA Hkkjrh; ikjaikfjd ukV~;
çLrqfr;ksa ¼jklyhyk] rek'kk] ukSVadh vkfn½ eap ij gksrh
gSa fdarq ̂ HkokbZ* us yksxksa ds chp esa çLrqr djus dh ijaijk
dks cuk;s j[kk gSA

lkèkkj.k :i esa xk¡o esa nks txg bdB~Bk gksrs gSa&

1- eafnj 2- xk¡o dk pkSjk

lcls igys nksuksa LFkkuksa dks fp= ls le>us dk ç;kl

fd;k tk ldrk gS&

1&2- vfrfFk d{k (Guest Room)
3&4- dksBkj (Store)
5- iqtkjh d{k

6- dykdkj d{k

7- lTtk d{k (Green Room)
8- çs{kd

9- ewfrZ

10- ;KdqaM

11- jlksbZ?kj

12- Hkkstu d{k

        ¼fp= 1 & eafnj dh jaxHkwfe½

1- xzke lsod dk d{k

2- iwtk :e

3- lTtk d{k (Green Room)
4- iapk;r dh dpgjh

5- vfHku; {ks=

6- çs{kd O;oLFkk

7- ços'k (Entry)& eq[; jkLrk (Main Door)
8- vLirky (Hospital)
9- iqLrdky; (Library)
10- jgus dh txg (Stay)

¼fp= 2 xk¡o dh jaxHkwfe½
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eap&lTtk ds ckjs esa fonq"kh dfiyk okRL;k;u
crkrh gSa fd ̂ [ktwjh* ds iÙks vkSj Qwyksa ls lts gq, eaMi
cuk;s tkrs gSaA vack ;kfu 'kfä dh ̂xjch* ds çrhd ds #i
esa LFkkiuk gksrh gSA pkjksa dksuksa ij eksrh ds rksj.k yxk;s
tkrs gSa bR;kfn--- usiF; esa f='kwy ds lkFk ek¡ vack dk
lkadsfrd fp= cuk;k tkrk gSA nhi çkxVî djus gsrq
f='kwy dk fp= fudkyuk vkSj çLrqfr ls igys mls ç.kke
djus dh jhfr gSA usiF; xg̀ esa ;k jaxHkwfe ij HkokbZ dk
uV] Hkhy gks ;k czkã.k] lc feydj xjch dks ç.kke djrs
gq, ek¡ vack ds vk'khokZn dh dkeuk djrs gSA4

eafnj Hkxoku ds çfr viuh J)k vfHkO;ä
djus dk ifo= LFkku gSA bl eafnj ds çkax.k ds [ksyh
tkus okyh HkokbZ ds ckjs esa M‚- Hkkuqçlkn mikè;k; crkrs
gSa fd] ^eafnj yksd dh èkkfeZdrk&vkReJ)k dks cuk;s
j[krk gSA eafnj esa LFkkfir gqbZ ewfrZ ds lEeq[k euq";
lgt gks tkrk gSA vius fodkj ;k Hkwyksa dks dcwy djrk
gS vkSj vius vPNs Hkfo"; dh dkeuk djrk gSA* vFkk Zr ~
eafnj yksdlewg dh vkRe'kqf) dk dsUæ LFkku gSA blh
lanHkZ esa HkokbZ dk Hkh ;gh dk;Z gSA yksd esa O;kIr&cqjkbZ;k¡]
dqjhfr&fjokt] :f<+;ksa dks yksxksa ds lkeus izLrqr djukA
ftl ewfrZ ds lEeq[k vareqZ[k gS mlh ewfrZ ds le{k HkokbZ
os'k dh çLrqfr dj lkekU; tu dks vareqZ[k gksus dks çsfjr
djrk gSA

vfHkusrk çs{kdksa ds eè; jgdj os'k çLrqr djrk
gSA Hkkoksa dh lhèkh vfHkO;fä gksrh gSA blls dykdkj vkSj
çs{kdksa ds chp vkReh; lacaèk çxV gksrk gqvk utj vkrk
gSA ;s rÙo vfHku; esa eq[; fl)kar rÙo ds #i esa dke
djrk gSA lkekU;&tu dh ckr gksus ls mls le>us esa
dBukbZ ugha gksrhA

ukVî dh rqyuk esa os'k esa foJke&tSlk ugha
gksrkA rackdq [kkdj ;k fcM+h ihdj foJke ys ysrs gSaA
çs{kdksa ds lkFk muds lacaèk] eS=hiw.kZ gksrs gSaA çs{kd Hkh pkyw
os'k ds nkSjku [kM+s gksdj pk; ihus ds fy;s pyk tkrk gS
;k pkWy okyk Hkh pkpj esa ços'k dj dykdkjksa dks pk;
fiykrk gSA

bl çdkj yksdukVî HkokbZ esa jaxHkwfe dh fLFkfr
dks ;gk¡ j[kus dk vYi ç;Ru fd;k x;k gSA

yksdukVî ^HkokbZ* ij rduhdh çHkko

fdlh Hkh lekt dh laLd̀fr mlds ewY;ksa] ekunaMks
vkSj çFkkvksa esa çfrèofur gksrh gSA rduhd dk Hkk"kk] dyk]
lapkj] f'k{kk] èkeZ&lfgr gekjh lHkh laLd̀fr;ksa ds ewyHkwr
igyqvksa ij egÙke çHkko iM+k gSA

tula[;k esa òf) ds lkFk&lkFk rduhd dk Hkh
vfèkd fodkl gqvk gSA blus u dsoy euq"; ds thou&dky
dks c<k;k cfYd gekjs thus ds rjhdksa dks Hkh cny fn;k
gSA tSls HkokbZ jaxeap ij ugha] jaxHkwfe ij ikjaifjd
yksd&ukVî gS] vkSj xzkE; foLrkj ds euksjatu dk lkèku
gSA fiNys dqN n'kdksa ls ^HkokbZ* 'kgj esa Hkh jaxeap ij
[ksyh tkrh gSA çpkj&çlkj ds fy;s Hkh bldk mi;ksx
gksrk gSA fQYeksa esa Hkh xqtjkrh laLdf̀r n'kkZus ds fy;s bls
dFkkud esa LFkku feyk gSA

fdlh Hkh eaph; dyk dks çLrqr djus ;ksX;
jaxeap o jaxHkwfe vko';d gSA tgk¡ usiF;] vfHku;&{ks=
vkSj çs{kkxg̀] ;s rhu vfr vko';d vax gSa vkSj çs{kdksa dks
lqukbZ nsuk vkSj fn[kkbZ nsuk t#jh gS] rkfd os bldk
vkuan mBk ldsaA

tSls vkxs funsZ"V fd;k gS] ,slh jaxHkwfe] rduhdh
fodkl ds lkFk cnyh gSA vkt 'kS{kf.kd laLFkkvksa esa eaph;
dyk ds fy;s çkoèkku utj vkrk gSA rks] Ldwy esa
eqävkdk'kh fdarq ÅapkbZ okyk jaxeap mi;ksx esa fy;k
tkrk gSA 'kgj esa Hkh can çs{kkxg̀ ds ç;ksx utj vkrs gSaA
ysfdu cnyko ;s gS fd bldk ewy Lo:i iw.kZ :i ls
çLrqr ugha gksrkA tgk¡ lkr fnu ls nl fnu rd çLrqfr
gksrh Fkh] og Lo:i 30&35 feuV esa çLrqr gksrk gSA vkSj
dFkkud esa Hkh lkaçr leL;kvksa ls tqM+k gksus ds dkj.k
iwoZjax ds dqN Hkkxksa dks ç;ksx esa yk;k tkrk gS tks os'k ds
fy;s mi;qä gksA

usiF; ds lanHkZ esa Hkh gaxkeh ¼Temporary½
jaxeap [kM+k dj mlds ihNs dykdkj vkSj ik=ksa dh
eq[k&lTtk gsrq çkoèkku fd;k tkrk gSA lkekU; :i esa
HkokbZ dykdkj ^pkpj* esa mldh ijaijkxr jaxHkw"kk
¼Making½ ds lkFk ços'k djrk gSA tks ̂ cksnkj* ds iRFkj
dks f?kldj mldk ysi cukdj ik= dh jaxHkw"kk djrk gSA
;s ysi xqykch jax dk gksrk gSA dqN dykdkj eaMfy;k¡
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vkt Hkh çkd̀frd rÙoksa dk ç;ksx djrh gSa] tSls& cksnkj]
dadq] 'ka[kth#] nh;s dh ykS ls cuk;k x;k dkty]
xksihpanu bR;kfnA5 ysfdu vkèkqfud ;qx esa ;g
çlkèku&lkexzh ljyrk ls miyCèk gksrh gSA ikuh dk
lhèkk ç;ksx dj vius pgsjs ij yxk ysrs gSaA ysfdu
vkèkqfud eaMfy;k¡ rS;kj jaxHkw"kk lkexzh dk Hkh ç;ksx djrh
gSaA

tc e'kky ds mtkys esa Hkh ik= dk pgsjk
fn[kkbZ nsrk Fkk rks ml oä flQZ rsy dk ç;ksx djrs Fks
rkfd pgsjk pedrk gqvk fn[kkbZ nsA jaxHkw"kk uV [kqn
djrk gS] dksbZ vU; dykdkj ughaA rks muesa vfHku; ds
lkFk jaxHkw"kk dh dyk Hkh utj vkrh gSA bl çdkj dh
rS;kj&lkexzh dk mi;ksx djuk blfy;s t:jh gS fd vc
eaph;&çokg esa df̀=e çdk'k dk ç;ksx gksrk gSA df̀=e
çdk'k ls] df̀=e jaxHkw"kk ls] psgjk ik=:i utj vkrk gSA

vkt xk¡o&xk¡o fctyh dk mi;ksx gks jgk gSA
fQj Hkh dqN eaMfy;k¡ ijaijkxr :i esa Hkh bldk ç;ksx
djrh gSa ysfdu tSls ukVd esa ge Hkko] dky ¼le;½] vFkZ]
LFky (Local)  vkSj jl ds vuqlaèkku esa vkèkqfud eap
çdk'k&dyk dk ç;ksx djrs gSa] oSls gh ̂ HkokbZ* esa miyCèk
rduhd dk mi;ksx dj mlesa u;kiu ykus dk ç;kl
fd;k tk ldrk gSA

èofu&;a= dk ç;ksx rks dbZ lkykas ls gks jgk gSA
'kq:vkr esa ekbZd ds ikl vkdj laokn cksyrs FksA vc rks
d‚yj ekbZd] Qh'k ekbZd ;k ckmUMªh ekbZd dk Hkh ç;ksx
gksrk gSA

Åij fufnZ"V lkjh ckrkas ls ;g Li"V gksrk gS fd
ijaijkxr yksd ukVî Lo:i esa rduhd dk mi;ksx&ç;ksx
ykHknk;h rks gS ysfdu xk¡o dh feêh ls tqM+dj tks vuqHko
çkIr gksrk gS mldh xfr èkheh gks xbZ gSA vkSj t:jr gS
,sls jaxeaph; voljksa dh ftlls ;g ijaijkxr Lo:i
lajf{kr vkSj fodflr gks ldsA

fu"d"kZ %

mijksä lkjh ppkZvksa ls Li"V gksrk gS fd thou
dk djhch vuqHko èofu] rky vkSj fØ;k }kjk gksrk gSA vkSj
;g pkgs can ukVîxg̀ esa gks ;k eqäkdk'kh xk¡o dh jaxHkwfe
gksA vkt 600&700 lky rd ;g yksdukVî HkokbZ dk
:i vusd çokgksa ls xqtjdj fodflr gqvk gSA gj le;
dh vkfFkZd] lkekftd] jktdh; ,oa lkaLdf̀rd ifjorZukas
dks vkil esa lekdj u;k :i fy;k gS] ysfdu HkokbZ esa
fufgr rRokas dks oSlk&dk&oSlk j[kk gSA vc 21 oha lnh
rduhdh ;qx gS vkSj bl 'kSyh esa çLrqr djus okys
dykdkjksa dks Hkh bl cnyko dks viukuk gksxk vU;Fkk
lkaçr le; esa ̂ HkokbZ* dh fLFkfr vkSj {kh.k gksrh tk;sxhA
rks t:jr gS ,sls vodk'k (Space) dh tks ^HkokbZ* ds
fy;s mi;qä gksA pkgs og xk¡o esa çLrqfr gks ;k 'kgj esaA
çLrqfr dk ,d dsUæ ,slk gks tgk¡ euksjatu ds fofoèk
ekè;eksa ds lkFk bl çdkj dk jaxeap gks rkfd bl
yksdukVî ijaijk dk lao)Zu vkSj fodkl gks ldsA

lanHkZ lwph %

1- okRL;k;u] dfiyk] ̂ijaijkxr Hkkjrh; ukVî*] vuq% ç—fr
d’;i] us’kuy cqd VªLV] bfUM;k 1996

2- mikè;k;] M‚- Hkkuq çlkn] HkokbZ eka ,fy,us’ku] i`- 2

3- dMfd;k] M‚- —".kdkUr] yksdukVî&HkokbZ] i-̀ 6

4- okRL;k;u] dfiyk] ijaijkxr Hkkjrh; yksdukVî] i-̀ 63

5- dMfd;k] d"̀.kdkUr] yksdukVî HkokbZ] i-̀ 11

lanHkZ xzaFk %

1- dMfd;k] M‚- d̀".kdkar yksdukVî&HkokbZ] xqtjkr ;qfu- çdk'ku]
vgenkckn] 1990

2- okRL;k;u] dfiyk] xq- vuqokn& çdf̀r d';i] ijaijkxr
Hkkjrh; ukVîjax] us'kuy cqd VªLV] bfUM;k] ubZ fnYyh] 1996

3- mikè;k;] M‚- Hkkuqçlkn] HkokbZ eka ,fy;sus'ku] xqtjkr lkfgR;
vdkneh] 2001

4- Desai, Dr. Sudha, Bhavai, Gujarat University,
Ahmedabad, 1972



Lrkse 2024 ¼fo'ks"kkad&2½

[ 170 ]

Introduction

The literature and cultural tradition of
Punjab has always been glorified and its history
has always a special space in the Indian value
system. The folk narrative in the context of
Punjab has a special place and it has a significant
relevance in so far as Punjabi folk tradition is
concerned. Folk culture depicts the local idioms
and vocabulary of very common people and their
aspirations towards life. Punjabi folk culture is
so much rich and high and its representation in

*Assistant Professor of English, Guru Kashi University, Talwandi Sabo

Unheard Voices from the Margins: Dalits and Punjabi Folklore
Dr. Sunny Kumar*

Abstract

As far as Punjabi literature and music is concerned, folklore has always been in public
domain. There has never been any occasion where folk culture is not celebrated in the
tradition of Punjab. However, the very word ‘folk’ becomes problematic as seemingly, a
large section of population is excluded from folk traditions. With the dominance of upper
class and castes in folk music and culture, Dalits are surprisingly absent from the discourse
which talks about the ambitious desires of the Jatts reinstating the feudal nature of the
Punjabi society. Punjabi folklore is primarily centered on the feudalistic tendencies of the
Jatt landlord. The Dalit folk hero has been never discussed or elaborated in the Punjabi
gatha or story. There is a clear contrast between the high culture and low culture, as in
terminology of Raymond Williams, with Dalits always been associated with the latter. In
fact, some folk songs even chide the upper classes for misconduct by threatening them
with their downfall into lower caste. The paper discusses the conspicuous absence of
Dalit hero in the Punjabi folk tradition, as well as their representation as a negative and
an unwanted force in those narratives.

Keywords: Dalit, Punjabi folklore, Jatt, feudalism, caste

Methodology : The research methodology involves a multi-faceted approach that combines literary analysis,
cultural studies, and sociological research. The study aims to explore the representation of Dalits
in Punjabi literature and folk tradition while examining the socio-political context that influences
these portrayals. Firstly, a comprehensive review of existing literature on Punjabi folk tradition,
literature, and Dalit studies provides a foundation for understanding the historical and cultural
background. The researchemploys qualitative methods such as content analysis to scrutinize
literary works and folk narratives, identifying patterns of representation and bias. An intersectional
lens, considering factors like gender and religion within the Dalit community, enhances the analysis.
The goal is to uncover the complexities of caste dynamics in Punjab, assess the impact of
Brahmanical ideology, and explore the potential for counter-hegemonic narratives in the Dalit
folk tradition.

the very ambiance of the culture depicts the true
ethos and essence of Punjabi culture. Although
Punjabi culture represents the whole tradition
values of Punjab but there is long gap between
the high culture and low culture. Marginal voices
have always been ignored and rejected in the
folk tradition of Punjab. The voiceless people do
not find any space in the heroic mode of folk
culture. Punjabi folk and cultural represents only
the values of high caste and high-class people.
It does not belong or depicts how voices from
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the margin are also significant and substantial in
the folk culture of Punjab. There is always
glorification of tales and stories of upper caste
Jatt landlords and their value system but the
voices from the margin have been ignored and
rejected. There is a politics of literature and
prominence of biasness with the lower caste/
class people.

The politics of aesthetics of literature
has been governed by the upper caste
mainstream writers who knowingly denied the
existence of untouchable people’s poverty,
sorrow and grief and exhibited their creative
writings as the best model for literature. Although
few instances can be traced out about the
question of caste in the modern Indian texts, they
represent caste in terms of class, which is
problematic, drawing our attention toward the
struggle of different classes in a Marxian term.
In her essential book Resistance Literature,
Barbara Harlow explains that:

Resistance literature calls attention to
itself and to literature in general as a
political and politicized activity. The
literature of resistance sees itself
furthermore as immediately and directly
involved in a struggle against ascendant
or dominant forms of ideological and
cultural production. (28)

Writers of upper castes do not attempt
to take the issue of Dalits into the public domain
due to their prejudiced behavior towards the
lower castes. Leading stream writers uses
literature as a mode of production to produce
false consciousness among the worker or the
poor subalterns of this country. Nicole Thiara in
the article “Subaltern Experimental Writing : Dalit
Literature in Dialogue with World” writes about:

the characteristics feature in the
contemporary Dalit novel that is rooted
in local Indian realities, subaltern

vernacular traditions and histories of
anti-caste resistance; aims to challenge
upper-caste and bourgeois aesthetics;
and envisage a world free from caste
discrimination. (254)

Punjab is one of the advanced and
forward states in the country. Most of its
population lives in the village depends on the
agricultural economy. Known as a state of Sikhs,
Punjab has a population of Sikhs, Hindus,
Muslims and Christians. Dalit community
population is the highest at nearly 32 % in
comparison with other states of the country.
Dalits are divided into various religious sects and
deras in Punjab (Ram 32-33). Although there
are thirty-seven castes among Dalits, Chamars
and Mazhbi Sikhs dominate Punjab’s two
scheduled caste communities. Although Sikhism,
the state’s most prevalent religion, denies any
caste-based discrimination and the concept of
untouchability, the ground reality is different.
Separate Gurudwaras and cremation grounds for
Dalits unveil that Sikhism is no exception as far
as caste-based discrimination is concerned.
Mostly Dalits are a landless, politically marginal,
economically poor and socially excluded
community in Punjab. However, the mobilization
of Dalits can be seen in every town, city and
district. The history of Dalits is either ignored or
does not have any space in the grand narrative
of Punjab. Due to Marxism’s influence, caste is
often considered as part of a class in economic
terms.

Punjabi folk tradition

Punjabi folk represents only the high
culture of upper caste jatt landlords and denies
the very exitance of lower caste people. Folk
tales or narrative only brings the heroic deeds of
the Jatt landlords and do not provideany space
to these subaltern heroes. Punjabi literature does
not have any classical work which provides the
predicament and agony of Dalits in Punjab. Their
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voices are marginal in the history of Punjabi
literature. Ravi Shankar Kumar in the article
“The Politics of Dalit Literature” writes that “the
political dimension of these narratives has to be
read in the context of opening new fields of social
visibility: they attempt to make the invisible visible
and give an account of something which has so
far been unaccounted for”(63).

A literary text written by Dalits creates
a ‘subaltern counter-public’, a phrase coined by
Nancy Fraser to oppose the elite public discourse
of upper castes. These subordinate groups’
voices ultimately delineate the lived reality in the
languages of democratic discourses. Nancy
Fraser argues that these marginal and subordinate
groups have been given inadequate
representation and space. She notes that “they
are parallel discursive arenas where members
of subordinate social groups invent and circulate
counter-discourses to formulate oppositional
interpretations of their identity, interest and
needs” (123).

Although there are few autobiographies
available written by Dalit males writes but there
is no account of any work which powerfully
represents Dalit women. Dalit communities have
been living across the country with different
religions, languages and regions, which defines
their shared understanding of society. To create
a counter-culture, lower castes chose Dalit as
an umbrella term to get united against the
Brahmanical caste-based exploitation in society.
However, Brahmanical ideology deeply rooted
in the religious texts of Hindus is not easily
removed and detached from any community.
Caste-related hierarchy does not only have one
aspect but multiple types of oppression are
associated with it. The ideological roots of
Brahmanism can be traced to every individual
across the country. Each human being is affected
by caste-related disharmony and this is spread
like fire into the minds of human beings. Dalit

communities are facing a crisis of internal conflict
due to the impact of Brahmanical impressions
on the members of their community. In every
aspect, Brahmanical ideology is deep-rooted into
their subconscious level of mind that allows them
to discriminate against our people.

Traditional aesthetics, which is also the
aesthetics for “standard” literature, tends to
exclude the disregarded subjects. One kind of
style cannot be fixed as lawbook for pan India.
Each genre of literature has its own
representation, which may also depend on the
time in which it has been recorded. Art is not
permanent; it keeps changing with society and
culture. With a diverse culture and tradition there
is also a diverse genre of literature where taste
may vary among people. There should be room
for new literary trends so that the yardsticks of
literature do not become stagnant. The counter-
discursive and counter-hegemonic essence of
the folk narrative of Dalit is its reliance on the
Ambedkarite hermeneutic. Dalit discourse drew
its strength from the rise of the Dalit cultural
and political movements. Dalit realism is
revolutionary and pedagogical simultaneously.
The realistic delineation of Dalit life world in the
novels by Dalit writers unsettles the organizing
binary of liberal universalism in India. These
novels reveal that Indian ideology is the ideology
of Brahmanism. This ideology underpins the
depiction of Dalits in the novels produced by
upper caste authors. In these narratives, the caste
Hindu comes across as a normative subject
whereas Dalit is shown as a  politically
inadequate subject. The Dalit novels address this
discursive exclusion and invisibilization of Dalits.

The Dalit folk narrative, though a
product of modernity, underlines that post-Indian
politics unleashes violence on Dalits and
reproduces suffering bodies. It also shows that
the Indian democracy is not marked by the
annihilation of caste and discrimination but by
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its involvement in a new form of violence and
new methods of regulating caste order. The Dalit
folk narrative explores India’s success and failure
as a nation in the context of the tension between
Dalits and caste Hindus. It has placed the caste
subaltern in the national framework. The modern
Indian Dalit folklore tried to reproduce and
consolidate the Otherness of Dalits instead of
annihilating it. At the same time, the counter-
discursive potential of the Dalit folklore lies in
deconstructing caste in modern India.

Conclusion :

The paradoxes and abnormalities that
exist in the society have also been described in
Dalit literature, making them realistic rather than
utopian. In the context of India, oppression of
Dalits is a nationwide problem. The roots of this
problem are very deep. Before independence
Dalits were oppressed by feudal or imperialist
forces. Later, as a result of the capitalist policy,
this system of exploitation continued from small
villages to towns to cities and metropolises. The
situation of Dalits continued to become more

miserable due to the immoral practices of the
elite class developed under the umbrella of the
Indian system of governance. As a result, they
haves become victims of social, educational,
religious and political injustice, tyranny,
exploitation, oppression and inequality.
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Hkwfedk

vkè;kfRed vkuan ,d ,slh uko gS tks ÃÜojh;
Kku ls Hkjh gksrh gSA ;g uko thou dh lgh fn'kk fn[kkrh
gS vkSj thou dk mRFkku Hkh djrh gSA thou esa vkè;kfRedrk
ds }kjk dksÃ Hkh dk;Z lgt :i ls lQyrk dh vksj
funsZf'kr djrk gSA tkus&vutkus çR;sd O;fä] lekt
,oa lEiw.kZ foÜo vè;kRe ls tqM+k gksrk gSA vè;kRe dk ,d
ekxZ gS laxhr ftldk vkuan çR;sd ns'k viuh&viuh
jhfr ls xzg.k djrk gSA ,f'k;k egk}hi ds eè; Hkkx esa
vofLFkr ,d ns'k usiky gS tks cgq&Hkk"kh] cgq&tkrh; rFkk
cgq&lkaLdf̀rd ijaijkvksa ls tqM+k gSA foÜo esa usiky ns'k
dks fgUnw jk"Vª ds :i esa tkuk tkrk gSA usiky esa T+;knkrj
fgUnw èkeZ] mlds ckn ckS) èkekZoyfEc;ksa dk ckgqY; gSA
usiky esa jgus okys fofHkUu tkfr;ksa esa ls ,d usokjh tkfr
gS tks ckS) èkeZ ds lkFk lkFk fgUnw èkeZ dk Hkh vuq;k;h gSA
fo}kuksa ds erkuqlkj usokjh tkfr çkphu dky ls gh
vkè;kfRed i{kksa esa vxzlj ik;h tkrh gSA bldk çR;{k
mnkgj.k usokjh tkfr dh laxhr&ijaijk] R;kSgkj&ioZ]
jgu&lgu bR;kfn esa ns[kk tk ldrk gSA

usiky dk usokjh laxhr] ,d vkè;kfRed vkuan dk lzksr % ,d vè;;u

M‚- jkts'k dsydj· · eksgu 'kksHkk egtZu·

lkjka'k

          çLrqr 'kksèk&i= esa 'kksèkkFkÊ }kjk usiky dk usokjh laxhr % ,d vkè;kfRed vkuan ds lzksr
ds fo"k; esa vè;;u fd;k x;k gSA usokjh tkfr usiky ns'k esa jgus okys fofHkUu tu&tkfr;ksa esa ls ,d
gS tks vkfnoklh tu&tkfr ds :i esa tkuh tkrh gSA çkphu dky ls jgs jgh usokjh tkfr dh ìFkd
laLd̀fr] jgu&lgu] dyk&d̀fr] os'kHkw"kk] R;kSgkj&ioZ] laxhr&ijaijk bR;kfn gSaA usokjh tkfr }kjk xk;k
tkus okyk laxhr usokjh yksd laxhr gS tks çkphu le; ls çpfyr gSA fo}kuksa ds erkuqlkj usokjh laxhr
esa vkè;kfRedrk dk çHkqÙo gSA usokjh laxhr esa ç;qä xk;u&'kSyh tSls& nkQk laxhr] p;kZ xhr] ok|ksa
dk ç;ksx bR;kfn dks ns[kk tk; rks dsoy èkkÆed nf̀"Vdks.k ls lq&lfTtr gS tks yksxksa dks vè;kRe ls
tksM+us dk dke djrk gSA çLrqr 'kksèk&i= ds ekè;e ls 'kksèkkFkÊ usiky esa çpfyr usokjh yksd laxhr
esa vkè;kfRed i{kksa dks ,d= djus dk ç;kl dj jgh gS tks bl 'kksèk&i= dh ewy Hkwfedk gSA bl
vè;;u ds vèkhu 'kksèkkFkÊ us usiky dk ifjp;] usiky esa çpfyr usokjh yksd laxhr dk ifjp; rFkk
ml laxhr esa vkè;kfRedrk dk LFkku ,oa egRo ds fo"k; esa laf{kIr fooj.k çLrqr fd;k gSA

eq[; 'kCn % usokjh laxhr] usokj tkfr] nkQk] nkQk Hktu] usokjh Hktu] usok vè;kRe

çfofèk % bl i= ds fy, f}rh;d lzksrksa dk mi;ksx fd;k x;k gSA

         usokjh tkfr usiky dh vU; tfr;ksa dh rqyuk
esa vkÆFkd :i ls ,oa fofoèk dyk laLdf̀r ls lqlaiUu gSA
;g tkfr usiky ds çk;% lHkh Hkw&Hkkx esa ;=&r= lewgxr
:i esa fuokl djrh gSA fo'ks"kr% bl tkfr dk eq[;
fuokl LFkku usiky dh jktèkkuh 'kgj dkBekaMw rFkk ikl
ds ftys yfyriqj] Hkäiqj bR;kfn gSaA orZeku le; esa ;g
tkfr usiky ds vU; {ks=] tSls& uqokdksV] flUèkqikYpksd]
dkHkzs] jlqok] edokuiqj] jkesNki bR;kfn esa Hkh QSyh gqÃ gSA
bl 'kksèk&i= ds v/;;u&ys[ku dk eq[; lUnHkZ LFkku
dkBekaMw gS tks usokjh tkfr dk ewy LFkku gSA blh {ks= esa
ç;ksx dh tkus okyh laxhr&ijaijk dks 'kksèkkFkÊ }kjk izLrqr
djus dk ç;kl fd;k x;k gSA

         usokjh yksd laxhr usokjh tkfr }kjk xk;k tkus
okyk ,d yksd laxhr çdkj gSA usokjh laxhr esa fofHkUu
çdkj dh xk;u 'kSfy;k¡ gSa tks dsoy vkè;kRe ls tqMh gqÃ
gSa] tSls& nkQk laxhr] p;kZ xhr] rqr% xhr] Hktu bR;kfnA

nkQk laxhr

^nkQk* laxhr 'kkL=h; jkx ,oa rkyksa esa fuc)

· ’kksèkNk=k ] xk;u foHkkx] çn’kZu dyk ladk;] egkjktk l;kthjko foÜofo|ky;] cM+kSnk
· · ’kksèk ekxZn’kZd ,oa foHkkxkè;{k] xk;u foHkkx] çn’kZu dyk ladk;] egkjktk l;kthjko foÜofo|ky;] cM+kSnk
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xk;u&'kSyh gS ftlesa dsoy Hkxoku dh Hkfä jl dh
lqxUèk feyrh gSA ;g laxhr lewg esa xk;k tkrk gS ftlesa
dksÃ xk;u djrs gSa rks dksÃ fofHkUu çdkj ds ok|] tSls&
Ç[k] rk%] [okyefy] iksaxk bR;kfn oknu djrs gSaA nkQk
laxhr dks nkQk xhr ;k nkQk Hktu Hkh dgus dk çpyu
gSA lEiw.kZ usiky esa viuh laLdf̀r esa èkuh usokj tkfr
fofHkUu ijaijk] pkMioZ] R;kSgkj eukrs gSaA blh ijaijk ds
lkFk usokjh laxhr tqM+k gqvk gSA gjsd R;kSgkj&ioks± esa ok|
rFkk xk;u dks vfuok;Z :i esa çLrqr djus dh ijaijk gSA
blfy, çkphu le; ls pyk vk jgk usokjh laxhr orZeku
esa Hkh lfØ; :i esa ns[k ldrs gSaA

usokjh nkQk laxhr dh 'kq#vkr ds fo"k; esa
fo}kuksa ds fofHkUu er ik, tkrs gSaA ßbl laxhr dh mRifÙk
ds fo"k; esa ikVu ¼LFkku½ ds nkQk xq# ç|qEu d"̀.k ds
vuqlkj] nkQk laxhr 1400&1500 o"kZ iwoZ gh çpyu esa
vk;k gksxkA bldk vkèkkj mUgksaus fofHkUu nkQk laxhr
lewg esa miyCèk nkQk iqLrd esa ik;k x;k A eè; dky
ds 'kkld jktk rFkk jkfu;ksa ds uke dks ekuk gSAÞ1 blh
çdkj usokjh laxhr ds fons'kh vuqlaèkkudrkZvksa Richard
widdess, Ingermar Granddin us Hkh viuh iqLrd esa
nkQk laxhr dh O;kidrk eè; dky ¼14oÈ lnh ds
vklikl½ dks vuqeku fd;k gSA bl çdkj lHkh fo}kuksa ds
erkuqlkj nkQk laxhr çdkj eè; dky ls iwoZ gh çpkj
esa gksrs gq, Hkh eè; dky dks blds fodkl dk çkekf.kd
le; ekuk x;k gSA

         usokjh laLdf̀r esa tUe ls ysdj eR̀;q rd
laxhr dks èkkÆed :i esa vFkok laLdkjxr :i esa viuk;k
x;k gSA ^*dkBekaMw miR;dk ds fofHkUu nkQk xq# ,oa
laxhrKksa ds vuqlkj nkQk laxhr dks laLdkjxr :i esa]
èkkÆed :i esa rFkk fofHkUu R;kSgkj&ioks± esa çLrqfr ds :i
esa xk;k ctk;k tkrk gSA^*2

laLdkjxr :i esa nkQk laxhr

usokjh lekt esa vU; tfr;ksa ds rjg tUe ls
ysdj eR̀;q rd dÃ laLdkj gksrs gSa tSls& ozrcaèk] tadq]
fookg tks 'kqHk dk;Z esa vkrk gS vkSj eR̀;q laLdkj rFkk Jk)
tks fir&̀dk;Z esa vkrk gSA bu lHkh dk;ks± esa usokjh cfLr;ksa
esa viuk vyx&vyx nkQk laxhr lewg gksrk gS] mu

lewgksa dks fueaf=r djds vius mRlo dk;ks± esa lfEefyr
fd;k tkrk gSA nkQk laxhr esa xk, tkus okyh vusd çdkj
dh jpuk,¡ le; vuqlkj] laLdkjxr dk;Z ds vuqlkj
viuh çLrqfr nsdj vk'khokZn Lo:i xkus dh ijaijk gSA
bl çdkj vius vusd 'kqHk dk;Z rFkk fir ̀dk;Z esa Hkxoku
dh vkjkèkuk djds vkè;kRe ls tqM+us dh ijaijk çpyu esa
gSA

èkkÆed :i esa nkQk laxhr

         usokjh laxhr dks èkkÆed :i esa T;knk ç;ksx
fd;k tkrk gSA usokjh tkfr èkeZ ds çfr T;knk vkLFkkoku
gS blfy, dkBekaMw miR;dk esa çkphu le; ls vusd
eB&eafnj] pSR;] xqEck ¼xqEcn½ bR;kfn ns[kus dks feyrs
gSaA fofHkUu eB&eafnjksa esa jkst lqcg&'kke dks nkQk xhr
;k Hktu djus dh ijaijk jgh gS tks Hkfä jl&çèkku gksrk
gSA nkQk Hktu dks eB&efUnj ds vykok usokjh cLrh ds
vius&vius Vksy ¼society½ esa Qypk@QySpk ¼Open
& air Rest House½ esa cSBdj Hkh vkjkèkuk djrs gSaA
nkQk Hktu dks lky Hkj esa fo'ks"k rhu ekg xqayk ¼vxLr½]
¥yk ¼flracj½ vkSj flYyk ¼tuojh&Qjojh½ esa fuR;
Hktu djus dk pyu gSA çkphu dky ls usokjh tkfr esa
ckS) èkÆe;ksa dk ckgqY; jgk gSA blfy, vxLr ¼xqayk½ ekg
esa Hkxoku cq) dh çkFkZuk djus dh ijaijk gSA vxys eghus
flracj ¼¥yk½ esa nkQk Hktu esa vfèkdrj HkSjo] v"Vekr̀dk]
uo nqxkZ dh çkFkZuk] Hktu xk, tkrs gSaA mlds ckn
tuojh@Qjojh ¼flYyk½ eghus esa fo'ks"k Hkxoku f'ko dh
vkjkèkuk dh tkrh gSA blh eghus esa ljLorh ekrk dh iwtk
vkjkèkuk ,oa clar dk vkxeu dks eè;ut+j j[krs gq,
nkQk Hktu fo'ks"k :i ls jkx clar esa fuc) xk, tkrs
gSaA

fofHkUu R;kSgkj&ioks± esa nkQk laxhr

          vU; tkfr;ksa dh rqyuk esa usokjh tkfr dh
laLd̀fr ìFkd~ gksus ds dkj.k bl tkfr esa euk, tkus okys
fHkUu R;kSgkj] esyk&ioZ bR;kfn gSaA^* çk;% çR;sd eghus esa
dksÃ&u&dksÃ R;kSgkj&ioZ ,oa esyk eukus dh ijaijk jgh
gS] tSls& oS'kk[k eghus esa eRL;sUæukFk jFk ;k=k] Hkäiqj
tk=k] cq) t;arh bR;kfn] Jko.k@Hkkæ esa xkÃ tk=k]
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vlkst esa gkM+hxkm¡ ukjk;.k tk=k] clUriqj bUætk=k
bR;kfn] dkÆrd esa pksHkkj vkfnukFk yksdsÜoj esyk] eafXlj
esa dhÆriqj lkrxkm¡ tk=k] ek?k esa fofHkUu LFkkuksa esa
LoLFkkuh esyk rFkk pS= esa gkM+hxkm¡ xguk iks[kjh tk=k
bR;kfn vU; dÃ usokjh cfLr;ksa esa bl çdkj ds ioZ eukus
dk pyu gSA^*3 bu lHkh R;kSgkj&ioZ esa usokjh tkfr ds
eq[; laxhr çdkj nkQk esa fofHkUu Hkxoku dh jpuk,¡
xk;u rFkk oknu djds R;kSgkjksa dks pkj pk¡n yxkus dk
çpyu gSA

usokjh R;kSgkj&ioksZa vFkkZr~ dksÃ&u&dksÃ Hkxoku
dh jFk ;k=k ;k dÃ LFkkuksa esa Hkxoku dk esyk gksrk gSA
blfy, xk;u rFkk oknu esa Hkh dsoy Hkxoku dk o.kZu]
iqdkj bR;kfn dk Hkko gksrk gSA nkQk Hktu 'kkL=h; jkxksa
esa fuc) gksrk gS ftlesa Xokjk rFkk pkfy xk;k tkrk gSA
ßnkQk xk;u esa loZçFke |% Ygk;sxq ¼Hkxoku dk vkg~oku½]
Xokjk xk;u ¼ftlesa foyafcr y; esa fuc) gksrk gS½
?kkspk@pkfy xk;u ¼eè; y; esa fuc) jpuk½ vkSj vUr
esa vkjrh dj xk;u&oknu lekIr djrs gSaAÞ4 nkQk
laxhr dks R;kSgkj&ioZ ds vykok frfFk] okj rFkk _rq ds
vuqlkj Hkh xk;k tkrk gSA bl çdkj] usokjh lekt esa
nkQk laxhr ds tfj, vius thou esa vkè;kfRedrk dks
'kkfey djrs vk, gSaA

p;kZ xhr

nkQk laxhr ds vykok ̂p;kZ* xhr Hkh Hkxoku dh
vkjkèkuk ds fy, xk;k tkus okyk xhr gSA ;g xhr usokjh
tkfr ds ckS) èkekZoyEch ctzkpk;Z] 'kkD; vkSj mjk; tkfr
}kjk xk, tkrs gSaA p;kZ xhr jkx esa fuc) xhr gS] ftldks
Me: ds lkFk xk;k tkrk gSA usokjh laxhr esa ckS)
èkekZoyfEc;ksa ds p;kZ ds lkFk&lkFk uR̀; djus dk Hkh
pyu jgk gSA ̂*p;kZ xhr esa ctzkpk;Z yksx fofHkUu nso&nsfo;ksa
dk o.kZu dj fr¥pw] McMc ¼Me:½ ctkdj Lrqfr&xk;u
djrs gSa vkSj blh p;kZ xhr esa lacfUèkr nsoh&nsorkvksa ds
os'k èkkj.k dj fofHkUu eqæk esa vfHku; dj uR̀; djrs gSa
ftldks ^p;kZ* ;k ^pp%* uR̀; dgrs gSA^*5

rqr% xhr

usokjh laxhr esa ^rqr%* xhr dks Lrqfr ;k Lrks=
ds :i esa xk;k tkrk gSA ßlkekU; vFkZ esa nso&Hkk"kk laLdr̀
esa Lrqfr ;k Lrks= ;kfu Hkxoku dh çkFkZuk ;k vkjkèkuk

djuk gSA usokjh tkfr ds vkfnokfl;ksa us mlh Lrqfr vkSj
Lrks= dks rqr% ds :i esa viuk;k gksxk vFkok viHkza'k gksdj
rqr%&xku çpyu esa jgk gksxk] ,slk fo}kuksa dk ekuuk
gSAß6 usokjh laxhr çdkj rqr% xhr ds tfj, Hkh usokjh
tkfr èkkÆed i{k esa lcy gksdj vkè;kRe ls tqM+s gq, fn[k
ldrs gSaA

usokjh tkfr ds laxhr esa xk;u ds lkFk&lkFk
ok|ksa dks Hkh egÙoiw.kZ LFkku fn;k x;k gSA vU; laxhr
çdkj dh rjg çpfyr usokjh ok|ksa esa Hkh 'kkL=h; laxhr
ds vuqlkj pkj Hkkx rr~] vou)] lqf"kj rFkk ?ku ok|
ctk;s tkrs gSaA usokjh ok|ksa dks xk;u rFkk uR̀; ds lkFk
laxr ds vykok mls vyx Hkh ctkus dh ijaijk gSA dÃ
ok| gSa tks dsoy Hkxoku dh vkjkèkuk ds fy, gh ctk;s
tkrs gSa] tSls& eqgkyh] dk%] usdqa ¼lqf"kj ok|½] |% Ç[k] ew
fèke;] dksrk% Ç[k] |k% ¼vou) ok|½] rk%] [okyefy]
HkqL;k] NqL;k ¼?ku ok|½ bR;kfnA bu lHkh ok|ksa dks èkkÆed
laLdkjxr dk;ks± esa vkSj pkM&ioks± esa ç;ksx fd;k tkrk
gSA usokjh&ijaijk esa bUgÈ laxhr fØ;k&dykiksa }kjk usokjh
lekt esa çkphu le; ls pyh vk jgh èkkÆed vkLFkk dks
fujarjrk nsus esa lg;ksx çnku gqvk gSA

fu"d"kZ %

ekuo lekt esa yksx fdlh&u&fdlh ekè;e ls
vkè;kRe ls tqM+s gksrs gSa  ,slk ge eku ldrs gSa] tSls&laxhr]
;ksx] çopu] laLdkjxr dk;Z] R;kSgkj&ioZ bR;kfnA fo}kuksa
ds erkuqlkj ekuo&l̀f"V ls Hkh igys laxhr dh Hkh mRifÙk
gqÃ gS] blfy, ;g ge dg ldrs gSa fd laxhr ,d eq[;
ekè;e gS ftlesa vkè;kRe dk Hkko eglql dj ldrs gSaA
foÜo ds çR;sd ns'k esa dksÃ&u&dksÃ laxhr çdkj gS tks
vkè;kfRed Hkko ds lkFk tqM+k gksrk gSA ,sls esa gh çLrqr
'kksèk&i= esa 'kksèkkFkÊ }kjk usiky ns'k esa vR;ar çpfyr
usokjh yksd laxhr ds dÃ çdkj ds ckjs esa ppkZ dh gqÃ
gS tks çR;{k :i esa vkè;kfRedrk ls tqM+k gqvk gSA usiky
ns'k dh usokjh tkfr tks çkphu le; ls gh fuokl djrs
vk, gSa] dks vkfnoklh ds :i esa Hkh tkuk tkrk gSA usokjh
tkfr viuh dyk&laLdf̀r ,oa laxhr dyk esa lqlaiUu
tkfr gSA ;g tkfr T;knkrj èkkÆed dk;Z] tSls& laLdkjxr
dk;Z] pkM&ioZ] iwtk&ikB bR;kfn esa viuk thou O;rhr
djuk ilan djrs gSaA bu lHkh dk;ks± esa laxhr dh fofHkUu
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'kSfy;ksa dks viuk;k x;k gS ftlls viuh èkkÆed vkLFkk
dks vkSj vf/kd c<+kok fey ldsA

lanHkZ lwph %

1- fèke;~&ikS if=dk] vkfÜou&QkYxqu] fo- la- 2071] i-̀ la- 16

2- Js"B] lqjsUæ] y?kq 'kksèk fucaèk] xk;u foHkkx] f=Hkqou foÜofo|ky;]
fo- la- 2075] i-̀ la- 16

3- 'kkD; js[kk] Maxksy 'kj.k] thoUr laLdf̀rg#] Üosrdkyh

Nkik[kkuk] dkBekMkSa] i-̀ la- 1

4- ekuUèkj] f=jRu- gk¡ns nkQk;k Eglhdk o E;s;k Lojfyfi-
d"̀.k ekuUèkj- {ks=ikVh ;s¡] fo- la- 2071] i-̀ la- 4

5- egtZu] jktsUæ] gkezks lkaLd̀frd ifgpku rFkk ijaijkxr cktkg#]
Jh tVkèkkjh fuR;ukFk ,dhdr̀ ckta [ky%] Vaxy&12] yfyriqj]
fo- la- 2076]i-̀ la- 85

6- Js"B ç|qeUu] f>xq Hktu E;s] usikyHkk"kk vdkneh] {ks=ikrh
dkBekaMw] us- la- 1124] i-̀ la- 39] 40
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izLrkouk

pk{kq"k dyk,¡ ekuo dh l̀tukRed izfrHkk dh
ewY;oku cgqjaxh vfHkO;fDr gSA dyk og df̀r gS tks
voèkkj.kkvksa ds xHkZ esa fNih jgrh gS] ftlesa Hkkoukvksa vkSj
fopkjksa dk vlhe Øe curk jgrk gS vkSj bUgha Hkkoukvksa
dks O;ä djus ds fy,] vfHkO;fDr ds fy, dyk iz;ksT;
lkexzh dh vko";drk gksrh gSA tc ;g lkexzh vkSj eu
ds Hkko ,dkdkj gks tkrs gSa rc ,d df̀r dks lqUnj ,oa
lkdkj :i izkIr gksrk gaS\ dyk ,d ,slk ekè;e gS tks gesa
;g crkrk gS fd ,d lekt vkSj ,d ns'k ds :i esa ge
dgk¡ [kM+s gSa] O;kid ifjizs{; esa ge dgk¡ gSA dyk dks vU;
lHkh ekè;eksa vkSj lapkj ds rjhdksa ls Js"B ekuk tkrk gS
vkSj blh dkj.k ;g le;] ewY;kadu rFkk vkykspuk dh
dlkSVh ij [kjh mrjh gS vkSj bldk vfLrRo cuk gqvk gSA
dyk us yksxksa dks vuks[kh feFkdh; nqfu;k ds ckjs esa xgjh
varǹZf"V iznku dh gSA blesa fyf[kr 'kCn dHkh ckèkk ugha
cuk gSA loZizFke ^dyk* 'kCn dk iz;ksx _Xosn esa gqvk

· lgk;d vkpk;Z] bfrgkl ¼foHkkxk/;{k½] ,l-,l- tSu lqcks/k xYlZ ih-th- dkWyst] lkaxkusj] t;iqj

Hkkjr ds ledkyhu dyk ifjn`'; ij vkèkqfudrk ,oa rduhd dk izHkko

MkW- vatq 'kekZ·

lkjka'k

dyk ekuoh; Hkkoukvksa dh lgt vfHkO;fä ,oa ekuoh; fØ;k gS] ftlesa mldh çd̀fr ]:i
vkSj Hkko lfEefyr jgrs gSaA dyk fparu esa lnSo eu dh lkfRod çòfÙk;ksa dks mtkxj djus ij cy
fn;k x;k gSA dyk fopkj HkkSfrd Lo:i esa ifjofrZr gksrk gS ysfdu mldk mís'; ek= oLrq ds HkkSfrd
Lo:i dks gh ugha] vfirq mlds vkarfjd y{k.kksa dks Hkh n'kkZuk gksrk gSA mlesa dykdkj ds vareZu dh
çfrPNk;k ns[kh tk ldrh gSA çLrqr vkys[k esa lt̀ukRed xfrfofèk;ksa esa vkèkqfudrk ,oa rduhd ds
çHkko ij fopkj djuk eq[; mís'; jgk gS] tks orZeku esa Toyar ç'u gS tks tfVy gksus ds lkFk fofoèk
çfrfØ;k,a O;ä djrk gSA vkt ijaijkxr dyk&'kSfy;ksa o rduhdksa dk LFkku uohu ç;ksxksa o ;a=ksa
us ys fy;k gSA uohu rduhd] tSls ohfM;ks l‚Vos;j vkSj fMftVy jax] isaV] cz'k vkSj pkjdksy ds
ikjaifjd midj.kksa ls cgqr nwj gSA ;g uohu rduhd ledkyhu dyk ifjn'̀; dks çfrfcafcr dj mlesa
çk.k'kfä dk Lianu dj jgh gSA ledkyhu dyk yxkrkj cny jgh gS vkSj çkS|ksfxdh dk ç;ksx djus
okys dykdkj vkSj laxzgkè;{k nqfu;k dks csgrj <ax ls le>us ds fy, dyk dh Hkwfedk dks iqu%
ifjHkkf"kr dj jgs gSaA

eq[; 'kCn % dyk] jlkuqHkwfr] lt̀ukRed] ifjn'̀;] çfrfcfEcr

'kksèk çfofèk % ;g vkys[k f}rh;d lzksrksa rFkk ekSf[kd lk{; ds vkèkkj ij lkexzh ladfyr dj rF;ksa ds ekè;e ls çLrqr
fd;k x;k gSA

gS&^^;Fkk dyk] ;Fkk 'kQ] eèk] 'k.̀k l fu;kefrA**1 ukV~;
'kkL= eas dykvksa dk oxhZdj.k ̂ xkS.k* ,oa ̂ eq[;* dyk ds
:i esa fd;k x;k gS] ;gh dyk vkxs pydj ̂dk:* vkSj
^pk:* dyk,¡ dgykbZ] ftls vkfJr vkSj Lora= dyk Hkh
dgk tk ldrk gSA fp= dks èkeZ] dke] vFkZ vkSj eks{k nsus
okyh dyk ekuk x;k gSA tgk¡ bldh izfr"Bk dh tkrh gS]
ogk¡ e¡xy gksrk gSA2 t;'kadj izlkn ds vuqlkj] ̂ ^bZ'oj
dh dÙkZO; 'kfä dk ekuo }kjk 'kkjhfjd rFkk ekufld
dkS'kyiw.kZ fuekZ.k dyk gSA^^3 dsñlhñ ik.Ms ds 'kCnksa es
**vkuUn nsus okyh oLrq dyk gSA^^4 ik'pkR; fo}kuksas us Hkh
dyk dks vius&vius <ax ls ifjHkkf"kr fd;k gSA IysVks us
dyk dks lR; dh vuqd̀fr ekuk gSA5 vjLrq mls vuqdj.k
dgrs gSA6 Øksps dh ǹf"V ls dyk ckg~; izHkko dh vkarfjd
vfHkO;fDä gSA7 VkWyLVkW; dh nf̀"V esa fØ;k] js[kk] jax]
èofu] 'kCn vkfn ds }kjk Hkkoksa dh og vfHkO;fä tks Jksrk]
n'kZd vkSj ikBd ds eu esa Hkh ogh Hkko tkxr̀ dj ns]
dyk gSA8 gjcVZ jhM vfHkO;fä ds vkYgknd ;k jatd
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Lo+:i dks dyk ekurs gSaA9 dyk oLrqr% lR; dh vfHkO;fä
gSA lR; vkSj LoLFk dYiuk ds vHkko esa mldk dksbZ
vfLrRo ughaA

vè;;u dk mís';

dyk ml xq.k dh vfHkO;fä gksrh gS ftlds
vkèkkj ij fdlh jk"Vª dks vk¡dk tkrk gS] vr,o dksbZ Hkh
lekt viuh ekuorkoknh Hkwfedk dh mis{kk ugha dj
ldrkA Hkkjr esa dykvksa dks dqN lhek rd ekU;rk o
izksRlkgu vo'; feyk gS] ijUrq ,slh ifjfLFkfr;k¡ tqVkbZ
tkuh pkfg, rkfd fojklr ds :i esa izkIr egku~ dykRed
ijaijk dks tkjh j[kk tk ldsA orZeku n'kk dks lqèkkjus ds
izfr tkx:d dykdkj tkurs gSaS fd ;g leL;k fdruh
tfVy gSA fdlh egku dykRed ijaijk ds fuekZ.k o
mldh fujarjrk ds fy, orZeku esa miyCèk laj{k.k dks
vkSj c<kok nsuk gksxk D;ksafd rHkh dyk ds l̀tu dk;Z esa
òf} gksxhA gk¡] ijaijk dh egkurk varr% foosd ,oa
tulkèkkj.k ds Kku ij vkSj lkFk gh dykdkjksa }kjk
viukbZ xbZ ekSfydrk] dkS'ky o bZekunkjh ij fuHkZj
djsxhA vr,o lkSan;Zijd ekunaMksa ds lanHkZ esa ;g t:jh
gS fd dyk dk xq.kkRed ewY;kadu fd;k tk,A bl vkys[k
esa ml tkudkjh dks [kkstus dk iz;kl fd;k x;k gS ftlds
QyLo:i gekjs ns'k dh dyk ¼fo"ks'kr% pk{kq"k dyk½ esa
lelkef;drk vFkok vkèkqfudrk dh psruk ij vkèkqfud
rduhd dk izHkko fdruk QyhHkwr gqvkA

Hkkjrh; i`"BHkwfe esa ledkyhu dyk dk bfrgkl

Hkkjrh; laLdf̀r esa izkphu dky ls gh vk;kfrr
laLdf̀r;ksa ds xq.kksa dks vkRelkr djus dh {kerk jgh gSA
oLrqr% 17oha 'krkCnh ls gh fp=.k i}fr] ifjizs{;] Nk;k
izdk'k] ;FkkFkZoknh 'kSyh rFkk ekè;e vkfn dh rduhdksa dks
viukus ds lkFk gh ik'pkR; 'kSyh dk izHkko Hkkjrh; fp=
dyk esa ifjyf{kr gksus yxk FkkA ik'pkR; dykdkj
Hkkjrh; laLdf̀r vkSj dyk ls vfHkHkwr Fks ysfdu fQj Hkh
vaxzsth 'kkldksa us Hkkjrh; dyk ds iks"k.k ds ctk;
ik'pkR; dyk dks Hkkjr esa iksf"kr djuk gh mfpr le>kA
tksxhekjk] vtUrk] ck?k] flÙkuokly] ,syksjk vkfn dyk
dsUnz Hkkjrh; dyk bfrgkl ds Lof.kZe vè;k; jgs gSaA
eè;dky dh Hkkjrh; dyk y?kq fp=ksa ds :i esa izfl} gSA
jktLFkkuh] igkM+h rFkk bZjkuh dyk 'kSfy;ksa dh fof'k"Vrkvksa

ds lkeatL; ls eè;dky esa Hkkjrh; dyk bfrgkl esa
eqxy 'kSyh ds :Ik esa ,d uohu dyk 'kSyh dk mn~Hko
gqvkA nf{k.k Hkkjr esa eqxy vkSj jktLFkkuh dyk bfrgkl
esa nfD[kuh dyk 'kSyh ds uke ls izfl} gqbZA 19 oha
'krkCnh ds eè; rd dyk 'kSfy;ksa ds ekè;e ls Hkkjrh;
dyk dh ijEijk fofHkUu :iksa esa fodflr gksrh jgh rFkkfi
eqxy lkezkT; ds iru rFkk jkT;kJ;ksa ds vHkko esa
eè;dkyhu dykdkj laj{k.k dh [kkst esa ;=&r= izLFkku
djus yxsA bl dkj.k Hkkjrh; dyk ds lgt fodkl Øe
esa xfrjksèk mRiUu gks x;kA vaxzstksa dk Hkkjr esa vkxeu Hkh
bldk egRoiw.kZ dkj.k FkkA10 ifj.kker% bZLV bf.M;k
dEiuh rFkk Hkkjrh; dykdkjksa ds lg;ksx ls dyk dh ,d
uohu 'kSyh fodflr gqbZ ftls ̂ dEiuh 'kSyh^ ds uke ls
tkuk x;kA bl 'kSyh esa dkYifud L=h vkdf̀r;ksa ds
^Vkbi iksVsªV~l^ Fks tks ik'pkR; fp=ksa ds ̂vkn'kZ ikstst^ ds
vkèkkj ij cus FksA11 dEiuh&'kSyh dh fo'ks"krk,¡ loZ=
leku ugha Fkh] vr% blds fp=ksa esa u rks Hkkjrh; ijEijkvksa
dk gh fuokZg gks ik;k] u gh fons'kh 'kSyh dk iw.kZ :i ls
vuqxeuA dyk dk ;g vkanksyu caxky] iatkc] mÙkjh
Hkkjr] nf{k.k esa egkjk"Vª ,oa if'peh ?kkV] if'pe esa flUèk
rFkk usiky rd foLrr̀ FkkA12 jktLFkku esa Hkh ;wjksih;
dyk rRoksa dk lek;kstu nz"VO; FkkA QyLo:i egkjktk
lokbZ txrflag ds jktdky eas ;wjksih; yS.MLdSi] vkd̀fr;ksa
rFkk o.kZfoèkku us jktiwrh dyk dh iq"V ijEijk dks rksM+
fn;k FkkA egkjktk txrflag f}rh; rFkk lokbZ jkeflag
ds jktdky esa rks njckjh fp=dkj ik'pkR; 'kSyh esa gh
fp=.k dj jgs FksA13 lu~ 1816 bZ- esa x<+oky fczVh'k lsuk
ds vkfèkiR; esa vkus ij x<+oky 'kSyh ds izeq[k fp=dkj
Hkksykjke ds iq= Tokykjke rFkk vU; ikfjokfjd lnL;ksa us
vaxzst dfe'uj dh ukSdjh dj yh rFkk ijEijkxr fp=.k
NksM+dj ;FkkFkZoknh <ax ij if{k;ksa ds fp= rFkk VksiksxzkfQd
fp= rS;kj djus yxsA14 dkyh ?kkV ;k cktkj 'kSyh esa
dEiuh 'kSyh] caxky dh yksd dye rFkk eqxy dye ds
'kks[k o likV jaxksa dk lfEeJ.k FkkA bl izdkj tgk¡&tgk¡
;wjksih; 'kSyh dh ygj igq¡ph] ogk¡ mlus LFkkuh; rRoksa ds
lkFk feydj ,d u;s :i esa fodkl fd;kA ;s LFkkuh;
rŸo vkjEHk esa izèkku jgs fdarq ckn esa ;s xkS.k gks x,A15

Hkkjr esa vkèkqfudrk ykus okys izFke fp=dkj
jktk jfo oekZ Fks ftUgksaus ;wjksih; rsy&fp=.k iz.kkyh dks
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viuk;kA lkFk gh] Hkkjr esa Nkik[kkuk [kksyk vkSj dSys.Mj
dyk dks tUe fn;kA16 fons"kh 'kklu dh pdkpkSaèk o
;wjksih; fp+=ksa dh udy us mPp oxZ dks vkd"̀V fd;k]
ftlls Hkkjrh; viuh dyk fufèk dks misf{kr djus yxsA
bl vfLerk ds ladV ds nkSj esa dqN dykdkjksa rFkk dyk
leh{kdksa us vius rjhds ls uohu dyk vkanksyu dks ,d
fn'kk nsus rFkk ikjEifjd ewY;ksa ds izfr fo'okl txkus dk
iz;kl fd;kA lelkef;d vkanksyu ds çFke pj.k es
vkpk;Z vouhUnzukFk Bkdqj us ik'pkR; izHkko ls eqDr
gksdj Hkkjrh; dyk ds lzksr vtark] ,yksjk] jktiwr 'kSyh
dk vuqlj.k djuk izkjEHk dj fn;kA tkikuh fp=dkjh ds
izHkko ls ubZ i)fr ^ok'k* dks vkius gh tUe fn;kA17

Lora=rk laxzke ds LkkFk gh Hkkjrh; laLdf̀r ds izfr yksxksa
dk iqu% yxko gqvk rFkk lkekftd O;oLFkk esa rhoz
ifjorZu vkus yxsA  vouhUnzukFk Bkdqj us ik'pkR; ,oa
iwokZR; dyk:iksa esa vUrfoZjksèk ds eè; Hkkjrh; dyk dk
usrR̀o fd;k rFkk ;wjksfi;u dyk dh fofHkUu izòfŸk;ksa dk
vè;;u dj dyk esa ,d ,slh lkuqikfrd lexzrk dk
fodkl fd;k tks izkphurk ,oa vkèkqfudrk ds eè; dh ,d
egŸoiw.kZ dM+h FkhA gSosy us Hkkjrh; dyk dh fo'ks"krkvksa
dh vksj dyk izsfe;ksa dk è;ku vkd"̀V fd;kA xqIr dky]
vtark o ,syksjk ds viwoZ oSHko] eqxy jktiwr fp=&'kSfy;ksa
rFkk ewfrZdyk dh lw{erkvksa dks igpku dj ^gSosy us
Hkkjrh; dyk ds ekSfyd rF;ksa dks mtkxj fd;kA18

dyk fodkl ds f}rh; pj.k esa caxky&'kSyh
pjeksRd"kZ ij jghA fons'kksa ls Hkkjr dk laidZ gksus ds
dkj.k rFkk Hkkjrh; dykdkjksa ds fons'k Hkze.k ds dkj.k
;wjksih; dyk 'kSfy;ksa dk vknku iznku gqvkA 1925 bZ- ds
yxHkx ;kfeuh jkW; us caxky dh yksd dyk ds vkèkkj ij
,d u;h 'kSyh fodflr dhA mUgksaus Hkkjr dh fp= ijEijk
ij vius iw.kZ vfèkdkj dks ubZ lef̀) vkSj u;s egŸo ls
vkSj vfèkd egŸo'kkyh cuk;kA cqfu;knh rRokssa ds BsB]
vyadr̀ vkSj iwjh rjg ls U;wure mi;ksx ds }kjk os
fp=dyk ds ewy rd igq¡p tkrs gSA vusd o"kksZ rd
lS)kfUrd 'kSyh esa fp=dkjh djus ds ckn mUgksaus vUrr%
bldh fujFkZdrk dks le>k vkSj fp=dyk dks mldk
mfpr LFkku fnykus ds fy, os u;s fljs ls tqV x,A19

vkèkqfud dyk ds fodkl dk rr̀h; pj.k Lora=rk izkfIr
ds i'pkr~ dh dyk izofŸk;ksa ls izkjEHk gksrk gSA ;|fi

Lora=rk iwoZ gh dyk ds {ks= esa Lora= fpUru ,oa jk"Vªh;
psruk dk mUes"k gks pqdk Fkk ijarq lelkef;d dyk dk
iw.kZ fodkl Lora=rk i'pkr gh eq[kfjr gqvkA 1954 bZ- esa
jk"Vªh; yfyr dyk vdkneh dh LFkkiuk ds lkFk gh
t;iqj gkml] fnYyh esa jk"Vªh; vkèkqfud dyk nhèkkZ dh
LFkkiuk Hkh gqbZA20 1955 bZ- esa izFke jk"Vªh; dyk izn'kZuh
vk;ksftr dh xbZA21 bl le; dyk esa fofoèk "kSfy;k¡
izpfyr gksus yxhA

1980 ls vkèkqfud Hkkjrh; dyk ds prqFkZ pj.k
esa ubZ varǹZf"V] vfHkO;fDr rFkk 'kSfy;k¡ fodflr gqbZA vc
vfHkO;fDr es O;fDrokfnrk] futh izrhd] lkekftd]
jktuhfrd o lkaLdf̀rd i{kksa ds fefJr :i] Qarklha ds
iz;ksx vkSj vewrZrk ij vfèkd cy fn;k x;kA bl le;
dh vfo"dkj ijd nf̀"V] u;s :ikdkjksa dh [kkst] rduhd
ds fofoèk iz;ksx rFkk ekè;e dh fofoèkrk fujUrj fodkl
dh vksj vxzlj gksus yxh rFkk vkt rd Hkh ,d fuf'pr
LFkku ij :dh ugha gSA vkèkqfud Hkkjrh; dyk dk ;g
pj.k vR;ar izHkko'kkyh jgk gS tks dyk dks ns'kdky dh
lhekvksa ls fudkydj lkoZnsf'kd loZdkyhu Lrj ij
LFkkfir djrk gSA uSlfxZd :i ls lkn'̀; ls dykdf̀r
bruh izHkkoh ugha curh ftruh fd jpuk fl)kUrksa ds
ekSfyd iz;ksx ;k dYiuk dh lgk;rk lsA blds vykok
uSlfxZd :i dh udy ek= djus esa dykdkj dks uk rks
ekSfyd l̀tu dk vkuan fey ikrk u gh vius djus dk
lq[kA ;gha ls vkèkqfud dyk dh vfxze ;k=k fofHkUu
fn'kkvksa esa vkjEHk gqbZA22 ijarq vkt ds ledkyhu dykdkj
dk dk;Z djus dk rjhdk cny x;k gSA vkt dk dykdkj
nqfu;k dks viuh 'krksZa ij ikuk pkgrk gSA23 vkèkqfudrk
dk rÙo okLro esa psruk dh ,d fo'ks"krk gS vkSj bldk
lapkyu cazãkM dh varHkwZr 'kfä dh rjg gh gS] tks lH;rk
ds izR;sd u, l̀tu ds lkFk rjaxkf;r gks mBrh gS&

rnso cqg Hkou iz.kkstus uk;i fuczreAA24

¼vFkkZr~ bldk vkdkj o LoHkko dky o fnd~ ls
fuèkkZfjr gksrk gS½

vkèkqfud dyk u dsoy vius lqLi"V xq.kksa dks
izfrfcfEcr djrh gS cfYd xgu lzksrksa ,ao ekuo tkfr esa
fufgr ekuorkoknh xq.kksa rd ls çHkko xzg.k djrh gSA
vkèkqfud dykdkj us varKkZu ds lzksrksa dks iqu% vkfo"dr̀
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fd;k gSA ikWi dykdkjksa us Hkh vius vkl&ikl ds
n'̀;&txr dh Hkjekj dks vkdkj fn;k gS vkSj bl rjg
u, fcEcksa ds fuekZ.k ds fy, mls cqfu;knh dyk lkexzh dh
rjg bLrseky fd;k gSA25

ledkyhu vFkok vkèkqfud dyk oLrqr% chloha
'krkCnh dh dykvksa dh gypy o mŸktsuk Hkjh xfrfofèk;ksa
dk |ksrd gS vkSj bu gy&py Hkjh xfrfofèk;ksa ds ihNs
dksbZ vuqHkwfr ;k vkLFkk ugha gSA vkèkqfud dyk vkanksyu
eas varn`Zf"V dh lexzrk ugha gS cfYd vkèkqfud dykdkjksa
us thou ds ;FkkFkZ dks VqdM+ksa esa gh ns[kk gSA tSls lstka us
vius fe= foykWMZ ls dgk Fkk% ^^varnZ̀f"V dk fp=kadu
vklku gS ysfdu laosnu dk fp=kadu cM+k rdyhQnsg
gSA**26 vfèkdka'k vkèkqfud dykdkj bu laosnuksa dk vuqHko
djus dh [kkst esa layXu Fks] u fd varZnf̀"V ds fp=kadu
esaA ledkyhu dyk dh fo'ks"krk gS fd og u rks iqjkru
ls tqM+h gS vkSj u fdlh ,d èkkjk] okn] fopkj vkSj fu;eksa
ls funsZf'kr gS rFkk u gh fdlh ijEijk vkSj bfrgkl dks
iw.kZr% udkjrh gS] mlesa Lohdkj&vLohdkj dk feJ.k gSA
;g vUrjkZ"Vªh;rk] lkgl rFkk fujarj vUos"k.keq[kh vkSj
,d lhek rd vjktd Hkh gSA27 vkèkqfudrk dk izeq[k rRo
lpsruk gSA ekuo ds bfPNr iz;klksa }kjk ,dkafxrk ,oa
ruko ls mRiUu }U} dk uohu izLrqfrdj.k gh vkèkqfudrk
gS tks le;kuqlkj ekuoh; xfrfofèk;ksa dks fLFkjrk rFkk
fofoèk fn'kk,¡ nsrh gSA28 dyk dk y{; gh ̂ fodkl* ;k
^izxfr* gSA29 ftlesa fHkUu&fHkUu le; esa fofHkUu izdkj dh
'kSfy;k¡] u;s ekè;e ,oa rduhd tqM+rh jgh gSA lkFk gh]
ifjofrZr dkypØ ds vuqHkoksa ls dykdkjksa ds fopkj ,oa
dkS'ky ifjofrZr gq, gaS vkSj bu lHkh ifjfLFkfr;ksa ds lkFk
leUo; djrh gqbZ vkt dyk bl eksM+ ij vk igqq¡ph gS]
tgk¡ dYiuk dh mM+ku izkphu ,oa ijEijkxr lhekvksa dks
yk¡?kdj lcds le{k dyk dks ,slk Lo:i izLrqr djrh
gS tks vn~Hkqr gS] uohu gS] jksekpad gSA vkèkqfudrk us
dykdkjksa ds fy, jaxks dks u, rjhds ls ns[kuk] muds
laosnuksa dks le)̀ djuk rFkk mudh rduhd dks u,
midj.kksa ds mi;ksx ls laiUu fd;kA vc dykdkj fo"k;
oLrq] vkdf̀r] la;kstu vkfn esa c¡èkdj dk;Z ugha djrs
vfirq LoNan l̀tu'khyrk esa mudh vkLFkk jgrh gSA
izR;sd dykdkj dh dk;Z&'kSyh ,oa rduhd nwljksa ls
Lora= ,oa ìFkd~ gSA

oLrqr% vkèkqfudrk vkSj ledkyhurk dk rkRi;Z
ubZ fn'kk [kkstus rFkk futh ,oa ekSfyd l̀tukRedrk ds
ekè;e ls lekt dks uohu psruk iznku djrs gq, mUufr
ds iFk dh vksj vxzlj djuk gSA lelkef;d dyk
vkanksyu dk egŸo xfr'khyrk esa gh gSA vkt dyk esa Hkh
fdlh 'kSyh ;k fopkjèkkjk dk izHkko ugha gSA fu:i.k]
ljyhdj.k] iksr] lrg jax] js[kk vkdkj ds izfr
laosnu'khyrk] vUrZeq[kh nf̀"V] dEI;wVj dk iz;ksx vkfn
blesa vfHkizsjd gSA vkt dh dyk eas ckSf)d i{k egŸoiw.kZ
gSA vkt ijEijkxr dyk 'kSfy;ksa o rduhdksa dk LFkku
uohu iz;ksxksa o ;a=ksa us ys fy;k gSA bULVkWys'ku vkVZ] ckWMh
vkVZ] fMftVy vkVZ] fefJr ekè;e vkfn dyk dh uohu
rduhdsa gSaA ;s uohu rduhdsa ledkyhu dyk ifjn'̀;
dks izfrfcfEcr dj mlesa izk.k'kfDr dk Lianu dj jgh gSA

milagkj %

lkjs fo'o dh rjg Hkkjr esa Hkh dyk esa vufxur
cnyko vk;s gSA bu cnykoksa dh ifj.kfr og lc gS tks
ge vkt ns[krs gSa& ;kuh ik'pkR; vkSj lewps ,f'k;k dh
laosnukvksa dk vuks[kk lfEeJ.kA dyk esa vkèkqfudrk dk
D;k vFkZ gS\ vkèkqfudrk dk vFkZ ek= vewrZfp=.k ugha gSA
dyk esa vkèkqfudrk vius var%dj.k ls lapkfyr dykdkjks]a
viuh dyk ds izfr mudh fu"Bk] mudh vlqj{kk vkSj
ledkyhu lkekftd rFkk O;fäxr eq}ksa ls ifjHkkf"kr
gksrh gSA ,sls dykdkj viuh ledkyhu dyk ijEijkvksa
ds lk¡ps dks rksM+dj ckgj fudyrs gSa vkSj dyk dh ,slh
u;h ijEijkvksa vkSj foèkkvksa dks tUe nsrs gSa tks igys dHkh
ugha ns[kh xbZ vkSj tks yksd ekU;rkvksa ds fo:) gksus ls
,slh dykdf̀r;ksa dks yhd ls gVdj vkSj LrCèk djus okyk
cuk nsrk gSA blfy, tc dyk dks iquiZfjHkkf"kr fd;k
x;k rks mlds u;s ekunaM dk;e gq,A u;s fcEcksa rFkk u;s
eqgkojksa vkSj lkfgfld iz;ksxksa us lkjs dyk f{kfrt dks gh
cny MkykA dyk ds u;s ekun.M] ubZ ifjHkk"kk,¡ pkjksa
vksj mHkj jgs u;s oknksa us vkdkj vfHkO;fDr ds ekè;eksa dks
ubZ Hkk"kk iznku dh gSA

ge dg ldrs gSa fd orZeku esa Hkkjr dh dyk
chloha 'krkCnh ds vkajHk esa izofrZr lkaLdf̀rd ijaijkvksa dh
izfrps"Vkvksa ds chp viuk lkrR; cuk, gq, gSA dykdkjksa
dk è;ku vkjafHkd Hkkjrh; dyk] fo'ks"kr;k 1920 vkSj
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1930 ds n'kdksa dh dyk dh rjQ Hkh x;k gSA rFkkfi
tkurs&cw>rs viukbZ xbZ loZlaxzkgdrk rFkk 'kSyhxr
cgqyrk fiNyh ihf<+;ksa dh 'kq)rk o fdQk;r ls bls
vyxk nsrh gS vkSj vius lanHkksZa es loZO;kih gksus ds ukrs
^[krjukd* rd yx ldrh gSA laHkor% ,slh lè) lkaLd̀frd
fojklr ds dkj.k gh Hkkjr dh ledkyhu pk{kq'k dykvksa
esa uotkxj.k vk;k gS vkSj ;gk¡ dh fp=dyk] ewfrZdyk o
Nkikdyk dks mnkgj.k ds :i esa ns[kk tk ldrk gS fd
gky gh esa fdl rjg cnyrh gqbZ dyk dh ubZ laHkkoukvksa
dk cksèk mHkj jgk gSA oŸkZeku dyk ifjn"̀; u, lkaLd̀frd
fodkl dk lwpd gS] tks dyk rFkk lkekftd&jktuSfrd
{ks=ksa esa O;oLFkk ykus esa lfØ; gSA ;g ckr vyx gS fd
varjkZ"Vªh;rkokn dks viukdj Hkh Hkkjrh; dykdkj mlesa
foy; u gksus ds izfr lpsr gSA vkt Hkkjrh; dykdkj
Lora=rrk ds egŸo dks igpkurk gS&vkfn"V dke dh
my>u Hkjh lhekvksa ds ckotwn ns[kus] ftKklk djus vkSj
jpus dh Lora=rk dks ysdj nk'kZfudrk] laqnjrk o vkfFkZd
ǹf"V ls og ,d fpard cu x;k gSA og Lora=rk ds laiw.kZ
u, f{kfrt dh ryk'k esa gSA ,d ubZ ewY;&J̀a[kyk mHkjrh
utj vk jgh gSA

lanHkZ lwph %

1- okpLifr] xSjksyk] Hkkjrh; fp=dyk dk laf{kIr bfrgkl]
_Xosn 1@1@45( fe= izdk'ku] i&̀11

2- fo".kq èkeksZŸkj iqjk.k**] fp=lw=e**] 43@38

3- izlkn t;"kadj] ̂ ^dkO; vkSj dyk rFkk vU; fucaèk]** i-̀&15

4- ik.Ms] MkW- ds-lh- ̂ ^Lora= dyk 'kkL=**] i-̀&4

5- tsEl] LdkWV] ̂ ^fn esfdax vkWQ fyVjspj**] ì-&37&46

6- uxsUnz] MkW- ¼vuqoknd½]  ̂ ^vjLrq dkO;'kkL=**] i-̀&6

7- Øksps csuknsŸkks] ̂ ,LFkSfVd*] i-̀&13

8- VkWyLVkW;] ̂ OgkV bt vkVZ*] i-̀&123

9- gjcVZ jhM+] ̂ ^fn fefuax vkWQ vkVZ*] i-̀&16

10- prqosZnh] MkW- eerk] ̂ ^ledkyhu Hkkjrh; dyk] jktLFkku fgUnh
xzaFk vdkneh] t;iqj] i-̀&3

11- ekxks] izk.kukFk] ^^Hkkjr dh ledkyhu dyk&,d ifjizs{;**]
ì&8

12- vxzoky] fnus"k panz] ^^dEiuh 'kSyh&,d ,sfrgkfld lanHkZ**]
vkdf̀r] jktLFkku yfyr dyk vdkneh] t;iqj] o"kZ&1975]
ì-&29

13- flag] dq¡oj laxzke] ̂^t;iqjl ;wfud dkWUVªhC;w"ku Vw jktLFkku**]
okf"kZdh] jktLFkku yfyr dyk vdkneh] t;iqj] i-̀&29&30

14- vkpZj] MCY;w th-] ̂ ^x<+oky isfUVax**] yanu] o'kZ 1954] i-̀&5

15- prqosZnh] MkW- eerk] ̂ ^ledkyhu Hkkjrh; dyk**] ì-&4

16- dklyhoky] ehuk{kh] ^^yfyr dyk ds vkèkkjHkwr fl)kUr**]
i-̀&38&39] jktLFkku fgUnh xzaFk vdkneh

17- vk;Z] fouksn dqekj] ̂ ^Hkkjrh; dyk dh dgkuh**] i-̀&80

18- dkSf'kd] fnudj] ̂ ^uanyky cksl&Hkkjrh; dyk uk;d**] i-̀&16

19- fe=] v'kksd] ̂ ^pkj fp=dkj** i-̀&56

20- Lalitkala.gov.org

21- ogh

22- lka[kydj] j- fo- ̂ ^dyk ds vUrZn'kZu**] jktLFkku fgUnh xzaFk
vdkneh] i-̀&125

23- Hkkj}kt] fouksn] ̂ ^dyk dk jkLrk**] ì-&23

24- ^NkanksX; mifu"kn~ ij 'kadj Hkk";**] [k.M 4@3@2

25- ekxks] izk.kukFk] ^^Hkkjr dh ledkyhu dyk&,d ifjizs{;**]
ì-&11

26- ogh

27- nekfe] ,-,y-] ̂ ^jktLFkku dh vkèkqfud dyk ,oa dykfon~**]
ì-&115

28- MkW- prqosZnh] eerk] ̂ ^ledkyhu Hkkjrh; dyk**] i&̀2

29- 'kqDy] jkepUnz] ̂ ^dyk vkSj vkèkqfud izof̀Ÿk;k¡**] 1958] i-̀&12]

lwpuk foHkkx] y[kuÅ
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ifjp;

^fetkZiqj* iwoÊ mÙkj çns'k esa xaxk ds fdukjs
vofLFkr ,d ftyk gS] tks viuh yksd dyk o yksd
laxhr ds fy, çfl) gSA dtjh yksd laxhr dk ,d çdkj
gS] tks lkou esa xk;h tkrh gS] bls ge _rq xhr ;k
dtyh Hkh dgrs gSaA tuin ds vU; çeq[k yksd laxhr esa
vkYgk] fcjgk] lkouh] >wej] uVdk] lksgj rFkk ckjgeklh
vkfn çfl) gSA dtjh dh mRifÙk fetkZiqj ls gh ekuh
tkrh gSA blesa Ükàxkj&jl dh çèkkurk gksrh gSA çkphu
dtfj;ksa esa 'kfä&Lo:ik nsoh dk xq.kxku feyrk gS]
blfy, dtjh xk;u dk çkjEHk nsoh xhr ls gh gksrk gSA
dtjh ioZ ds le; ;gka dh LFkkuh; efgyk,a nsoh eka dh
ltkoV o mudh iwtk ds fy, dtjh yksd laxhr ds
lkFk&gh&lkFk vU; dÃ dykvksa dk ç;ksx LFkkuh; jaxks]
tSls& xkscj] Çlnwj] Çgxqy ¼b¡xwj½] gYnh] vkVk vkfn
ekè;eksa esa djrh gSa ftlesa lkekftd thou ds laLdkj]
mlesa fufgr vkarfjd thou&n'kZu rFkk vkn'kZ ewY;ksa dk
çHkko çR;{k :i ls ifjyf{kr gksrk gSA rduhd o foKku
ds vR;fèkd mi;ksx dh bl uÃ nqfu;k esa fetkZiqj dh

fetkZiqj dh yksd xk;u 'kSyh ̂dtjh* o bldk vU; dykRed i{k % oÙkZeku Lo:i dk leh{kkRed vè;;u
M‚- lqjs'k paæ tk¡fxM+· · vk'kh"k dqekj ekS;Z·

lkjka'k

çLrqr 'kksèk&i= }kjk Hkkjrh; yksd dyk esa O;kIr mÙkj çns'k ds fetkZiqj {ks=ds ,d çeq[k
yksd laxhr fo/kk ^dtjh* dk vè;;u fd;k x;k gSA dtjh dh mRifÙk fetkZiqj esa gh ekuh tkrh gS]
tks fetkZiqj o vklikl ds {ks= esa efgykvksa ds }kjk xkÃ tkrh gSA çfl) yksd laxhr dtjh ds vykok
bl 'kksèk&i= esa iwok±py o fetkZiqj esa izpfyr vU; çeq[k yksd laxhr tSls vkYgk] fcjgk] lkouh]
udVk] lksgj rFkk ckjgeklh vkfn dk Hkh laf{kIr fooj.k çLrqr fd;k x;k gSA 'kksèk&i= esa yksd laxhr
dtjh ds vUrxZr lekfgr yksd dyk Lo:i rFkk oÙkZeku fLFkfr ls Hkh ifjp; djk;k x;k gSA yksd
dyk ds Hkkjrh; laLd̀fr dh vkRek ds Lo:iesa ,oa bl ij rduhd dk çHkko rFkk cnyrs vk;ke ds
lanHkksaZ esa Hkhvè;;u fd;k x;k gSA

eq[; 'kCn % dtjh] yksdlaxhr] yksddyk] fetkZiqj

'kksèk çfofèk % 'kksèk&i= esa çLrqr vkadM+s laxzg.k ds fy, fetkZiqj dh xzkeh.k efgykvksa ls izkIr tkudkjh dks ç;qDr fd;k
x;k gS rFkk lacafèkr {ks= dk voyksdu Hkh fd;k x;k gSA f}rh;d lzksr ds :i esa baVjusV ¼Çyd] ;wVîwc] xwxy½
ds ekè;e ls o iqLrdksa ds ekè;e ls tkudkjh laxzghr dj mldk fo'ys"k.k fd;k x;k gSA

· 'kksèkkFkÊ] fp=dyk foHkkx] n'̀; dyk ladk;] dk'kh Çgnw fo'ofo|ky;] okjk.klh
· · lgk;d vkpk;Z] fp=dyk foHkkx] n'̀; dyk ladk;] dk'kh Çgnw fo'ofo|ky;] okjk.klh

dtjh yksd laxhr o dyk:Ik le; ds lkFk ledkyhu
lekt esa dqN ladqfpr gks x, gSa ijUrq vkt Hkh ;gka dh
yksddyk,a fookgksRlo esa dksgcj ds :i esa] lkou esa dtjh
ds :i esa] tUe ds volj ij lksgj ds :i esa rFkk çeq[k
'kqHk voljksa ij nhokj o pkS[kV ij vyadr̀ fp=ksa ds :i
esa ns[kus vkSj lquus dks feyrh gSaA dtyh dk lacaèk ,d
èkkÆed rFkk lkekftd ioZ ds lkFk tqM+k gqvk gSA Hkknzin
ekl ds d"̀.k i{k dh rr̀h;k dks ¼rhtk½ dTtyh ozr ioZ
euk;k tkrk gS A ;g fL=;ksa dk eq[; R;kSgkj gSA fL=;ka
bl fnu u, oL= o vkHkw"k.k igurh gSa] dTtyh nsoh dh
iwtk djrh gSa vkSj vius Hkkb;ksa dks ^tÃ^ ck¡èkus ds fy,
nsrh gSaA ml fnu os jkr&Hkj tkxdj dtjh xkrh gSaA

çkphu dky ls gh Hkkjr esa laxhr dk fo'ks"k
egRo jgk gSA Hkkjr ds èkkÆed xzaFkksa esa Hkh laxhr dk
mYys[k dÃ txg feyrk gSA bls ,d jpukRed çfØ;k
ekuk tkrk gS tks vkRek dks loksZPp 'kfä ls tksM+rh gSA
laxhr og yfyr dyk gS ftlesa Loj vkSj y; ds }kjk
ge vius Hkko dks çdV djrs gSaA fdlh fo'ks"k {ks= esa yksxksa
}kjk ikjaifjd :i ls xk;k x;k laxhr tks mudsthoudk
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vfHkUu vax gksrk gS] ^yksd laxhr* dgykrk gSA yksd
laxhr esa ge xzkeh.k thou dh >kadh ns[k ldrs gSaA ;g
u dsoy xzkeh.kksa ds fy, euksjatu dk ,d lkèku gS cfYd
xzkeh.k lekt dk ,d çfrÇcc Hkh gSA bUgas yksx ,d&nwljs
ds lkFk xkdj lh[krs gSa]tks ,d ih<+h ls nwljh ih<+h dks
gLrkarfjr fd, tkrs gSa blfy, gj {ks= dk viuk yksd
laxhr gksrk gSA

jk"Vªfirk egkRek xkaèkh us dgk Fkk] Þyksdxhrksa esa
èkjrh xkrh gS] ioZr xkrs gSa]ufn;k¡ xkrh gSa] mRlo] esys o
vU; voljksa ij eèkqj Loj esa yksd lewg yksd laxhr xkrs
gSaAÞ1

^dtjh* Hkkjr ds mÙkj çns'k ds fet+kZiqj {ks= esa
yksdfç; ,d yksd laxhr 'kSyh gSA ;g ikjaifjd :i ls
o"kkZ _rqds ekSle ds nkSjku xk;k tkrk gS vkSj bl {ks=
esa bldk cM+k lkaLdf̀rd egRo gSA dtjh xhr vkerkSj
ij efgykvksa }kjk xk, tkrs gSa vkSj çse] fo;ksx] ykylk
vkSj çdf̀r dh lqanjrk ds fo"k;ksa ds bnZ&fxnZ ?kwers gSaA
dtjh xhrksa ds 'kCn vkerkSj ij ml efgyk dh ihM+k dks
O;ä djrs gSa tks vius çseh ;k ifr dks nwj ns'k esa NksM+
dj vkÃ gSA ;s xhr viuh eueksgd èkquksa vkSj Hkkoiw.kZ
vfHko;fä ds dkj.k fo'ks"k igpku j[krs gSaA xhrksa ds cksy
vDlj çdf̀r dh vksj b'kkjk djrs gSa] tgka fojg ds nnZ
dh rqyuk ?kus cknyksa] ewlykèkkj ckfj'k vkSj ekulwu dh
cgrh ufn;ksa ls dh tkrh gSA dtjh esa yksddyk dk
egRoiw.kZ LFkku gSA bl {ks= dh yksddyk dk ewy mís';
yksxksa dk euksjatu djus] mudh Hkkoukvksa dks O;ä djus
vkSj lkekftd lans'kksa dks lapkfjr djus ds fy, gSA
dtjh&xk;u dks yksddyk dh ,d çeq[k 'kk[kk ekuk
tkrk gS vkSj ;gka ds yksx bls mRlkg ls laikfnr djrs gSaA

yksd laxhr dh mRifÙk

yksd laxhr dh mRifÙk ,d çkdf̀rd çfØ;k ls
gqÃekuh tkrh gS tks euq"; ds fodkl ds lkFk gh çkjaHk gqvk
gS vFkkZr ekuo laLdf̀r ij vkèkkfjr ekuo }kjk fuÆer
lekt esa çpfyr laxhr gh yksd laxhr dgykrk gSA
yksd laxhr 'kCn nks 'kCnksa ls feydj cuk gS yksd vkSj
laxhrA bldk lkekU; vFkZ gS yksxksa dk laxhrA yksd
laxhr ,slk laxhr gS] tks ijaijkvksa] jhfr&fjoktksa ds
vuqlkj vkapfyd Hkk"kkvksa ds vuq:i la;ksftr fd, tkrs gSaA

Hkkjrh; yksd laxhr dh mRifÙk

Hkkjrh; yksd laxhr bl ns'kdh vusdrk dks,drk
ds lw= esa cka/krk gSA ;gka ds tuthou esa fofoèkrk ,oa
fofHkUurk ifjyf{kr gksrs gq, Hkh lkaLd̀frd ,drk O;kIr gS]
;g Hkkjrh; laLdf̀r dh çeq[k fo'ks"krk gSA fdlh Hkh ns'k
çns'k dk laxhr mlds yksd thou dh lH;rk laLd̀fr dk
niZ.k gSA lkekftd thou dk dksÃ Hkh vuq"Bku ;k
yksdksRlo yksd laxhr ds fcuk vèkwjk gSA yksd laxhr ds
ekè;e ls lkaLdf̀rd ijaijk,a yacs le; rd thfor jgrh
gSaA ekuk tkrk gS fd yksd laxhr dk çkjaHk Çlèkq?kkVh lH;rk
ds dky esa gqvkA gkykWfd bl nkos ds ,dek= lk{kh ml
le; dh ,d ckyk dh ùR; eqæk esa dkaL; ewÆr  vkSj uR̀;
ukVd vkSj laxhr ds nsork #æ vFkok f'ko dh iwtk dk
çpyuA vr% fdlh Hkh çns'k dk yksd laxhr ogka dh
laLdf̀r dk vfoHkkT; vax gksrk gSA vr% Hkkjrh; laLdf̀r
ds lkFk fodflr laxhr gh Hkkjrh; yksd laxhr gSA

fetkZiqj dh dtjh dk bfrgkl

fetkZiqj dh dtjh dk bfrgkl mruk gh iqjkuk
gS ftruk ;gka dh laLdf̀rA fetkZiqj esa vusd jhfr&fjokt
ds çpyu esa o thou ds fofHkUu çlaxksa] mRlo] R;ksgkjksa
dh >kadh esadtjh yksd laxhrds :Ik esa ?kqyh&feyh gqÃ
gSA dtjh dks ge _rq xhr ;k o"kkZ _rq Hkh dgrs gSaA oSls
ns[kk tk, rks vfèkdka'k yksdxhr fdlh&u&fdlh _rq
vFkok R;kSgkj ij vkèkkfjr gksrs gSaA o"kkZ _rq ds vkxeu
ij yksxksa ds eu esa ftl u, mYykl ,oa meax dk lapkj
gksrk gS] ml dks vfHkO;ä djrh gS dtjh vFkok dtyhA
lkou&Hkknks ds eghus esa fetkZiqj o fudVorÊ bykdksa esa
fL=;ka cM+s mRlkg ls dtjh yksdxhr xkrh gSaA

dtjh egksRlo esa >wyk >wyrh fL=;kaA lzksr & baVjusV
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dtjh fetkZiqj esa dgka ls igqaph] bl lUnHkZ esa

,slk ekuuk gS fd dafrr ijxuk ds jktk dh yM+dh dk
uke dtjh FkkA og vius ifr ls cgqr izse djrh FkhA dqN
ifjfLFkfro'k mls vius ifr ls vyx dj fn;k x;k FkkA
mudh ;kn esas og tks xhr xkrh Fkh mls fetkZiqj ds yksx
^dtjh* ds uke ls ;kn djrs gSa o mUgÈ dh ;kn esa dtjh
egksRlo eukrs gSaA blfy, dtjh esa uk;d&ukf;dk ds
feyu rFkk uun&HkkStkÃ dh uksd&>ksad dk o.kZu gksrk gSA

,sfrgkfld :i ls 1194 bZ- esa eksgEen xksjh ds
fo#) pankoj ds ;q) esa dUukSt ds egkjktk t;pan dh
èR;q ds ckn muds HkkÃ jktk ekfudpan bykgkckn ds ikl
dkjs fdys dh vksj pys x, vkSj ekfudiqj ¼orZeku çrkix<+
ftys esa½ esa cl x,A muds mÙkjkfèkdkfj;ksa us fet+kZiqj]
bykgkckn vkSj okjk.klh {ks= ds vklikl ds 16 ijxuk ij
vfèkdkj dj fy;kA blds ckn] muds 16osa mÙkjkfèkdkjh
jktk xqMu nso us 1542 esa 'ksj'kkg lwjh ds lkFk ;q) fd;k
ijarq ijkftr gq,sA fQj 16 ijxuksa dk ;g xgjokj jkT;
dafrr] ekaMk] dksgnkj vkfn dÃ NksVh fj;klrksa@lainkvksa
esa foHkkftr gks x;kA 1542 ls dafrr&fot;iqj vkSj ekaMk
uke dk jkT; vfLrRo esa vk;kA dafrr ds jktk] jktk
ekf.kd pan ds 16 osa oa'kt] jktk xqMu MhÃvks us Çoè;kpy
ds ikl dafrr esa viuh jktèkkuh LFkkfir dhA muds nks
csVs gq, ftuesa jktk mxzlsu dafrr ds rFkk jktk Hkkstjkt
ekaMk ds jktk cusA jktk mxzlsu ¼1542&44½ dh csVh dk
uke dtyh FkkA2

fetkZiqj ds vU; çeq[k yksd xhr

yksd laxhr ljy lgt lqxzká gksus ds dkj.k
'kh?kzrk ls tuekul dks vkdÆ"kr djrk gS] vr% ge dg
ldrs gSa fd Hkkjr esa fofHkUu çkarksa dh çknsf'kd laLdf̀r]
HkkSxksfyd fLFkfr] cksypky] jgu&lgu] jhfr&fjokt] R;kSgkj
vkfn ls tqM+s lHkh jl o Hkkoksa dh laxhriw.kZ vfHkO;fä fHkUu
gksrs gq, Hkh yksd laxhr dgh tkrh gSA çeq[k yksd laxhrksa
esa vkYgk] fcjgk] lkouh] >wej] dtyh] udVk] lksgj rFkk
ckjgeklk vkfn :i esa xk;k tkrk gSA

vkYgk

yksd laxhr vkSj yksdxhr dk ,d çpfyr :i
tks eq[;r;k mÙkj Hkkjr esa xk;k tkrk gS tks Jksrkvksas esa
ohj jl dk lapkj djkus esa l{ke gS] ̂ vkYgk* dgk tkrk

gSA jkenso ;kno] x;k çlkn] lR;ukjk;.k ikloku vkSj
ykyw cktisÃ çeq[k vkYgk xk;d gSaA vkYgk&mny ls
ìFohjkt dh yM+kÃ] mny dk C;kg] vkYgk unh csrok dh
yM+kÃ vkfn çeq[k vkYgk laxhr gSaA

fcjgk

okLrfod yksdxhr Hkkjr ds xkao o nsgkrksa esa
xk;s tkrs gSaA ^fcjgk* yksd xhr iwoÊ mÙkj çns'k rFkk
if'peh fcgkj ds Hkkstiqjh Hkk"kh {ks=ksa esa çpfyr gSA fcjgk
esa eq[;rk ohj jl vkSj Ük̀axkj jl dh çèkkurk gSA ckysÜoj
;kno] fcgkjh yky ;kno] vkseçdk'k] iwue ckxh] o
ghjkyky ;kno vkfn çeq[k fcjgk xk;d gSaA

fetkZiqj dh vU; yksd dykvksa esa jklyhyk]
yB~Bs] Hkkstiqjh yksd xhr vkfn 'kkfey gSaA jklyhyk esa
Hkxoku Jhd"̀.k ds uR̀; vkSj xksfi;ksa ds lkFk mudhfofoèk
yhyk;sa fn[kkÃ tkrh gSaA yB~Bs esa ohjrk vkSj 'kkafr dh
Hkkouk gksrh gSA Hkkstiqjh yksd xhr vkSj Bqejh HkO; laxhr
vkSj xhr dk mi;ksx djrs gq, fofHkUu voljksa ij xk,
tkrs gSaA

bu lHkh yksd dykvksa esa lkekftd ,drk vkSj
HkkÃpkjs dk lans'k gksrk gSA ;s dyk,a lekt ds fofHkUu oxksZa
ds yksxksa ds chp etcwr caèku cukrh gSa vkSj mUgsa ,d&nwljs
ds lkFk tqM+us vkSj vius laxhr vkSj uR̀; dk vkuan ysus
dkvolj çnku djrh gSaA

fetkZiqj esa dtjh o vU; yksddyk dk Lo:i

xzkeh.k dqaokjh yM+fd;ksa }kjk dtjh ÇiM foltZu ¼lzksr& Lo;a }kjk
yh xÃ Nfo] LFkku fetkZiqj] 18 vxLr 2019] 10%54. A.M.)

^dtjh* ,d yksd xhr gS tks fetkZiqj ds dÃ
bykdksa esa efgykvksa ds chp [kwc çpfyr gSA blesa
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efgyk,a ,d fo'ks"k uR̀; Hkh djrh gSa tks bls vkSj Hkh
vkd"kZd cukrk gSA ;g ,d lkewfgd xhr gksrk gS ftlesa
fofHkUu fo"k;ksa ij xhr xk, tkrs gSa] tSls& çdf̀r] fnup;kZ]
çse] fookg vkfnA fetkZiqj dh dtjh esa yksd dyk Lo:i
dÃ :iksa esa ns[kus dks feyrk gS] tSls xkao dh fL=;ka tc
dtjh xk;u djrh gSa rks og dtyh nsoh ds fy,
pkSdiwjuk djrh gSa tks lkekU;r% vkVk] lwth] Çlnwj]
Çgxqy jax] gYnh vkfn ls curk gSA blh pkSdiwjuk ij nsoh
dtyh dks LFkkfir fd;k tkrk gS vkSj bUgÈ nsoh dtyh
ds bnZ&fxnZ pkjksa vksj ls xksykÃ esa ,d&nwljs dk gkFk
idM+dj fL=;ka dtjh xhr dk xk;u djrh gSaA lkou ds
eghus esa xzkeh.k vfookfgr efgyk,a feêh dk ÇiM cukdj
mlesa tkS dk chtkjksi.k djrh gSa vkSj çfrfnu mls ikuh
ls lÈprh gSaA tc ikSèkk cM+k gks tkrk gS rks gjh iÙkh
j[kdj ml ÇiM dk foltZu fdlh ikl ds rkykc ;k unh
esa dj nsrh gSA blh ÇiM ds fiNys fgLlss dh ltkoV ds
fy, iqu% Çlnwj] Çgxqy] gYnh] vkVk vkfn dk ç;ksx fd;k
tkrk gSA dtjh egksRlo ds le; lkekU;r% xzkeh.k
efgyk,a ?kjksa] nhokjksa] Q'kZ] }kj vkfn ij pwuk o cqduh
¼,d çdkj dk jax tks iSj esa yxk;k tkrk gS½ ls cgqr
lqanj vyadj.k cukrh gSaA oSls dtjh esa fp=dyk dk cgqr
de mYys[k feyrk gSA ;g eq[; :i ls xk;u vkSj uR̀;
ds ekè;e ls laokn dks O;ä djrk gSA fetkZiqj dk ,d
çeq[k dtjh xhr gS] ftls orZeku esa lqçfl) xkf;dk
eSfFkyh Bkdqj o ekfyuh voLFkh th us Hkh viuk lqj fn;k
gSA bl xhr esa iRuh vius ifr ls xqgkj yxkrh gS] esganh
eksrh>hy ls ykus ds fy, D;ksafd igys esganh dks ihldj
mldk isLV rS;kj dj gkFk ij yxk;k tkrk FkkA vkt rks
rS;kj esganh feyrh gSA xhr bl çdkj gS&

fetkZiqj dk dtjh ÇiM ¼lzksr&Lo;a }kjk yh xÃ Nfo] LFkku
fetkZiqj] 18 vxLr 2019] 09%54 A.M.)

fi;k esg¡nh fy;k n] eksrh >hy ls]

tkds lkÃfdy ls ukA

fi;k esganh fy;k n] NksVh uunh ls filok nks]

gejs gFkoka esa yxk n dkaVk dhy ls] tkds lk;fdy ls ukA

b g lkouh cgkj] eku cfr;k gekj] dkSuks Q+k;nk uk
fudyh nyhy ls]

tkds lk;fdy ls ukA

eu esa ykxy ckVs lkèk] iwjk dbn fi;k vkt]

rksgds lc dqN fuNkoj dbyh fny ls]

tkds lk;fdy ls ukA

fi;k esganh fy;k n eksrh >hy ls ]

tkds lk;fdy ls ukA

fetkZiqj dh dtjh o yksd dyk dh orZeku fLFkfr

yksd&laLdf̀r;ksa] yksd&foèkkvksa] yksd lH;rk
rFkk yksd laxhr vkfn dh tc Hkh ckr gksrh gS] rks gekjk
eufopfyr gks mBrk gS fd vc ;s dyk,a vkSj foèkk,a vkt
ds le; esa èkwfey gksrh tk jgh gSaA vkt ds i‚i vkSj j‚d
laxhr ds çHkko esa vxj gekjh ihf<+;ka viuh yksd dykvksa
dks fdukjs djrh jgha rks okLro esa gekjh ih<+h yksd laxhr
ds okLrfod vkuan ls oafpr jg tk,axhA iqujfi gekjh
yksd dyk vkt Hkh fookg ds volj ij fookg xhrksa ds
:iesasa] xkjh ds :i esa] tUe ds volj ij lksgj ds :i
esa] lkou esa dtjh ds :i esa ns[kus o lquus dks feyrh gSA

bu xhrksa dh fjd‚ÉMx vkSj baVjusV ij ohfM;ks
ds ekè;e ls vkt Hkh çfl) gaS vkSj ge bls vius ?kjksa esa
xkrs vkSj lqurs gSaA bl yksdxhr ds laxhr] cksy vkSj uR̀;
ds lkFk] bls Hkkjrh; yksd laLdf̀r dk egRoiw.kZ fgLlk
ekurs gSaA

milagkj %

dtjh xhr esa çdf̀r ls tqM+s rRoksa] tSls& ckny]
o"kkZ] dey] uhj] ty] BaMh gok vkfn dk mYys[k gksrk
gSA dtjh yksddyk esa uR̀; ds ekè;e ls Hkkoukvksa dks
O;ä fd;k tkrk gS tks vDlj efgykvksa ds thou ls tqM+h
gksrh gSaA bl yksddyk esa xk;d vkSj uR̀; djus okyh
efgyk,a vius thou ds ruko vkSj dqaBkvksa ls eqä gksrh
gSa vkSj vius la?k"kks± ls mcjrh gSaA dtjh efgykvksa dh
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lkewfgd Hkkoukvksa dks O;ä djus okyh yksddyk gS] tks
lekt esa efgykvksa ds izfrfuf/kRo dks c<+kok nsrh gSA bl
yksddyk esa Hkkjrh; laLdf̀r ds dÃ egRoiw.kZ rRo Hkh
gksrs gSaA lkou o o"kkZ _rq ds vkrs gh xzkeh.k thou esa ,d
vyx gh meax o mYykl ns[kus dks feyrk gSA dqN
xzkeh.k efgyk,a èkku&jksikbZ ds le; bu yksd xhrksa dk
xk;u djrh gSa ftlls mudk èkku&jksi.k esa eu Hkh yxrk
gS vkSj o"kkZ ds nkSjku baænso dk xq.kxku Hkh gksrk gS] rkfd
mudh Qly vPNh gks ldsA lkou vkrs gh xzkeh.k
efgyk,a vius&vius ?kjksa dks vYiuk] pkSd iwjuk ls
ltkus yxrh gSaA

le; ds lkFk] dtjh laxhr dks Hkkjrh; flusek
vkSj {ks=h; laxhr ,Yceksa esa Hkh ç;qä fd;k x;k gSA blus
fetkZiqj ls ijs Hkh ekU;rk çkIr dh gS vkSj bldh d.kZfç;
èkquksa vkSj dFkkRed Lo:i us Jksrkvksa dks Hkhea=eqXèk fd;k
gSA

lanHkZ lwph %

1. https://hi.wikipedia.org/wiki/yksd&laxhr

2. https://infolog.in/kantit-vijaipur-princely-state/

lUnHkZ xzUFk %

l Bdjky jes'k] uR̀; ,oa laxhr dyk] jksfgr ifCyds'ku uÃ
fnYyh] 2013

l çksQslj laLdr̀ lR;dsrq] lekt laLdf̀r ,oa flusek] gal
çdk'ku uÃ fnYyh] çFke laLdj.k 2021

l M‚DVj okfy;k nhfidk] laxhr dyk ds fofoèk vk;ke] lat;
çdk'ku uÃ fnYyh] 2012

l f=ikBh jkèkkcYyHk] ukVî'kkL= bu n e‚MuZ oYMZ] Mhds ÇçV
oYMZ fyfeVsM QLVZ ,fM'ku] 2013

l M‚- xqIr ºzn;] pkSdiwjuk] mÙkj çns'k dh Hkwfe vadu yksd
dyk mÙkj çns'k Çgnh laLFkku] y[kuÅ] 2018

l M‚- tSu 'kkafr] dtjh] foÜofo|ky; çdk'ku okjk.klh] 2014

baVjusV lzksr %

l https://hi.wikipedia.org/wiki/%E0%A4%95%
E0%A4%9C %E0%A4%B0%E0%A5%80

l https://saptswargyan.in/kajri-lokgeet/#:~:text=
%E0%A4%85%E0% A4%A7%E0%A5%8D%E0%
A4%AF%E0%A4%BE%E0%A4%AF%2D%
2018%20(%20%E0%A4%95%E0%A4%9C%
E0%A4%B0%E0%A5%80%20%E0%A4% 97%
E0% A4%BE% E0%A4%AF%E0%A4%A8%20)%
20%7C% 20%E0%A4% 97%E0%A4%BE %E0%
A4%AF%E0%A4%A8%20%E0%A4%95%E0% A5
%87%2022%20%E0%A4%AA%E0%A5% 8D%
E0%A4%B0% E0%A4% 95%E0%A4%BE% E0%
A4%B0,-%E0%A4%97%E0%A4%BE% E0%A4%
AF%E0%A4%A8&text=%E0%A4%87%E0%
A4%B8%E0%A5%80%20%E0%A4%AE%E0%
A5%87%E0%A4%82%20%E0%A4%95%E0%
A4% 9C%E0%A4%B0%E0%A5%80 %20%E0%
A4 % A8 % E0% A4%BE%E0%A4% AE% E0%A4%
95%20%E0%A4%8F%E0%A4%95,%E0%A4%
95%E0%A5%8B%20%E0%A4%97%E0%A4%
BE%E0 %A4%AF%E0 %A4%BE%2 0%E0%
A4%9C%E0%A4%BE%20%E0%A4%B 8%E0%
A4%95% E0%A4%A4%E0%A4%BE%20%E0%
A4%B9%E0%A5%88%20%E0%A5%A4

l http://blog.anandway.com/article/1056/Kajari-folk-
song-from-Mirzapur-by-Malini-Awasthi-with-
lyrics#gsc.tab=0
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dyk o èkeZ

fo'okl ds vkèkkj ij ftu ekU;rkvksa dks tUe
fn;k vkSj ftuds }kjk ml vlhe 'kfDr ds vfLrRo dk
vkHkkl djk;k x;k] mUgha dk fo'ys"k.kkRed :i èkeZ ekuk
x;kA leLr czãk.M ds Lo:i dh dYiuk ,oa ekuo&thou
ds vfUre y{; dh vkè;kfRed ,oa rkfdZd foospuk dk
vkèkkj Hkh ;g èkeZ gh cukA tgk¡ ekuo us Lo;a dh 'kfDr
dks det+ksj ekuk vkSj Lo;a dks jgL;e;h izdf̀r dks
le>us esa vleFkZ ik;k] ogha mlus èkeZ dk lg;ksx fy;k
vkSj èkeZ us mu xqfRFk;ksa dks lqy>k fn;kA lekt esa
O;fDrxr 'kqHk ;k dY;k.k dh Hkkouk dks èkeZ us gh dyk
ds ekè;e ls] lkewfgd dY;k.kdkjh cuk;kA1 dyk vkSj
èkeZ lkFk&lkFk fodflr gksrs gSa vkSj nksuksa gh thou dh
O;k[;k djrs gSaA dyk vkSj èkeZ dk lEcUèk fLFkj djuk
cM+k nq"dj gSA lqnwj èkqaèkys vrhr esa dyk vkSj èkeZ
lkFk&lkFk mfnr gq,] vusd 'krkfCn;ksa rd os ijLij
vR;Ur ?kqys&feys fn[kk;h iM+rs gSaA

yksd&dyk

Hkkjrh; fp=dyk dk bfrgkl mldh yksd dyk
ds fcuk vèkwjk gSA yksd&dyk fdlh Hkh jk"Vª dh lkekftd
e;kZnk gS] ftlds }kjk gesa lkaLdf̀rd ,drk dk vkHkkl
gksrk gSA mldks iqjkru vkSj vkèkqfud nf̀"V ls foHkkftr
ugha fd;k tk ldrk] os uSlfxZd :i ls vkxs c<+rh jgrh

· lgk;d vkpk;Z] fp=dyk foHkkx] jktLFkku fo'ofo|ky;] t;iqj

Hkkjrh; yksd dyk esa èkkfeZd&fp=.k

MkW- jhfrdk xxZ·

lkjka'k

dyk vkSj èkeZ dk izkphudky ls gh ?kfu"V lEcUèk jgk gSA èkeZ o dyk ,d flDds ds nks
igyw gSaA ftl izdkj dyk lekt dk ,d vfoHkkT; vax gS( Bhd mlh izdkj] èkeZ ds fcuk Hkh dyk
dh dYiuk djuk dfBu gks tkrk gSA izR;sd dky esa] izR;sd ns'k esa viuh lkekftd ijEijkvksa o
ekU;rkvksa dks thfor j[kus rFkk ogk¡ izpfyr èkeZ dk izpkj&izlkj dj viuh laLd̀fr dks thfor j[kus
ds fy, dykvksa dk vkJ; fy;k x;kA yksd dykvksa esa Hkh blh ijEijk dk ikyu gksrk jgk gS D;ksafd
yksd dyk og lgt o ljy dyk gS tks tu&lkekU; ds thou esa jph&clh gSaA

eq[; 'kCn % yksd dyk] fp=] èkeZ] ioZ] ijEijk

izfofèk % f}rh;d ekè;e mi;ksx esa yk, x, gSa A

gSaA MkW- th-ds- vxzoky ds vuqlkj ̂ ^dyk dk ,d :i tks
vkfne dyk rFkk 'kkL=h; dyk] nksuksa ls fHkUu gS] ljy
rFkk vifj"d̀r d̀"kd lekt ls eq[;r% lEcfUèkr gSA bls
yksd dyk] d"̀kd dyk] xzkeh.k dyk vkfn uke fn;s x;s
gSaA bu lc esa ̂ yksd&dyk^ uke gh vfèkd izpfyr gqvk
gSA ̂yksd^ dk vFkZ lalkj ls gS] vr% yksd dyk dk vFkZ
lkèkkj.k :i ls lalkj ;k yksxksa esa izpfyr ¼yksd&izpfyr½
dyk gSA^^2 vkpk;Z gtkjh izlkn f}osnh us fy[kk gS fd
^^yksd 'kCn dk vFkZ tuin vFkok xzke leqnk; ls ugha gSA
cfYd og lewph turk gS] ftlds O;ogkfjd Kku dk
vkèkkj iksfFk;ka ugha gSa vkSj tks ljy ,oa vd̀f=e thou dh
vH;Lr gSA^^3 MkW- 'kqdnso Jksf=; ds vuqlkj ̂ ^yksd 'kCn
dk rkRi;Z lkekU; tu ls gksrk gSA tc ge yksddyk ij
fopkj djrs gSa rc lkekU; lkekftd tulkèkkj.k ds mu
fØ;k&dykiksa dh ckr djrs gSa ftuesa lgt] vkuUn ls
ifjiw.kZ] ljy] LoPNUn vkSj ijEijkxr :iksa dh vfHkO;fDr
gksrh gSA^^4

bl izdkj] yksd dyk ekuo dh ljy LokHkkfod
vfHkO;fDr dk lgt vux<+ :i gksus ds dkj.k vk'kk]
vkdka{kk] vkuUn] mRlkg] mYykl vkfn eaxye;h Hkkoukvksa
ls vksrizksr gksrh gSA lkekU;r% yksd fp= lTtk rFkk
euksjatu ds mn~ns'; ls vafdr fd;s tkrs gSa fdUrq muesa
lkSUn;kZfHkO;fDr rFkk vkRekfHkO;fDr ds lkFk gh ijEijkxr
fo'okl o ekU;rk,¡ Hkh gksrh gSaA mudh ì"BHkwfe esa èkkfeZd
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vuq"Bku gksrs gSa] ftudk vkfn :i fdlh rU=] tknw&Vksus
vFkok dFkkud ls tqM+k gksrk gSA èkeZ rFkk vuq"Bku ls tqM+s
gq, yksd&fp=ksa dk izpyu vfèkd ns[kk tk ldrk gSA

yksd dyk esa èkkfeZd fp=

Vksus&VksVds dh ;krqewyd Hkkouk dk èkhjs&èkhjs
vuq"Bku esa :ikUrj.k gks x;kA deZ&dk.M rFkk vuq"Bku
èkkfeZd dR̀; gks x;sA èkeZ us dyk dks 'kqHk] eaxy vkSj
'kqfprk ds Hkko fn;sA tks 'kqHk gS ogh eaxye; lkSUn;Z gSA
yksddyk vifo= rFkkghu ugha gksrh] og fodkl dk
izrhd rFkk mnkÙk gksrh gSA5 orZeku le; esa yksd dyk
dks mlds Lo:i ds vkèkkj ij izks- lh-,y- >k ds vuqlkj
ge pkj fofHkUu foHkkxksa esa ck¡V ldrs gSa] tks fuEufyf[kr
gSa&

1- èkkfeZd Hkkoukvksa ij vkèkkfjr yksd dykA

2- euksjatd Hkkoukvksa ij vkèkkfjr yksd dykA

3- O;fDroknh lkaLdf̀rd Hkkoukvksa ij vkèkkfjr yksd
dykA

4- O;kikfjd Hkkoukvksa ij vkèkkfjr yksd dykA6

èkkfeZd Hkkoukvksa ij vkèkkfjr yksd&dyk esa
ioksZa] 'kknh&fookg vkfn ds volj ij] gksyh] nhokyh]
n'kgjk] vgksbZ v"Veh] djok pkSFk] cNckjl] uojk= vkfn
R;kSgkjksa o mRloksa ij yksddFkkvksa] uhfr dFkkvksa vkSj nar
dFkkvksa vkfn dks yksdfp=ksa ds :i esa tehu] nhokj vFkok
dkxt vkfn ij izLrqr djus dh izFkk fn[kkbZ nsrh gSaA bu
fp=ksa esa èkeZ dk izHkko iw.kZr% nf̀"Vxkspj gksrk gS tks u
dsoy lelkef;d le; oju~ Hkfo"; dh ih<+h ds fy;s Hkh
viuk fo'ks"k izHkko NksM+rk gSA okLro esa yksd&fp=.k èkeZ
dh gh ,d vfHkO;fDr gS ftlesa èkkfeZd Hkkoukvksa dh ,d
nh?kZ izFkk izpfyr gS vkSj tks vius Hkhrj vusd vFkZ
lekfgr fd;s gSA ,slh ekU;rk gS fd yksd dFkkvksa esa
izpfyr nsoh&nsorkvksa dk fp=.k dj mUgsa mifLFkr fd;k
tkrk gSA bl izdkj] laLdf̀r esa èkeZ dk leUo; yksddyk
dks izcyrk iznku djrk gSA vkuq"Bkfud o èkkfeZd fp=ksa
dk izkjEHk vkfne fp=ksa esa cus :iksa esa ns[kk tk ldrk gSA
bu fp=ksa dh ,dyEch ijEijk jgh gSA fdlh ekaxfyd
dk;Z ds volj ij uoxzgksa ds iwtu esa vkVs] pkoy rFkk
nkyksa ls cuh uoxzgksa dh T;kferh; vkdf̀r;k¡ ns[kh tk

ldrh gSaA tUe ds volj ij }kj ij Fkkis] fookg ds
volj ij ?kj esa nsork dh LFkkiuk] jaxksyh] pkSd iwjuk]
lka>h] xkscjèku] uoxzg iwtu] uojk= esa nqxkZiwtk ds
volj ij nsoh dh e.̀k&ewfrZ;k¡] n'kgjk] djok&pkSFk]
ukx&iapeh] j{kk&caèku vkfn blh izdkj ds yksd dyk
:i gSaA

^Vslw* ,d ,slk yksd&dyk :i gS tks
egkHkkjrdkyhu nkuh vkSj izcy ijkØeh jktk cczqokgu
dh Lèfr esa cuk;k tkrk gSA jktLFkku dh dViqryh] rht
o x.kxkSj rFkk QM+ fp= vkfn Hkh blds gh dqN vU;
mnkgj.k gSaA blh izdkj] fgekpy izns'k dh dqekÅ¡uh
yksd&dyk esa èkeZ ds izfr vxkèk fo'okl jgk gSA ;gk¡ ds
yksd&fp=ksa esa Jhjke o y{e.k dks pkSiM+ [ksyrs o lhrk
dks NksVs ?kM+s esa ikuh Hkjdj ykrs fpf=r fd;k tkrk gSA
vU; fp=ksa esa xksoèkZu iwtk] lw;Z&n'kZu pkSdh] d̀".k tUek"Veh
iV~V] nqxkZFkkik] oV lkfo=h iV~V] f'ko&ikoZrh iwtk vkfn
fpf=r fd;s tkrs gSaA fgeky;&ioZr dk vadu ̂fgeky;^
uked yksd&fp= esa ns[kus dks feyrk gSA ;g vadu izk;%
?kj ds izos'k&}kj ds nksuksa vksj fd;k tkrk gSA fefFkyk {ks=
dh yksddyk esa Hkh ,d ,slh gh ijEijk gesa ns[kus dks
feyrh gS tks fcgkj jkT; ls fudydj lEiw.kZ Hkkjr esa
viuh izflf) izkIr djus esa lQy jgh gSA ;g eèkqcuh
dyk ds uke ls fo[;kr gSA ,slh ekU;rk gS fd bl dyk
dk izkphure fooj.k iqjk.kksa esa feyrk gSA ikSjkf.kd dFkk
ds vuqlkj] fefFkyk ds jktk tud dh iq=h lhrk ds fookg
ds le; Jhjke ds Lokxr ds fy;s ;gk¡ dh fL=;ksa us bl
iwjh uxjh dks fp=e; cuk fn;k FkkA fookg ds le;
dksgcj fpf=r fd;s x;s FksA bl yksd&dyk esa izR;sd
deZdk.M dks fdlh&u&fdlh izrhd ds }kjk n'kkZ;k tkrk
gSA L=h o iq#"k nksuksa ds fy;s ìFkd~&ìFkd~ izdkj ds izrhd
fuèkkZfjr gq,A ;gk¡ ds yksd&fp=ksa esa jkek;.k] egkHkkjr]
f'ko&iqjk.k] fo".kq iqjk.k] nqxkZ lIr'krh vkfn ij vkèkkfjr
èkkfeZd fp=ksa dk vadu ns[kus dks feyrk gSA

Hkkjrh; yksd&fp=ksa esa izk;% y{eh o x.ks'k dk
vadu Hkh ns[kus dks feyrk gS ftldks vkjksX; rFkk lef̀)
dk lwpd ekuk tkrk gSA ukx&iapeh ds fp= esa dkys
dks;ys dks ihldj nhokj ij xkscj ls yhidj lkai fpf=r
fd;s tkrs gSaaA lkaiksa dh iwtk Hkkjrh; mnkjrk dh ijkdk"Bk
gSA bls izR;sd Hkkjrh; cgqr izse ls djrk gSA lkai volj
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ikus ij pwdrk ugha gS ijUrq Hkkjrh; lkai dks ukxiapeh
ds fnu taxy esa nwèk fiykrs gSaA nhokj ij nwèk] ?kh ls lkai
dh iwtk djrs gSaA nhokyh ij Hkh blh izdkj dk<+k tkrk
gSA nsoBku vkSj buls Hkh vfèkd egRoiw.kZ djok pkSFk vkSj
vgksbZ vkBsa gS tks Øe'k% xs:] [kfM+;k vkSj pkoy ds vkVs
ls dk<+h tkrh gSA bu lc dykdf̀r;ksa esa loZfgr dh
Hkkouk fNih gS] èkkfeZdrk dk egku iqV gSA7 ;g fp=
èkkfeZd gksus ds lkFk gh fdafpr jgLe; Hkh izrhr gksrs gSaA
vgksbZ v"Veh ozr ds volj ij nhokj ij cuk, x, fp=
esa fL=;k¡ vius iq= ds nh?kZ thou dh dkeuk dk vuq"Bku
djrh gSaA fHkfÙk ij pUnzek dks v?;Z nsrh gqbZ ukjh fdlh
dgkuh dks dgrh gSA 'kk;n blh dkj.k vkpk;Z jkepUnz
'kqDy us fy[kk gS fd& yksd&fp=.k èkeZ dh ,d bdkbZ
gS] ftls O;fDr viuh èkkfeZd Hkkoukvksa dks O;Dr djus esa
iz;ksx esa ykrs gSaA

xksoèkZu iwtk ds volj ij yxHkx lEiw.kZ mÙkj
Hkkjr esa xkscj ds }kjk Jhd̀".k dh vkd̀fr dk fuekZ.k fd;k
tkrk gSA blesa d"̀.k ls xksoèkZuèkkjh ds :i esa viuh rFkk
vius ifjokj dh mlh izdkj j{kk dh izkFkZuk dh tkrh gS
ftl izdkj mUgksaus xksoèkZu ioZr dks viuh vaxqyh ij
mBkdj cztokfl;ksa dh FkhA bl izdkj ;g ml fojkV
Lo:i dh dYiuk gS ftlesa lEiw.kZ l̀f"V lekfgr gSA
j{kk&caèku ds volj ij Jo.k dqekj dks muds vaèks
ekrk&firk dks daèks ij mBkbZ Mksyh esa cSBs fpf=r fd;k
tkrk gSA ;g fp= xs: ls cuk;k tkrk gS ftls czt esa
^lkSuk* dgrs gSaA mÙkj Hkkjr ds vU; LFkkuksa ij Hkh
j{kk&cUèku ij fHkUu&fHkUu izdkj] dh vkdf̀r;k¡ cukbZ
tkrh gSa ftUgsa ijEijkxr Hkk"kk esa ̂lksu* dgk tkrk gSA bu
vkdf̀r;ksa esa izk;% uko ds vkdkj dh vkd̀fr;ksa dk fuekZ.k
fd;k tkrk gSA yksdfp=ksa ds l̀tu esa vfèkdrj dnyhò{k]
ihiy ò{k] rksj.k }kj] pØ] lwjt] pk¡n] rkjk] ehu] ty]
?kV] iÙks] da?kh] pkj [kkuk] f=Hkqt] MqxMqfx;k f=dks.k] ?kksM+s]
lkjl] cSy] fgju] rksrs] eksj] vkM+h&frjNh js[kk,¡] òÙk]
ygfj;k¡ js[kk,¡] f=Hkqtksa vkSj oxksZa ls cuh T;kferh;
ekuokdf̀r;k¡] ryokj] <ky] Hkkyk vkfn :iksa dk dgkuh

ds vuqlkj lhèkk&ljy la;kstu fd;k tkrk gS ftlesa :iksa
dk ljyhdj.k gksus ds mijkUr og Li"Vrk ds lkFk n'kZd
dks le> esa vk tkrk gSA

fu"d"kZ %

bl izdkj] ge ns[krs gSa fd yksd&dyk izk;%
èkkfeZd dFkkvksa] izrhdksa o ekU;rkvksa ls izHkkfor jgh gSA
vkfne le; ls gh izkdf̀rd o T;kferh; :iksa dk tks
ljyhdr̀ :i pyk vk jgk Fkk ogh vkt Hkh blesa iz;qDr
gksrk gSA izkjEHk ls gh yksd fo'oklksa] tu&Lèfr;ksa] g"kZ&fo"kkn]
Hk;] tknw&Vksus] çkdf̀rd 'kfDr;ksa dh mikluk dk tks
Hkkx lfn;ksa ls blesa tqM+rk x;k ogh èkkfed fp=.k ds :i
esa yksd&dykvksa esa vfHkO;Dr gqvk gSA èkkfed ekU;rkvksa
us u dsoy yksd&dyk dks cy iznku fd;k vfirq os
bldk eq[; vkèkkj Hkh jgh gaSA LofLrd] pØ vkfn dk
fp=.k Hkh èkkfeZd izrhdksa ds :i esa gh gqvk gSA rnUrj
èkhjs&èkhjs yksd&fp=ksaesa yksd&dFkkvksa vkSj yksd&xkFkkvksa
dk Hkh lekos'k gqvk tks izeq[kr% èkkfeZd gh Fkha] vr%
yksdfp=ksa esa èkkfeZd Lo:iksa dks izeq[krk izkIr gqbZA ;s fp=
orZeku le; esa Hkh gekjh ijEijkvksa dk ikyu djrs gq,
gekjs thou dk vfHkUu vax gSaA
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Introduction

The Merriam-Webster  dictionary
defines ‘folk dance’ as, ‘a dance that originates
as ritual among and is characteristic of the
common people of a country and that is
transmitted from generation to generation with
increasing secularization distinguished from court
dance’. Folk music and dance helps one decipher
the meaning of unity and brings everyone on the
same platform. It enriches life by adding value
and meaning to the existent set of life. Folk dance
acts as the nation’s mirror because it depicts its
art, culture, tradition, rites, values and customs
(Banerji,12).India is renowned for its rich tapestry
of cultures, customs, languages and religious
values. The country is home to a wide range of
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are part and parcel of the society which makes living worthwhile and enables one to
interact, participate and express freely without any inhibitions. Folk dance not only
helps one to connect with their roots but also preserve the rich heritage and multifaceted
dimension of the Indian society. The dance forms are usually passed from one generation
to another and often serve as a medium of storytelling. Indian folk dances are deeply
embedded in the cultural landscapes of the nation wherein each region possesses distinct
set of rituals and practices. Folk dance is an artistic expression which helps in fostering
the feeling of harmony, unity and strengthening of identity amongst people of different
communities. It not only inculcates a sense of pride and belonging but also helps people
learn more about moral values and connect with their ancestral past. In this paper, I will
focus on one such dance form namely Garba and shed light on its importance and role in
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folk music and dances which reveals the lifestyle,
class and traditions of a particular region. The
folk dance adroitly portrays the sentiments,
thoughts and beliefs of a community and helps
promote cultural identity and a sense of belonging
amongst the performers. Apart from being a
visually captivating experience,the dance
becomes a medium of conveying a story and
connecting the masses to a common goal. Folk
dance constitutes an important part of the
nation’s culture and religious ethos as it
represents the varied forms and shades of the
country. It echoes the voice of people as it
portrays the intricacies and nuances of quotidian
life, worship rituals, customs and rites. It evokes
the feeling of joy and happiness as it traces the
roots and deeply held beliefs of the people. It
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keeps the culture alive and preserves our identity
and heritage.

Discussion

Garba is a dance tradition commonly
practised in Gujarat and draws attention from
various parts of the country because of its vibrant
and energetic form. It is not only restricted to
the Navratri festival rather it’s performed on
various key occasions like birth, marriage and
religious ceremonies. It praises the triumph of
good over evil and offers obeisance to goddess
Durga. The dance pays tribute to the power and
strength of femininity. It honours the Shakti
principle which resides within each of us. Garba
is performed around an earthern pot (garbo)
which holds a lamp inside, commonly known as
‘Garbha Deep’. The pot symbolizes the womb
which contains life and nourishes it, the lamp
resembles the fetus which grows within the body.
Garba has a more devotional appeal as it’s based
on the bhajans and songs celebrating the
different hues of the goddess. Women have
always been viewed as symbols of fertility and
regeneration. Carol P. Christ considers that
‘symbols have both psychological and political
effects, because they create the inner conditions
that lead people to feel comfortable with or to
accept social and political arrangements that
correspond to the symbol system.’ (Christ, 274)
The festival of navratri emphasizes on women’s
inherent power and shows reverence to the nine
forms of goddesses. Utpala Desai, an
independent scholar who has extensively
researched about the journey of garba opines,
“The garbo for women has been a medium of
expression of material desires and concerns
about social life in the presence of the goddess,
who is both their friend and mother in the garbo
arena. As a ritual, the garbo is not formal. It is
this informality that makes room for the

expression of mundane desires.” (John, 8)

Garba is an integral part of the cultural
milieu of the country which fuses different
traditions and brings together men, women, and
children from different castes, races together in
the circle of dance. The circular movements of
dance stresses upon the cyclical nature of life
symbolizing that it’s only time which remains
constant highlighting the unchanging and
invincible nature of the goddess. In both the Vedic
and Tantrik traditions, the goddess is linked to
samsara, she dictates the cycle of birth and
rebirthand flows as energy which infuses life
into every animate and inanimate being.She is
thedivine Shakti who rules the world with her
indomitable power, she is Maya who deludes
theexistence and she is  Prakriti , the
unmanifested creative energy(Pattanaik, 5).
Garba is a form of artistic expression devoted
to Shaktipujan. Garbo holding the lamp lit
within it symbolizes the eternal nature of life.
It’s usually women who play garba in circle
around the idol of deity and offer the prayers by
worshipping Mataji. There is no emphasis on
playing musical instruments. Men also participate
in Garbi which is form of raas thatallows them
to sing and dance elegantly in rhythmic steps
around Garbi-Mandavadi, representation of the
Goddess (Dave, 627).

Religion plays a pivotal part in the Indian
landscape as different faiths coexist together.
The food choices, culture, rituals, customs,
everything revolves around the idea of God and
its worship. What is the simplest way to keep
the religious myths and traditions alive? It’s the
music, dance, rituals, customs and arts prevailing
around us which gives it a name and shape.
Navratri is one such glorious affair of nine days
which marks the victory of Goddess Durga over
Mahishasura and is celebrated with great pomp
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and show all across the country. Each state
celebrates the goddess in its own unique style
and revels in her beauty and strength. It’s
observed as a holy period in the northern states
where people refrain from eating non vegetarian
food but in the eastern sects, it involves even
eating fish and meat delicacies. There is a great
enthusiasm and fervorin the air as the varied
cultures pay homage to the feminine principle.
The cities are lit with sparkling lights and the
magnificent idols of goddesses illuminate in their
splendor. The devotees sing and dance merrily
to commemorate and welcome goddess Durga.

Navratri eulogizes the essence of divine
feminine energy. She is conceived as a warrior,
fighter, protector and conqueror, someone who
readily pushes herself on the battlefield. She is
heroic, brave and courageous and that’s what
she’s applauded for. She has gained popularity
because she’s an embodiment of strength and
spirit. The goddess is an energy which pervades
around us in myriad shapes, yantras and
mantras. She is found in the form of a stone or
an idol and she’s also displayed independently
or as a consort figure. She can be imagined in
any form but her magnificent visage itself is
enough to attract her devotees. As Devdutt
Pattanaik asserts that man’s role in the creative
process is transitory but the woman’s role
encompasses various dimensions. Her womb
first nourishes the fetus and then her breasts
nurture the newborn. That’s why she has always
been compared to the mother earth, the life-
bestower and sustainer (Pattanaik, 1). She
communicates her divinity through her grandeur
which pervades in all her different rupas. As
Saraswati, she is the patroness of arts and
learning while as Lakshmi, she is the goddess of
bounty and riches. She’s the ferocious and
untamed Kali and she’s also the loving and

enchanting Radha. The divine feminine may be
conceived in any form or shape but she bestows
her blessings only on those who worship her with
unflinching devotion.

Garba pays homage to goddess Durga
and celebrates power, fertility, and Shakti
principle. The festival of navratri is not merely
about worship and devotional rituals but also
provides a space to women where they can
experience freedom and dance freely until late
into the night. It is generally performed barefoot
because it acknowledges the value of sacred
earth. In Hindu rituals, it’s considered
disrespectful to worship god with shoes on. It’s
believed that by respecting the ground beneath
one’s feet helps invite the energy of the mother
earth to flow in them. Navratri is viewed as the
symbol of renewal, good tidings and prosperity.
Goddess Amba is reminisced to shower her
blessings and grant power and strength. The
sacred nights devoted to the goddess consist of
wearing fancy clothes, ornaments, worshipping
her through reciting shlokas,prayers, and songs.

In the state of Gujarat, navratri is not
merely a festival but a megalomaniac event
which attracts especially the youth. People dress
up in their traditional wear- chaniya choli for
women and kediyu for men. The tales of goddess
Amba are recounted and the air is full of
excitement and joy. Garba is performed using
varied styles and movements. It is commonly
practiced using Ek talli, bey taali and tran talli
styles (Trivedi, 176). The divine mother is revered
and taken in high esteem as her nine forms are
deified and reminisced. She becomes the source
of inspiration and creativity as she is exalted by
merrily engaging in the entrancing world of music
and dance. The charisma of goddess allures her
devotees and lets them experience the elixir of
love. The devotion instantly turns into an
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atmosphere of blissful spirit and vibrant rhythm
as it allows people to forget the mundane world
and attune their senses to the cosmic dance. It
lets people immerse themselves in their cultural
past and tradition as it brings them closer to their
community and its practices. As every region
has its own specialty and distinct set of beliefs,
the style of celebrating and representing oneself
also varies. Garba becomes an artistic
expression which allows freely engaging in the
joyous dance and experience exhilaration. It’s a
reminder that even to please one of the most
powerful goddess, one needs to surrender to her
will and give oneself the permission to forget
every other possible detail. The dance arena
becomes nothing but a spiritual centre of energy
where the power of the mother goddess
unleashes with full force. Fasting, singing,
chanting are some of the ways to please her but
dancing without inhibitions lets you gain the
highest forms of ecstasy. Unlike classical dance,
folk dance encourages the sheer enjoyment of
the performers and it’s not meant to entertain
the public. Folk dance finds its roots in the
aboriginal dancing but denounced its spontaneity
and vulgarity to adopt a more refined form
(Banerji, 10). Folk dance not only keeps the
tradition alive but passes down the ideals and
values which a community practices to younger
generations.

Conclusion :

Folk dances play a crucial role in Indian
culture as it binds people to their roots and
inherent set of values. Garba underlines the
varied and multifaceted aspect of life ranging
from power and fortitude to wisdom and
imagination inspiring the devotees to inculcate
these virtues in their lives. It honours
womanhood, fertility and celebrates the act of
creation. It is a time to connect with nature,

reflect and appreciate the beauty of femininity.
Through the medium of lively and graceful dance,
it sheds light on contrasting traits of the goddesses
and promotesthe values of resilience, beauty and
unitywithin communities. At the outset, it might
give the appearance of utter chaos but if one
looks at it from close quarters, its synchronicity
explainsthe presence of goddess energy. It gives
the impression as if with each step and rising
tempo, Shakti moves from one person to another,
enabling her devotees achieve a trance-like
state.The ring formed by men and women
clapping and taking rhythmic steps resemble the
eternal circle of life-birth, death and rebirth. It
acknowledges that it’s the goddess who’s the
ultimate source of power, the dynamic energy
who creates, sustains and destroys.The folk
dance serves as a medium to preserve ancient
traditions and lets one explore the creative and
devotional component of Indian culture. The
goddess tradition and Garba showcases the
country’s deep-rooted reverence for the divine
feminine and celebrates the generative power
of women. Thus the active participation of people
makes folk dance a powerful reminder about
the diversity and the richness of cultural past
that a community takes pride in.  Garba is  an
expression of veneration and glorification of the
divine feminine. It is a folk dance which lets
devotees show their gratitude towards the
Goddess who fought valiantly, inspiring people
to live in abundance and follow the path of
righteousness.
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Hkkjr jkT;ksa dk ,d la?k gSA fofHkUu Hkk"kk]
laLd̀fr vkSj {ks= ds vkèkkj ij lHkh jkT;ksa dh viuh&viuh
fo'ks"k igpku cuh gqbZ gSA lHkh jkT; xkao çèkku gS u fd
'kgjA gkykafd èkhjs&èkhjs vc ;s xkao Hkh NksVs&NksVs 'kgjksa
esa rCnhy gksrs fn[k jgs gSa ftldh ,d [kkl otg gSa
vkèkqfudrkA

gfj;k.kk mÙkj Hkkjr dk ,d le)̀ jkT; gS
ftldh viuh le)̀ laLd̀fr vkSj xkSjo'kkyh bfrgkl jgk
gSA gfj;k.kk dh laLd̀fr dh ;k=k yksd ls gksdj xqtjrh
gS vFkkZr~ yksd ukVî] yksdxhr] yksd uR̀;] yksd dFkk]
yksd xkFkk] dgkorsa] yksdksfä] eqgkojs] [ksy] R;kSgkj] iwtk]
ijaijk,a ,oa jhfr&fjokt vkfnA gfj;k.kk dh laLd̀fr dks
vfHkO;ä djus ds fy, yksd dykvksa dk viuk fo'ks"k
egRo jgk gSA bu lHkh yksd dykvksa ds tfj, gfj;k.kk ds
lkfgR; ,oa laLd̀fr dks uk flQZ le>k tk ldrk gS cfYd
mlds çkphu xkSjo'kkyh bfrgkl dh xgjkb;ksa ls Hkh
:&c&: gqvk tk ldrk gSA

^yksd* 'kCn laLdf̀r dh ^yksd n'kZus* èkkrq esa
çR;; yxkus ls cuk gSA ̂yksd* 'kCn dk loZçFke mYys[k
_Xosn esa feyrk gS tgka yksd dks ̂ lkèkkj.k turk*ds :i

gfj;k.koh yksdxhr ,oa yksd foèkk ^jkxuh* ds cnyrs vk;ke

eqjyh euksgj·

lkjka'k

gfj;k.kk dh le)̀ laLd̀fr esa yksd foèkkvksa dk egRoiw.kZ LFkku jgk gS ftUgksaus gfj;k.kk dh
laLd̀fr esa le;&le; ij cnyko Hkh fd;k gSA gfj;k.koh yksdxhr vkSj Lora= foèkk jkxuh esa ijaijk
ds vuq:i pyrh vk jgh dFkkoLrq] xk;d dykdkjksa] çn'kZu ds ekè;eksa] ok|&;a=ksa vkSj vkfFkZd i{k
ds Lrj ij orZeku foKku çkS|kSfxdh] lapkj&ekè;eksa ,oa rduhdksa ds çHkko ds pyrs cgqr cnyko ns[kus
dks feys gSaA lkFk gh] ;s foèkk,a vius ewy dks ltho dj j[kus esa Hkh dke;kc gksrh gSaA bUgksaus vius
vki dks ,d uohu laLd̀fr ds lkFk uohu <kaps esa LFkkfir fd;k gSA foKku vkSj rduhdh fodkl ds
dkj.k gfj;k.kk dh laLd̀fr ,oa lekt dks ,d u;k nf̀"Vdks.k feyk gS ftlds ldkjkRed vkSj
udkjkRed nksuksa igyw mHkj dj lkeus vkrs gSaA pwafd n'kZd Hkh bu yksd foèkkvksa ls vyx ugha gaS]
blfy, u, vk;keksa dk vlj mu ij Hkh fn[kkbZ iM+rk gS ftldh foLrkjiwoZd ppkZ vkys[k esa dh x;h
gSA

cht 'kCn % yksd] laLd̀fr] dyk] xhr] jkxuh] ukVî

'kksèk&çfofèk % bl 'kksèk&vkys[k ds fy, f}rh;d ekè;eksa }kjk lkexzh ladfyr dj rF;ksa dks çLrqr fd;k x;k gSA

· ih,p Mh ¼ukVîdyk 'kkL=½] çn'kZudkjh dyk foHkkx] egkRek xk¡èkh varjjk"Vªh; fganh fo'ofo|ky;] oèkkZ

esa ekuk x;k gSA1 egkHkkjr ds vkfn ioZ esa Hkh ̂yksd* 'kCn
dks ̂vke turk* ds :i esa fy;k x;k gSA2 yksd ds lanHkZ
esa M‚- losZ'k dqyJs"B ds vuqlkj Þyksd 'kCn dk çpfyr
vFkZ nks çdkj ls gSa& ,d fo'o vFkok lekt rFkk nwljk
tulkèkkj.k] vkèkqfud lanHkZ esa ̂yksd* dk vFkZ ̂ xzkE;* ;k
^tuinh;* le>k tkrk gSßA3 bl rjg vyx&vyx
lUnHkksaZ esa yksd 'kCn dk mi;ksx gqvk gSA yksd dk lacaèk
{ks= ;k {ks= esa fuokl djus okys yksxksa ds lanHkZ esa ekuk
tk ldrk gSA gj jkT; dk viuk ,d yksd lkfgR; vkSj
laLd̀fr gksrh gS tks yksd dykvksa ds ekè;e ls ih<+h&nj&ih<+h
vkxs c<+rh jgrh gSA

gfj;k.kk dh laLdf̀r esa igys ds eqdkcys cgqr
O;kid cnyko gq, gSa pw¡fd ifjorZu çdf̀r dk fu;e gS]
vr% laLdf̀r] lH;rk vkSj dyk vkfn esa cnyko vkuk
LoHkkfod gS ijarq vkS|ksfxd] lapkj vkSj foKku çkS|ksfxdh
ds çHkko ds dkj.k ;g ifjorZu vlkekU; rjhds ls gksrk
pyk tk jgk gSA orZeku esa laLdf̀r] lH;rk] vkfFkZd]
lkekftd] jktuhfrd] èkkfeZd] Hkk"kk] 'kSf{kd vkSj dykRed
Lrj ij bruh rsth ls cnyko gks jgs gSa fd yxHkx lHkh
{ks=ksa dk <k¡pk u, :iksa esa mHkj dj lkeus vk;k fQj pkgs
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og dksbZ Hkh {ks= gksA foKku vkSj rduhd ds çHkko us balku
dh thou&'kSyh dks vkSj balku ds lkspus ds <ax dks gh
cny dj j[k fn;k gSA bldk vanktk blh ckr ls yxk;k
tk ldrk gS] tSls& Vhoh ds lQj ls LekVZQksu rd
vFkkZr~ lkewfgdrk ls O;fäxr dh rjQ vxzlj gksukA*

gfj;k.kk ds yksdxhr gfj;k.kk dh laLdf̀r dks
iw.kZ :i ls ckaèks gq, gSa vFkkZr~ blesa balku ds tUe ls ysdj
eR̀;q rd ds lQj dh vfHkO;fä dh tk ldrh gSA
yksdxhr vkuan ,oa g"kksZYykl dk lkèku gksus ds lkFk&lkFk
iwjh thou&laLd̀fr dks vfHkO;ä djus dk ,d ekè;e gS
ftlls n'kZd budk jlkLoknu dj fujarj vius lq[k&nq[k
dks buds lgkjs vfHkO;ä dj thou&;kiu djrs gSaA ;g
xhrksa dh ijaijk orZeku ls u gksdj ikjaifjd :i esa
fo|eku gSA M‚- xq.kiky flag ds erkuqlkj Þljlrk]
ljyrk] ekèkqjh] LokHkkfodrk] jl vkSj y; dh çèkkurk ds
dkj.k gh gekjk yksdthou vk|ksikar xhrksa esa fyiVk lj
utj vkrk gSßA4 ;g dgk tk ldrk gS fd yksdxhr fdlh
Hkh yksd dh laLdf̀r dk çfrfcac gksrk gSA gfj;k.kk ds
yksdxhr gfj;k.kk dh yksd laLdf̀r vkSj Hkkouk ds vuq:i
gh fufeZr gq, gSa tgka _rq xhr] laLdkj&lacaèkh xhr]
tSls& tUe] fookg] èR;q( _f"k&lacaèkh xhr] jktuhfr&lacaèkh
xhr] çse&lacaèkh] ozr] ioZ] R;kSgkj xhr] ohjrkiw.kZ lacafèkr
xhr] vkè;kfRed xhr vkSj fnup;kZ ds xhr vkfn lHkh xhr
vyx&vyx vk;kstuksa ij çnf'kZr fd;s tkrs gSa ysfdu
;gka ;g crkuk t:jh gS fd T;knkrj yksdxhr efgykvksa
}kjk gh xk, tkrs gSaA buesa iq#"kksa dk ;ksxnku yxHkx u
ds cjkcj gksrk gSA Jh lkèkq jke 'kkjnk dk Hkh ;g ekuuk
jgk gS fd ^^;qok fL=;ksa }kjk xk, tkus okys yksdxhr
;qofr;ksa }kjk gh fufeZr gksrs gSa vkSj iq#"kksa }kjk xk, tkus
okys yksdxhr iq#"kksa }kjk gh fufeZr gksrs gSâ ^A5 iqj"kksa }kjk
xk, tkus okys xhrksa ij vxj ckr djsa rks og T;knkrj
^jkxuh* foèkk ds vuq:i xhr xkrs gSaA

^jkxuh* dk viuk ,d yack bfrgkl jgk gS tks
Lokax ls 'kq: gksrk gS vkSj yxHkx 1980&90 ds n'kd ds
vkrs&vkrs viuh ,d Lora= foèkk ds :i esa vyx igpku
cukrh gSA ;g dgk tk ldrk gS fd vkjEHk esa gfj;k.kk dh
yksd ukVî&ijaijk lkax esa jkxfu;ksa dh jpuk iq#"kksa }kjk
gh gqbZ ftlesa efgykvksa dk lekos'k ugha Fkk tks u rks Lokax
fy[krh Fkha vkSj u fg çLrqfr esa fgLlk ysrh FkhaA ftruh

Hkh jkxfu;ka lkax esa xkbZ tkrh gSa oks vfHku;] pfj=] laokn-
xhr] laxhr vkSj ùR; ls Hkjiwj gksrh gSa ;g lHkh iq#"kksa }kjk
gh çnf'kZr dh tkrh Fkha blfy, nks vyx&vyx foèkk,a
gekjs lkeus mHkj dj vkrh gSa ,d yksdxhr vkSj nwljk
jkxuh A nksuksa gh foèkk,a L=h vkSj iq#"k ds vkèkkj ij
vyx&vyx <ax ls çLrqr gksrh FkhaA

jkxfu;ka lqj] rky vkSj y; vkfn ls Hkjiwj vkSj
{ks= dh Hkk"kk ds vuq:i gksrh gSaA blesa ohj jl] J̀axkj jl]
d#.k jl o vn~Hkqr jl vkfn dh çèkkurk gksrh gSA Jh jke
ukjk;.k vxzoky dk ekuuk gS fd Þjkxuh uke ls Lokax ds
chp esa xk;u dh ijaijk lk¡xhr 'kSyh esa lokZfèkd gfj;k.kk
esa çpfyr gSA ̂ jkxuh* 'kCn lk¡xhr 'kSyh esa ftl vFkZ esa
ç;qä gksrk gS] og ml vFkZ ls loZFkk fHkUu gS ftls ge
laxhr'kkL= esa jkx 'kCn ds lkFk jkxuh 'kCn dks tksM+dj
jkx&jkfxuh 'kCn ls xzg.k djrs gSaA lk¡xhr esa jkxuh 'kCn
ml xhr ds fy, vkrk gS ftldh èkqu ewyr% rks fdlh
tuin dh feêh ls mitkrh gS ijarq ckn esa mls xk;d
eap ij vius daB ds xed ls vius 'kCnksa esa eaph; :i
nsdj çLrqr djrs gSaA gfj;k.kk jksgrd&'kSyh dk lkax
ewyr% ,slh jkxfu;ksa ij gh viuk iwjk rkuk&ckuk [kM+k
djrk gŜ ^A6

vr% jkxuh ,d fo'ks"k xk;u dh foèkk gS tks
Lokax esa ç;qä vyx&vyx fo"k;ksa] tSls& ikSjkf.kd]
èkkfeZd] çse çlax] lkekftd ,oa ohj uk;dksa vkfn ij
igys iq#"k dykdkjksa }kjk xkbZ tkrh jgha] ijUrq ckn esa
blesa efgykvksa dh Hkh Hkwfedk c<+ tkrh gSA orZeku esa
yksdxhr vkSj jkxuh foèkk esa vusd cnyko gq,] tSls& tks
jkxuh igys Lokax yksdukVî dk fgLlk Fkh vkt og
Lora= :i ls ,d vyx foèkk ds :i esa ekStwn gSA ogha
yksd xhr foèkk Hkh ikjaifjd caèkuksa ls eqä gksdj orZeku
esa py jgh ?kVukvksa ij orZeku dh laLdf̀r vkSj lekt
dks js[kkafdr djrh gSA

dqN çeq[k fcanqvksa ds vkèkkj ij gfj;k.koh yksdxhr
,oa yksd foèkk jkxuh ds cnyrs vk;keksa dks le>k tk
ldrk gS] tSls& fo"k;&oLrq] dykdkj&oxZ] ok|&;a=]
çLrqfr&ekè;e o vkfFkZd&i{k vkfnA

geus Åij Hkh ppkZ dh gS fd gfj;k.kk ds
yksdxhr ikjaifjd :i esa pyrh vk jgh laLdf̀r ds
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vuq:i gh xk;s tkrs jgs gSa ysfdu orZeku le; dh
laLdf̀r ds vuqlkj dFkkoLrq esa FkksM+s cgqr cnyko ds lkFk
,d cM+k varj ;gk¡ lkQ fn[kkbZ iM+rk gS& tSls ikjaifjd
L=h xhr

^^dksBs p<+ yydk#a ns[ks vks esjk dqM+rk Y;kb;s

xy dk Y;kb;s vks rcht utj dk rkXxk Y;kb;s

dksBS p<+ yydk#a ns[ks vks esjk nke.k Y;kb;s

dksBs p<+ yydk:a ns[ks vks esjh galyh Y;kb;s

xy dk Y;kb;s vks rcht utj dk rkXxk Y;kb;s**---7

;gka ge ns[k ldrs gSa fd ;g iwjk xhr L=h }kjk
xk;k x;k gS vkSj bldh jpuk Hkh L=h }kjk gh dh xbZ
D;ksafd iq#"k ds fy, ;gka ,d Hkh ykbu fufeZr ugha dh
xbZ ysfdu orZeku esa tks blh fo"k; ij vkèkkfjr yxHkx
FkksM+k&cgqr Qsjcny dj u;k xkuk u, ekè;e ds :i esa
çLrqr fd;k x;k] mlesa ,d iafä esa L=h dh ekax vkSj
mlds ckn vxyh iafä esa iq#"k dk L=h dks tokc fn;k
tkrk gS bl rjg ;g fQj Øe'k% pyrk jgrk gSA ,d
ç'u vkSj tokc nksuksa dk ,d eèkqj lg;ksx gS tks lquus
esa cgqr vkuafnr djrk gS] ;g laokn&xhr ds :i esa tkuk
tkrk gSA ;gka mnkgj.k ds fy, ;wVîwc dk lanHkZ gS&

^^L=h& dksBS p<+ yydk#a] ns[ks vks esjk nke.k Y;kb;s&2]

iq#"k& rw nke.k dh dg jh] ruS eSa thal |qok |w¡ &  2]

lkjk xkao tySxk js] ykaMh dqrhZ Y;knqa  &  2

L=h& dksBS p<+ yydk#a] ns[ks vks esjk dqjrk Y;kb;s &2

xy dk Y;kb;s vks rcht] utj dk rkXxk Y;kb;s&2

iq#"k& rw dqjrs dh dg jh] rsjk eSa tEQj Y;knqa & 2

t; ekaxs rw ek#rh] ruS eSa MEQj Y;knqa**------8

bl rjg ;g dgk tk ldrk gS fd ikjaifjd
yksdxhrksa ds fo"k;&oLrq esa tks flQZ L=hijd xhrksa ds
ekSf[kd :i esa gh fleV dj jg x, Fks] orZeku le; esa
fyf[kr jpuk ds :i esa blesa L=h vkSj iq#"k nksuksa dk
vkilh laxe gksus yxk gS A

ogha] vxj ok|&;a=ksa dh ckr dh tk; rks iqjkus
le; esa ikjaifjd gfj;k.koh yksdxhrksa ds fy, ok|&;a=ksa
dk ç;ksx gksrk Fkk muesa bdrkjk] <ksyd] nksrkjk] ckalqjh]
MQ] eathjk] eVdk] Me#] ?kqa?k:] fpeVk] gkjeksfu;e]

'ka[k] [kjrky o fpeVk vkfn izeq[k gSaA orZeku esa ,d gh
ok|&;a= ls vusdksa ok| ;a=ksa dk dke fd;k tk ldrk gS
tSls& fMftVy fi;kuks] MªEl] dhcksMZ] csl Mªe o flrkj
vkfnA

ikjaifjd yksdxhr ioZ] R;kSgkj vkfn vk;kstuksa
ij gh xk, tkrs Fks ysfdu orZeku esa dg ldrs gSa fd ioZ
vkSj R;ksgkj flQZ vkSipkfjd jg x, gSaA fdlh Hkh fnu
vkt vkèkqfud ekè;eksa o bUVjusV ds tfj,] tSls&
LekVZQksu] Vhoh] lks'ky ehfM;k] ;wVîwc o fdlh thoUr
eap ij dHkh Hkh çlkfjr fd, tk ldrs gaSA chp esa ,slk
Hkh nkSj vk;k tc T;knkrj yksdxhr jsfM;ks o MhohMh
dSlsV ds :i esa fjdkMsZM o çlkfjr gksus yxsA ftlls
buds n'kZdksa dh ;k Jksrkvksa dh la[;k lhfer ek=k esa u
gksdj iwjs çns'k ;k fQj jk"Vª vkSj varjjk"Vªh; Lrj ij
ògn~ :i ls c<+ tkrh gSA

yksdxhrksa esa tgka igys vkfFkZd i{k dk cksy&ckyk
u ds cjkcj Fkk] vkt fdlh Hkh v‚uykbu ekè;e ds tfj,
xkuksa dks fjd‚MZ dj dHkh Hkh çnf'kZr fd;k tk ldrk gS
ftlls ;wVîwc] lks'ky ehfM;k baVjusV vkSj osclkbV~l ds
tfj, cgqr vfèkd ek=k esa iSlksa dh vkenuh Hkh gksrh gS
ysfdu bldk ,d udkjkRed :i ;g lkeus vkrk gS fd
vkfFkZd i{k ds ykyp esa ikjaifjd laLdf̀r dks fcYdqy
njfdukj dj fn;k tkrk gS ftlls gfj;k.kk dh ewy
laLdf̀r dh Nfo dks uqdlku gksrk gSA

jkxfu;ka tc lkax dk fgLlk gksrh Fkha rks og
lkax dh fo"k;&oLrq ds vuq:i ml ?kVukØe dks
i|kRed&'kSyh esa vfHkO;ä djrh FkhaA laokn&xhr] ik=]
vfHku;] laxhr vkSj uR̀; ls Hkjiwj rky] y; vkSj lqj ls
n'kZdksa dks ea=eqXèk dj nsrh gSaA J̀axkj vkSj ohj jl&çèkku
jkxuh dks lqudj n'kZd mRlkfgr gks tkrs gSaA

blh lanHkZ esa ia- y[kehpan dh jkxuh ds dqN va'k izLrqr
gS %

^^jksD;k ugha VksD;k ugha u igq¡p;k Hkou esa]

fctyh dSls iyds ykxsa] xksjs&xksjs ru esa

ml le; ne;Urh dh D;k n'kk Fkh %

ne;Urh dh T;k.k tGX;h dke dh vxu esaA----

ijh dh thHk uk mFkyrh eqldjkos eu&eu esaA---
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:i ds fu'kkus nksuksa t.kw xksGh pkys j.k esaAA

ne;Urh us dgk %

okÅ¡ T;ku :i xgjs iS] eu esjk pyS T;w¡ ukx ygjs iS

rsjs :i dh plS tksr&lh ge jax #r ds ckxA

rsjh tSls lwjr us eu eksg fy;k esjS tyS dke dh vkx**AA9

;gka dFkk&oLrq esa Hkys gh L=h vkSj iq#"k nksuksa
ds laokn gSa ysfdu ;g jkxuh tks laokn&xhr ds :i esa
xkbZ tkrh Fkh mlesa iq#"k dykdkjksa ds }kjk gh bldk
çn'kZu gksrk FkkA orZeku le; esa jkxuh Lora= foèkk ds
:i esa çpfyr gksus ds ckn blesa efgyk dykdkjksa }kjk
jkxfu;ksa dh jpuk ,oa çn'kZu esa ;ksxnku Hkh c[kwch ns[kus
dks feyus yxk gSA

mngkj.k ds :i esa jktckyk th dh jkxuh ns[kk
tk ldrk gS&

^^iq#"k& rsjh 'kku xtc ?kuh jkls dh eSa rks] dqckZu rsjs iS &2

L=h& gks esjk tkscu èkkj xaMkls dh jS D;ksa] [kksos tku esjs iS &2

iq#"k& [kVd yxh ruS] ns[k ckxM+ks----yk[kksa esa rw] ,d cxM+ks -2--

---n;k djS u I;kls dh --- eSa rks dqckZu rsjs iS---

L=h& vkSjr gwa eSa Hkksyh Hkkyh-----uk pDdj eSa vkus okyh-2

----uk cw[kh [ksy rekls dh jS D;wa] [kksos tku esjs iS---

iq#"k& gks rsjh 'kku xtc**---10

efgyk jkxuh dykdkjksa esa jktckyk dk uke
dkQh çfl) gSA blds vykok çhfr pkSèkjh] nhik pkSèkjh]
liuk pkSèkjh] dapu ;kno vkSj jks'kuh [kku vkfn vusd
efgyk jkxuh dykdkj gSa ftUgksaus iq#"k dykdkjksa ds lkFk
daèks ls daèkk feykdj jkxuh dks vkt gfj;k.kk dh ,d
fo'ks"k xk;u&ijaijk ds :i esa LFkkfir fd;k gS tks n'kZdksa
dks Hkko&foHkksj dj nsrh gSA

orZeku esa jkxuh dk vk;kstu fdlh fo'ks"k
lkekftd] jktuhfrd] èkkfeZd] jkxuh izfr;ksfxrk] jk"Vªh;
ioZ ;k O;fäxr mRlo ds mijkar gh vkeaf=r fd, tkus
ij gksrk gSA lkekftd fodkl dk;ksaZ ds fy, pank bdëk
djus gsrq Hkh budk vk;kstu djok;k tkrk gSA yxHkx
rhu ls ik¡p ?kaVksa rd dk vk;kstu fd;k tkrk gS ftlesa
vkl&ikl ds xkao ls Hkh yksx bdëk gksdj efgyk,a] iq#"k]

cPps vkSj cw<+s lHkh Hkkjh la[;k esa n'kZd ds :i esa jkxfu;ksa
dk jlkLoknu djrs gSaA

orZeku esa Hkh jkxfu;ksa dh dFkkoLrq igys ds
eqdkcys lkekftd fo"k;ksa ij T;knk vkèkkfjr gSA jkxuh ds
var esa jkxuh ds jpf;rk dk Hkh uke gksrk gSA jkxfu;ka
fnu vkSj jkr nksuksa le; [kqys eSnku esa çnf'kZr dh tkrh
gSaA ok|ksa esa <ksyd] gkjeksfu;e] rcyk] eathjk >ka> o
[kjrky vkfn gksrs gSaA11 jkxfu;ksa dk eapu n'kZdksa ds
le{k gksus ds lkFk&lkFk jsfM;ks o MhohMh dSlsV] ohfM;ks]
v‚fM;ks] fjd‚fMaZx] lks'ky ehfM;k IysVQ‚eZ~l] ;wVîwc]
osclkbV~l vkSj Vhoh ij Hkh çlkfjr gksrk gS ftlls mudks
vkfFkZd equkQk Hkh gksrk gSA blds vykok jkT; Lrj ij
çLrqfr;ksa ls jkxuh vkSj yksd laLdf̀r dk foLrkj Hkh gksrk
gSA v‚uykbu ohfM;ks miyCèk gksus ds dkj.k blds dqN
Qk;ns vkSj uqdlku nksuksa gSaA Qk;ns ;g gS fd n'kZd dks
dgha tkus dh t:jr ugha gS] og ?kj cSBs jkxuh dk vkuan
ys ldrk gS ysfdu blls tks cM+s Lrj ij jkxuh dk
vk;kstu djok;k tkrk Fkk vkSj vyx&vyx xkao ds yksx
bdës gksrs Fks ftlls u flQZ yksx lkewfgdrk esa ,drk dk
ifjp; nsrs Fks ;k lewg esa jlkLoknu djrs Fks cfYd bu
jkxuh&eaMfy;ksa dks Hkh vkfFkZd etcwrh feyrh Fkh ysfdu
vkt yxHkx lHkh yksxksa ds ikl LekVZQksu gksus dh otg
ls os lkewfgdrk ls o lekt ls gVdj O;fäxr dh rjQ
vxzlj gksus yxs gSaA

fu"d"kZ %

;g dgk tk ldrk gS fd gfj;k.kk ds yksdxhr
,oa yksd foèkk ^jkxuh* us orZeku esa viuk fodkl vkSj
foLrkj fd;k gS ftlls u flQZ bu foèkkvksa dk foLrkj
gqvk gS cfYd gfj;k.kk dh laLdf̀r dk Hkh jk"Vªh; vkSj
varjkZ"Vªh; Lrj ij foLrkj gqvk gSA ;g Hkh dgk tk ldrk
gS fd tks iqjkuh ijaijk,a pyh vk jgh Fkha muesa vkt
orZeku le; dh laLdf̀r ds vuq:i vkSj n'kZdksa ds ekax
ds vuq:i dbZ ckj eap ij QwgM+rk ns[kus dks Hkh feyrh
gS ftlls èkhjs&èkhjs n'kZd oxZ bu foèkkvksa ls dVus yxrk
gSA lkFk gh] ftu yksdxhrksa dk çpyu gj xkao vkSj dLcksa
esa ;k lekt esa Fkk] ftls ml xkao dh fL=;ka cM+s mRlkg
ds lkFk vyx&vyx vk;kstuksa ij xkrh Fkha] vkt mlesa
Hkkjh deh ns[kus dks feyh gS vkSj yksx fjd‚MZ laxhr ds
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}kjk gh vius ioZ vkSj R;ksgkjksa ;k vk;kstuksa dh vkSipkfjdrkvksa
dks iwjk djrs gSa vFkkZr~ vc u rks xzkeh.k Lrj ij
igys&tSlk mRlkg bu vk;kstuksa dks eukus ds fy,
fn[krk gS vkSj u fg yksd xhrksa ds çn'kZu esaA blfy,
vkt orZeku rduhd ds çHkko ds pyrs v‚uykbu o
bUVjusV dh enn ls lks'ky ehfM;k ekè;eksa ij yksdxhr
vkSj jkxuh foèkk jkT; Lrj ds vuq:i çnf'kZr gksrh gS
ftlls yksx dgha Hkh vkèkqfud ekè;eksa ds tfj, jlkLoknu
dj ldrs gSaA
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Introduction

Sikkim is recognised for its vibrant folk
traditions and rich cultural history. Sikkim is a
stunning state in North-East India’s breath-taking
Himalayan highlands. At the heart of the area’s
culture is the Nepali community, who has been
maintaining Sikkimese culture’s rich tradition for
decades. However, Sikkim’s ancient tunes and
melodies of Nepali folk music find themselves
at a crossroads in the wake of the worldwide
digital revolution. The emergence of digitization,
which has resulted in enormous advancements
in technology and communication, has not been
isolated from the realm of music. Sikkim’s Nepali
folk music has undergone radical change and
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Abstract

The digitization of music has significantly transformed the way music is created, consumed,
and distributed worldwide. This study focuses on the effect of digitization on the Nepali
folk music of Sikkim, a small and culturally rich state in the north-eastern part of India.
The objective of this research is to understand the impact of digitization on the preservation,
promotion, and evolution of Nepali music. The research employs a qualitative approach,
combining interviews, observations, and analysis of digital platforms and their influence
on Nepali music. Through interviews with musicians, cultural experts, and enthusiasts,
the study explores their perceptions, experiences, and responses to the digitization of folk
music. Additionally, digital platforms and their role in disseminating Sikkimese folk
music to a wider audience are analysed. The findings reveal both positive and negative
effects of digitization on Sikkimese folk music.

Keywords : Digitization, Folk Music, Nepali Music
Methodology : The research employs a method of qualitative approach.A detailed analysis of the existing

body of knowledge regarding the digitization of Sikkim’s folk music has been conducted as the
study’s first step. This has provided a foundation for understanding the current state of research
and identifying gaps from the literature. Fieldwork, questionnairesand interviews has been used
to collect the primary data. For the collection of data, the research person had interacted with
traditional folk artists, cultural institutions, music enthusiasts and indigenous communities in
order to understand directly about their perspectives on the effects of digitization. Social media
platforms, music streaming services, and online discussion boards specific to Sikkim’s Nepali folk
music have been investigated in order to comprehend audience participation, user feedback and
digital trends.

polarisation as a result of digitalisation, creating
a dynamic interplay between traditional ideals
and contemporary sensibilities. The advancement
of digital technology has a significant impact on
global music trends, including Sikkim’s Nepali
Folk Music. The technology toohas affected the
dissemination, marketing, and preservation of
musical genres in various aspects.

Digitization is the process of transferring
analogue information, that can be electronically
stored, processed, and accessed. When
compared to microfilming, which it is commonly
believed to replace, digitization can be used to
save materials in libraries and archives (Moss
& Currall, 2010). Due to digitization and the
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Internet, music has changed from being a service
to a product to a service once more, making it
vulnerable to piracy, devaluation, and ubiquity
(Skoro & Roncevic, 2019). The legitimate digital
music business trends and models that have
emerged as a result of the development of new
digital technology and assesses their applicability
to the Nepalese music industry. Additionally, it
examines nearby music markets and compares
the Nepalese market to their most recent market
trends (Giri, 2021). Furthermore, this study is
focused on the effect of digitization on Nepali
Folk music of Sikkim.

Area of Study:

The study has focused on the North
Eastern state of Sikkim. In total, there are 6
districts in Sikkim where this research has been
conducted.

Fig.1 Map of Sikkim
Source: https://in.images.search.yahoo.com/search/
images;_ylt=AwrKBHNIlr9 kjNIPAhC7 HAx.;_ylu=
Y29sbwNzZzMEcG9zAzEEdnRp ZAMEc2VjA3Nj?p=
map+of+sikkim&fr=mcafee#id=150&iurl=https%3A%
2F%2Fwww.researchgate.net%2Fprofile%2FTobias-
Bolch%2Fpublication%2F263723080%2Ffigure%
2 F f i g 1 % 2 F A S % 3 A 2 9 6 5 3 2 3 1 1 0 6 8 6 7 3 %
401447710220841%2FLocation-map-of-Sikkim-The-
region-is-located-between-Nepal-and-Bhutan-The-
map_Q640.jpg&action=click

Discussion :
The traditional folk music genres of

Sikkim have been significantly impacted by
digitalization, along with many other cultural and
creative disciplines. The researcher had a short
interactionwith Narendra Gurung, an eminent
folk artist of Sikkim. He stated that a certain
region of Nepal gave birth to the captivating folk
music genre and its cultural basis is deeply
ingrained in Nepali tradition. Folk music is a
compelling musical genre distinguished by upbeat
rhythms, seductive melodies, and empathetic
lyrics. The hypnotic voices are accompanied by
ancient instruments such as the madal, sarangi,
and bansuri, which exquisitely bring the songs to
life. The rise of social media has given Sikkim’s
folk music genres both opportunities and
challenges. By intelligently exploiting various
internet platforms, it is feasible to preserve,
promote, and enjoy the cultural uniqueness of
Sikkim’s traditional music while ensuring its
relevance in the modern era. As a researcher, it
is natural to have ideas and methods for gathering
information from various angles. The study has
therefore concentrated on Sikkim’s traditional
music. Sikkim, although being one of the smallest
states in India, is home to several diverse
indigenous cultures, each of which has its own
unique traditions, rituals, beliefs, food, music, and
dance.In Sikkim, there are many different types
of folk music such asTamangSelo, Maruni,
Sorathi, Jhyaure, Deuda, Ubauli-Udhauli, Sangini,
Lepcha folk music, Bhutia folk music, Gurung
folk songs, Kirat Rai folk songs, Magar folk
songs, Newar folk songs, Sherpa folk songs, and
Limboo folk song. Folk musicians may have
some general notions about digitization based on
trends and experiences in the greater context of
traditional music. Heritage preservation,
collaborative possibilities and increased visibility
and recognition are all may be promising
outcomes including unfavourable remarks, doubts
about authenticity, and financial challenges.

Among the various types of music heard
in Sikkim, Nepali folk music occupies a special
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place (Henderson, 2003). All musical genres in
Sikkim have their roots in folk music. At the heart
of the area’s culture is the Nepali community,
who has been maintaining Sikkimese culture’s
rich tradition for decades. Utilisation of the
antiquated folk ragas, which are now virtually
forgotten, is another recent development. Most
of the younger generation sings the Gaine,
jhyaure in a manner that has little in common
with the traditional folk ragas (Hoerburger, 2023).
Every caste, religion, location and region in
Sikkim has  unique  folklore.  Geographically
dispersed Nepalese have a variety of natural
features and lifestyles (Pradhan, 2021). Sikkim
is a crossroads of civilizations. The vibrant
people, committed religion, cheerful language,
native arts and crafts, and music all serve as
representations of the culture. Sikkim is primarily
made up of three ethnic communities: Lepcha,
Bhutia, and Nepali. Each of these groups has its
own distinctive traditional culture, customs and
rituals, which are reflected in the state’s distinctive
traditional folk music (Manger, 2015).

Due to the development of civilization,
it is virtually impossible to ignore the necessity
of social media in modern life. Utilisation of social
media is on the rise of daily life style. Like this,
modern social media has developed into a
platform for people to share and maintain their
social opinions, abilities, and vocabularies. People
rely on cultural adaptation in some way or
another when we discuss about culture, and as
a result, we engage in cross-cultural
communication. Similar to this, individuals are
compelled to adapt music from one culture to
another in the musical amphitheatre. In the past,
it was common for groups of people to listen to
music together and share it orally, but today,
people are blessed to have social media.Anybody
can quickly enjoy and access the song by
searching on electronic media, regardless of
location, time or distance. Taking this into
account, all discoveries do have two sides, which

we can treat in accordance with our needs and
preferences. The study discovered from the data
gathered that Sikkim’s folk music also has a
healthy side. The current generation, who are
not particularly aware of the ethnicity of their
culture and belongings, is now drawn to their
own culture in some way, possibly as a result of
social media or digitization. Even social media’s
capabilities have made it simpler for musicians
to explore the music using a variety of music
editing tools and enunciation modifications in
music compositions. People are very accustomed
to and at ease using social media to obtain all
relevant information about music, including details
about how it is made, played and more. The
methods and equipment used to record and
disseminate Nepali folk music on digital platforms
have changed significantly in recent years. The
availability of inexpensive recording hardware
and software has made it easier for local
musicians and amateurs to record and compose
folk songs. Musicians are now able to share their
music with a larger audience both inside and
outside of Sikkim as a result of this accessibility.

Digitization has immensely benefited the
large collection of Nepali Folk Music. Traditional
folk songs, which are frequently passed down
orally, can now be recorded and preserved in
digital formats. This process ensures that these
priceless pieces of cultural heritage will be
accessible to future generations. Additionally,
digital archives facilitate, the examination and
analysis of this genre by academics,
ethnomusicologists and culture enthusiasts,
advancing our understanding of its historical and
cultural significance. Social media platforms have
developed into powerful tools for popularising
and promoting Nepali folk music. Direct
communication with fans,  sharing of
performances and in-depth discussions of the
music are all now possible for artists. Folk music
can gain popularity in less interval of time which
is also directly or indirectly due to the social
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media. Despite the many benefits of digitization,
there are several issues that must be
acknowledged and fixed. The potential for wide
distribution, there may be demur that Nepali Folk
Music will be turned into a commodity for profit.
To reach a larger audience, some musicians may
alter the core elements of traditional folk music,
which would compromise the song’s authenticity.
Nevertheless, digitization may also raise
questions about the ownership and copyright of
folk songs. Without adequate regulation and
protection, traditional music may be abused and
exploited, which could negatively impact the
livelihoods of local musicians. The traditional
skills are necessary for playing folk music and
may disappear as the usage of digital technologies
get increases. Younger generations may lose the
genre’s inherent charm and originality as a result
of preferring digital production over learning to
play traditional instruments or honing traditional
singing techniques.

The digitization of Nepali folk music in
Sikkim has significantly contributed for
preserving and promoting this rich cultural
heritage. Nepali speaking people make up a
sizable and diverse portion of the population in
Sikkim and the folk music is crucial to maintain
their sense of cultural identity. The advent of
social media has fundamentally altered the music
promotion industry and given performers new
opportunities to connect with fans around the
world. The promotion of Sikkim’s Nepali folk
music on social media has been essential in
preserving and popularising it in regards of global
reach, democratising music promotion,
collaboration and community involvement,
reviving and preserving traditions, brand identity
building, real-time feedback, and interaction.

The accessibility and reach of social
media platforms have allowed artists to connect
with other musicians and music aficionados and
share their work with a large international

audience. Due to social media’s continued
importance, Nepali folk music in Sikkim has a
promising future and will leave a legacy for future
generations. The digitalization of Nepali folk
music in Sikkim has transformed the preservation,
dissemination, and enjoyment of this unique
musical legacy. These positive effects of
technology’s ongoing development have had a
big impact on Sikkim’s cultural scene, benefiting
both performers and audiences. Some of the key
benefits of digitising Nepali folk music in Sikkim
includes,preservation of cultural heritage, global
reach and visibility, local musician empowerment,
collaboration and fusion, research and
documentation, and economic opportunities.

The benefits of digitization have boosted
local performers’ and influenced in regards of
revived interest in traditional music and combined
a variety of musical genres with technology and
social media.While digitising Nepali folk music
in Sikkim has many advantages, it also has some
serious downsides. To ensure the long-term
promotion and preservation of this rich musical
history, like with any technological advancement,
there are concerns and problems that must be
overcome. The digitization of Nepali folk music
in Sikkim has some problems, which includes
traditional practises are disappearing due to
diluted culture, ownership and copyright issues,
which also affect live performances and cause
traditional musicians to lose money and false
representation and cultural appropriation.

Sikkim’s digitization of Nepali folk music
undoubtedly has many benefits, but there are
also several issues that need to be resolved if
this musical legacy is to remain authentic and
culturally significant. To ensure that Nepali folk
music thrives in the digital age while maintaining
its deeply embedded cultural character, it is
crucial to find a balance between the benefits of
technology and the need to protect traditional
practises. As a result of Sikkim’s digitization of
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Nepali folk music, numerous initiatives and
conservation efforts have been started with the
goal of safeguarding, promoting, and appreciating
this rich cultural heritage. These programmes
recognise the necessity of embracing technology
while retaining the authenticity and essence of
traditional folk music. The following programmes
and preservation efforts are important regarding
digitising Sikkim’s Nepali folk music: Online
music services, Folk music festivals and contests,
copyright defence and royalty programmes,
educational initiatives and workshops, technology
integration in traditional performances.

The measures and conservation efforts
Sikkim has undertaken in response to the
digitisation of Nepali folk music demonstrates
and how committed the locals are in preserving
their traditional heritage while making use of
modern technologies. Because of digital archives,
online platforms, initiatives for cultural exchange,
and educational activities, Sikkimese folk music
is still very much alive and thriving in the digital
age. By preserving a balance between tradition
and innovation, these programmes make sure
that Sikkim’s cultural identity will continue to be
significantly influenced by this important musical
legacy for many years to come. The digitization
of Nepali folk music in Sikkim gives promise for
the preservation and promotion of this unique
cultural legacy in the future. By retaining cultural
sensitivity, implementing copyright protection
measures, encouraging partnerships, and
investing in digital literacy and training, Sikkimese
folk music may flourish in the digital age. With
the right initiatives and support, the digitization
of Nepali folk music has the potential to inspire
a global knowledge of Sikkim’s cultural identity
and musical traditions.

As technology continues to play a vital
part in the preservation, promotion, and
international acknowledgment of this traditional
musical form, the future of Nepali folk music is

bright. Nepali folk music has the following
prospects in the digital age: Resources for
education and cultural awareness, digital
proficiency and local musicians’ empowerment,
global presence and audience participation,
cultural documentation and preservation, cross-
genre fusions and collaborative creativity, online
performances, and live streaming, combining
traditional and modern elements and establishing
a global community of Nepali Folk music. The
internet era offers Nepali folk music a bright
future full of opportunities for global exposure,
innovation, and preservation. It will be crucial
for ensuring that this priceless musical heritage
endures and continues to connect with audiences
around the world to make appropriate use of
technology and realise its potential. By
embracing the digital age while maintaining its
authenticity and cultural significance, Nepali folk
music may endure the test of time and inspire
and enthral future generations.

Conclusion :

Digitization has changed the Nepali
traditional music of Sikkim, which has brought
about both opportunities and challenges.
Increased global outreach, cultural heritage
protection, and the empowerment of local artists
are all benefits of technology integration. Due
to online channels that have allowed it to
transcend geographical boundaries, Sikkimese
folk music has been able to engage with a diverse
audience and encourage cross-cultural
exchanges. Nevertheless, concerns exist about
the potential dilution of traditional practises,
copyright challenges, and the erosion of authentic
cultural experiences despite the digital revolution.
Finding a balance between making use of
technology and safeguarding its fundamental
components is necessary for maintaining the
cultural value and relevance of Nepali folk music.

Previously, Sikkim musicians were able
to record their songs in specific recording
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facilities, but nowadays, they have somehow
managed to create a little home studio in which
they are able to produce music. On rare
occasions, they record some pieces and sent their
piece of work for mixing and mastering to a fine
recording studio. To maintain the quality of
recording output, the musician even sends their
work through social media in abroad cities like
Kathmandu, domestic places like Calcutta and
Mumbai, but in casewho could pay handsomely
prefers to send to other nations for fine quality.
In this sense, digitalisation is helping Sikkim’s
traditional musicians. Gaine is a folk musician
who plays the sarangi and sings. Musicians
mostly record their songs in their homes studios
and post it online for name, fame and sometime
to make money ones they get qualified as per
social platform criteria. However, most folk
musicians are unfamiliar with internet platforms,
they perform in less-paying venues like local
restaurants and on the street. In order to fully
utilise digitisation, cooperative efforts
are required. Cultural organisations,
ethnomusicologists,  musicians, and the
neighbourhood must work together to ensure
appropriate digitization, cultural sensitivity,
ongoing study, and documentation. With careful
planning and a commitment to maintaining the
distinctiveness of Sikkimese traditional music,

digitization can pave the way for a bright future.
By exploiting technology to its advantage and
conserving its deeply embedded cultural roots
for future generations. Sikkim-based Nepali folk
music may prosper in the global digital economy.
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Ethnographical Study of Legship Town : An Etic Perspective of Music and Religion

Raju Rawat*
Abstract

In terms of total land area, Sikkim is one of India’s smallest states. The state’s beauty is
enhanced by the confluence of natural resources. Similar developments have occurred in
Sikkim’s musical landscape across a wide range of genres. Traditional folk and classical
music are two examples of the many genres through which people can experience the
taste and aesthetic aspects of music. This study attempts to raise awareness of Legship
Town’s ethnography from the perspectives of folk music and religion. Investigative methods
used in this study were qualitative. By disseminatingquestionnaire to residentials, the
primary data was combined. The secondary data was gathered through case studies,
publications, journals, and previous research projects. Interviews and a closed-ended
questionnaire were also used for the collection of data.This research may inspire music
scholars and professionals who wants to get acknowledged about the folk music and
religion practices of Legship town.

Keywords : Folk, music, ethnography, religion

Research Methodology : This study is ethnographic in nature, with a qualitative research approach developed.
Ethnography entails immersing oneself in the community or setting being researched for an extended
period (Walsh, 1998), in order to get a thorough grasp of the group’s beliefs, practices, values, and
social dynamics (Richardson, 2000). An ethnographic study’s major purpose is to get an in-depth
understanding of the social and cultural dynamics within a certain community. To gain a better
understanding of the subject matter, the researcher went beyond surface-level observations and
conducted an in-depth investigation into the meaning, values, and structures that create the
group’s identity and way of life.

Nevertheless, the ethnographer took thorough field notes while observing, capturing the encounters,
conversations, and musings. These notes served as a rich source of information for analysis. To
complement the observations and gain more viewpoints, the researcher also employed data
collection techniques like interviews and document analysis.The analysis was frequently inductive,
which means that patterns, themes, and theoretical insights were derived from the collected data
rather than starting with preset ideas. In terms of Cultural Context and Interpretation, the researcher
contextualized the findings within broader cultural, historical, and social contexts. This contextual
information contributed to a more complete and nuanced perception of the investigated group
(Hymes & Dell, 1977).

Pure observation, participant observation, formal interviews, online communication, and archive
research have all been utilized in the study. Despite this, the study is qualitative, and questionnaires
and interviews were given out in person, by offline and online mode. In this study, purposive
sampling which is also known as judgmental or selective sampling has been used. It is a non-
probability sampling strategy used in research to choose subjects or situations to include in a
study. By using predetermined criteria or the researcher’s judgement, a researcher haschosen
participants for a purposive sampling who meet those requirements or have knowledge that is
pertinent to the study’s objectives.

*Research Scholar (Ph. D), Department of Music, Sikkim University, Gangtok
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Introduction

One of Asia’s most beautiful areas is
the Himalayan State of Sikkim, which in 1975
chose to join the India Union. The bowl-shaped
mountainous region in the eastern Himalayas is
bounded on the west by Nepal, the north by Tibet,
the east by Bhutan, and the south by the West
Bengal district of Darjeeling. It is located
between latitudes 27 and 28, and longitudes 88
and 89. The state’s beauty is enhanced by the
confluence of natural resources (Kharel &
Bhutia, 2013). Numerous perennial rivers that
drain Sikkim eventually join to form the Teesta
and Rangit, two well-known rivers. Sikkim has
also been really pleased with having several
communities with various cultures and traditions.

Legship, a small town, is located in the
West district of Sikkim. The researcher found
that the name of the Legship is actually
“Lyuksyep,” which signifies ferns, according to
the primary material. Lepchas, one of Sikkim’s
indigenous communities, called the site after the
fern because, when the area was uninhabited, it
was a dense jungle of these ferns. It refers to a
fern with a spicy flavor. The Lepcha, Bhutia,
Rai, Tamang, Bhujel, Limboo, Gurung, and Khas-
Chettri/Basnet/Sharma communities be found in
this town. They dress and behave according to
their typical cultural norms, religious beliefs,
rituals, music, and dancing styles. The musical
landscape of Sikkim has changed in several
different styles. Two examples of musical genres
through which listeners can experience the
aesthetic and taste qualities of music are
traditional folk music and classical music. By
examining Legship Town’s ethnography from the
perspectives of folk music and religion, this piece
attempted to increase public knowledge of it.
However, the audience would also confront with
the sacramental understanding and Legship
Town’s historical background.

Area of Study
Legship is a town under the Geyzing District in
Sikkim’s west district. This study’s geographical
location is around 90 kilometers from the capital
city of Gangtok. Roads leading to Yuksam,
Tashiding, Kewzing, Rabangla, Gangtok,
Jorethang, and Pelling intersect at this location
(India, 2019).

Fig.1 Map of Sikkim

Source https://earth.google.com/web/search/
map+of+sikkim/@27.59873504,88.46679213,2829.
68375585a,26 3880.29688207d,35y,0h,0t,0r/data=
CngaThJICiUweDM5ZTZhNTZhNTgwNWV hZmI6
MHhhNGM0Yjg 1N2MzOWI1YTA0G Upxh8FWjt
AIXx qq0i7 FFZAKg 1tYXA gb2Ygc2lra2ltGAIgASIm
CiQJ 9 Dn_I6aFQEA R3rhB SnhGAsAZylQnEk6LY
EAhCxXxwG2TQEA

Fig.2 Map of Legship

Sourcehttps://earth.google.com/web/search/
map+of+legship/@27.27958916,88.27472933,593.
47045385a,1157.15712498d,35y,0h,0t,0r/data=Cigi
JgokCUEfutsHWjxAEREEDJvf0jpAGcO1zMQF
j1ZAIUWiOWu6rFVA
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Discussion

Human perspective holds that the
universe is a strange place filled with horrible
things. Analyzing how our planet’s place in the
universe enables us to survive and aids in
understanding the reality of nature and human
survival. On our mother Earth, there are various
continents, and one of them is Asia. India is a
sizable nation made up of many states that is
located on the Asian continent. In one of the
Indian states named Sikkim, there is a town by
the name of Legship. It is acknowledged as the
entrance to West Sikkim. A settlement in Sikkim
called Legship is situated next to the Rangit River.
The researcher discovered that there are
approximately 5000 people living in the town, few
of whom operate their businesses to make a
living. The settlement, which is around 26 km
north of Jorethang town, acts as a bridge between
Geyzing and Pelling.

The construction of the River Dam has
given the area a great deal of recent
prominence.Additionally, a sizable hydroelectric
dam is located there. Tourists can picnic at the
lake that is created by the dam. The location is
referred to as Rangit Water World. There is also
rafting equipment available. The development of
this area as a tourist destination was significantly
aided by the Legship’s residents. Legship has
become a destination for the water-based tourism
theme as a result of the River Dam. Legship is
becoming a popular tourist destination these days.
Tourists are progressively commencing to
appreciate this location. There are numerous
places to see, but one that everyone will
remember is the Shiva temple known as the
KirateshwarMahadevMandir on the bank of
River Rangit which has a mythological tales
associated with it. Due to BalaChaturdashi
festival, Legship town became a popular Hindu
pilgrimage site. The Mahabharata refers to the
shrine. According to the interview taken from

the residential namely, Surya Bahadur Chettri,
he stated that Arjuna was once engaged in
meditation in Legship forest.When he heard a
sound, he established a target and fired at the
creature after speculating that it might be beast.
A second arrow flew in at the same time from
the opposite direction and struck the identical
target. It was unclear who struck the target
initially, but Arjuna quickly recognized it was Lord
Shiva because of his dexterity. The Lord had
shown before him in the shape of Kirat, a hunter.
In front of him, Arjuna bowed and asked for his
blessing. He was granted favor by the Lord and
given his arrow named ‘Pashupatastra’
(Department of Aviation and Tourism, 2019).
According to legend, Arjuna fired the same
arrow during the battle of Kurukshetra. Following
this tragedy, Kirateshwar Mahadev Mandir was
built nearby. One of the town’s top tourist
destinations is this temple. The temple also has
idols of Lord Rama and Goddess Durga in
addition to the statue of Lord Shiva.

Fig.3                                  Fig.4
Kirateshwar Mahadev Temple, Legship

The most important event honored in the
community is the Bala Chaturdashi festival,
which takes place in November or December.
The Hon’ble Chief Minister of Sikkim is invited
as the Chief Guest on the first day of the festival,
and also the residents organize the mela and
sports events in a huge manner during the festive
season of Bala Chaturdashi. Maha Shivratri, on
the other hand, is celebrated in February or
March. The Puja is meticulously carried out in
accordance with Vedic traditions. Worshippers
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sometimes wait in idling outside before being
allowed in once these processes are finished.
Every day, in the early hours of the day and the
end of the day, aartis are conducted to ensure
that the goddess’ blessing is always with the
residence and residentials.They believe that
visiting this temple will bestow upon them
priceless blessings that will last for two lifetimes.
Devotees also includeswishes of havingchildren
in their prayers. Some people also believe that
visiting this location is akin to visiting the
Chardham-4 holy sites of Lord Shiva.

The Hindu Shaivism faith places a lot
of stress on Maha Shivaratri during the festival
season of Maha Shivratri. In contrast to most
Hindu celebrations, which are commemorated
during the day, Maha Shivaratri is observed at
night (Jones & Ryan, 2007). In contrast to most
Hindu holidays, which feature displays of cultural
exuberance, the MahaShivaratri is a sombre
occasion marked by its introspective focus,
fasting, Shiva meditation, self-study, societal
harmony, and an all-night vigil at Shiva temples
(Coulter & Turner, 2021). Shaiva Hindus
celebrate this night by keeping a jagaran, an all-
night vigil, and praying as a way of  “overcoming
darkness and ignorance” in one’s life and the
world through Shiva. Fruits, leaves, sweets, and
milk are presented to Shiva. Additionally, some
people engage in contemplative yoga, while
others worship Shiva in tantric or Vedic traditions
(Buzz, 2018). In Shiva temples, the Panchakshari
mantra of Shiva, “Om NamahShivaya,” is
continuously chanted. Devotees praise Shiva by
reciting the hymn known as the Shiv Chalisa
(Khan, 2020).

Fig.5 Glimpses of Ritualistic Hymns

Fig.6 Reverent visiting a sacred shrine in an
occasion of Bala Chaturdashi

 Source (https://1001things.org/kirateshwar-
mahadev-temple-sikkim/)

Not with standing, hot springs are
another famous feature of the Legship region.
The Lho Khando Sang Pho Caves and the
sulfurous hot springs are two of these places
that people can explore. Legship is 4 kilometers
away from the Sulphur Hot Springs, which are
reputed to have medicinal and medical uses. This
water, also known as Phu Cha Chu, contains a
lot of sulphates. Nearby lies Kah-do Sang Phu,
also referred to as the cave of the occult fairies
and respected all over the state. The researcher
discovered fromcollected data that Guru
Rinpoche used to meditate in one of the four
caves back in the 19th century. The other three
caves are Chyang Lhari Nginphu, Sharcho
Phephu, and Nub Dechenphu. Near Legship is
Rangit Water World, a lake made by the Rangit
dam where people may go for swimming, fishing,
and river rafting (Department of Aviation and
Tourism, 2019).
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The Folk music and dance form which
people can experience in Legship on an
occasion of Bala Chaturdashi are as follows:

Tey-Zhey Cham of Bhutia community : One
or more individuals line up and perform this folk
music and dance form, occasionally moving
forward and backward, to the tune of the Tey-
Lhu folk song.

Fig.7 Source (https://www.sikkimproject.org/
denjong-kho-of-sikkim-2/)

Chu-Faat of Lepcha Community: Chu-Faat
is one of the Lepchas song and dance forms
that can be seen on a Bala Chaturdashi occasion
in Legship. It is the Lepcha community’s
traditional dance performed in honor of the snow-
capped peaks of Mount Kanchenjunga. Every
year, on the fifteenth day of the seventh month
of the Buddhist lunar calendar, it is conducted to
appease the Mountain God.

Fig.8  Source (https://youtu.be/26lqbWB9P10)

ChyabrungNaach of Limbu community:
When the chyabrung percussion instrument is

played, a dance known as Chyabrung Naach is
performed. It is a vivacious dance having taal
beat of 4/4 and that is done at celebrations and
social events. The male and female dancers
wear colorful traditional attire as they perform
stunning hand gestures, footwork, and moves.

Fig.9 Source(https://nepaltraveller.com/sidetrack/61)

Maruni: The male protagonist dances while
disguising himself as a woman and wearing
lengthy clothes. The other group members play
music and sings mostly in 4/4 beats of taal. The
eastern Nepali residents of Sikkim and Darjeeling
now incorporate it into their daily lives. It is a
lovely and lyrical dance that expresses emotions,
love, and beauty. Traditional musical instruments
like the bansuri, sarangi, and Madal are
frequently used to accompany maruni dance. The
dancers wear vivid traditional costumes and
perform intricate motions and gestures (Karki,
2020).

Fig.10 Source (https://youtu.be/fQ54feaE5EU)

Fig.11Male Dancer in Traditional Attire
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Fig.12 Source (https://youtu.be/fQ54feaE5EU)

Sorathi: The vibrant dancing style known as
Sorathi was developed in Nepal’s western area.
Men and women both performs this music and
dance form and it calls for quick footwork,
spirited motions, and rhythmic rhythms. Sorathi
dance is frequently accompanied by traditional
music and instruments and relates tales from
mythology, history, or folklore. It is performed
once a year and is called madalay-nach. It is
quite similar to maruni dance. Sorathi is
performed frequently, especially in rodighar, and
many people take pleasure in dancing because
it has some historical and cultural significance.
The Gurung community, which has a rich dance
culture, is known for its popular dance.The
principal dancer in this dance dances in turn with
the sixteen female dancers who symbolize the
sixteen queens, each one symbolizing the Jaisinge
Raja. The male dancers perform while playing
madal and dancing to the beat of the drums
(Karki, 2020).

Fig.13 Source (https://thehimalayantimes.com/
ampArticle/217138)

TamangSelo: The Tamang people also have a
unique historical background that includes
traditional dress, culture, beliefs, rituals, music
and dance. Tamangselo is a traditional dance
and music genre of the Tamang people. The
Tamangs perform this technique by striking a
Damphu percussion instrument either individually
or collectively. The Tamang language refers to
this dance as Tam-syabaand goes by the name
damphu-natch. A Tamang community folk
instrument is the Damphu (Rauth & Bhutia,
2021).

Fig.14 Source (https://youtu.be/jzxqogMULfM)

Fig.15 Source (https://youtu.be/jzxqogMULfM)

Conclusion :

One of Sikkim’s most interesting
pilgrimage destinations is Legship, where we may
find a variety of modern human civilizations.
According to the interviews takenfrom Surya
Bahadur Chettri, Annapurna Rai, DhirenBhujel,
and Ram BahadurGurung, Legship was originally
entirely covered with dense forest. The only
other inhabitants of this region were the
Lepchas, who came to graze their cows and
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goats rather than living there permanently. After
a long period of time, around 1987, under the
leadership of the Hon’ble Chief Minister Shri
Nar Bahadur Bhandari, the development
occurred and some Biharis arrived in Legship to
work on roads and bridges as a construction
crews. Marwaris also arrived for the sand
business along the Rangit River. The Lepchas,
Bhutias, Khas-Sharma/Chettri/Basnet, Gurung,
Limboo, Bhujel, Rai, and Tamang were a few of
the ethnic groups that lived in the region around
Legship town as a worker on the Rangit dam
site to run their livelihood. By building huts in
and around Legship, people began to live there
gradually.

Even the locals practice religion and
worship the Rangit River. Since they were
already making money from the river dam site,
they thought that worshipping the river would
grant them their wishes. Legship town’s
traditional spiritual and musical practices serve
as the foundation for this study’s contextual
perspective. The researcher confronted from the
data that the residents nearby of Kirateswar
Mahadev Mandir, which is just below the
Legshipmain bazar connected to the Rangit
River, annually organize the Bala Chaturdashi
religious celebration so that Hindu and Buddhist
devotees can offer prayers for their departed
family members. People even hold the belief that
worshipping Lord Shiva on this day cleanses one
of all sins and enhances well-being. On this day,
Lord Shiva is said to consume Chandra Kala
Amrit. Not just the locals or residents of Sikkim,
but also people from all around India and even
the world, are expected to attend this event.

The Bala Chaturdashi celebration has
more than just religious elements, the locals also
host public gatherings called Melas. Sports
events including volleyball and football games
and games for kids and adults such as fair swings
can be witnessed at Mela. Folk musical concerts
are held so that people can experience Sikkim’s

rich and beautiful folk culture. Tey-Zhey Cham
of the Bhutia community, Lepcha folk music,
Chyabrung Naach of the Limbu community,
Maruni of the Magarcommunity, Sorathi of the
Gurung community, and Selo of the Tamang
community are among the traditional songs and
dances that may be found during this event. Even
at mela, locals and visitors from other parts of
Sikkim set up their stalls to conduct commerce.
The public can shop for a wide range of items
relating to ritualistic objects, traditional ornaments
and traditional clothing. However, throughout the
months of February and March, the Maha
Shivratri is grandly celebrated, with ritualistic
hymns performed in a temple in accordance with
Vedic traditions. In addition, this study explored
the spiritual convictions of Legship Town
residents and sought to comprehend and examine
the folk music traditions ofmany communities
living here.
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Introduction

Among the many captivating facets of
Nepalese culture, Maruni folk music and dance
stand out as a vibrant and captivating art form.
Rooted in ancient traditions, this expressive and
lively performance holds a special place in the
hearts of Nepalese people, providing a glimpse
into their diverse and joyous world. It is an age-
old performing art form that has been passed
down through generations, evolving and
adapting over the years while retaining its

Maruni : Embodying The Essence of Nepalese Folklore
Atish Tamang*

Abstract

The Maruni, an ancient and cherished tradition in Nepali culture, holds a significant
place in the hearts of the Nepalese people. This article delves into the rich tapestry of the
Maruni, exploring its cultural importance, and captivating elements that make it a
mesmerizing experience for both participants and spectators.Comprising a harmonious
blend of music, song, and dance, the Maruni showcases the collective identity of the
Nepalese people, evoking a sense of warmth and togetherness. It encompasses a variety of
narratives that reflect the cultural heritage and spiritual beliefs of Nepalese society.Beyond
being a form of entertainment, it holds deep spiritual significance, serving as a means of
spiritual protection.

This article presents a comprehensive overview of the Maruni, examining its intricate
components such as the musical instrumentation, the elaborate costumes, and the occasions
in which it is performed. Through an exploration of itsnature, cultural symbolism, and
societal significance, readers gain a deeper understanding of the profound impact that
Maruni has on the Nepalese cultural landscape. By shedding light on the nuances of
Maruni, this article aims to raise an appreciation for the traditions that shape Nepalese
folk culture.

Keywords: Maruni, Nepali, Folk music, Folk dance

Methodology: This study on Maruni utilizes a secondary data analysis methodology where the data is
collected from existing literature, articles, online sources, and relevant documents. A thorough
review of previous studies and expert reports is undertaken to gain insights into the topic of
Maruni. The secondary data isanalysed using qualitative methods, to identify significant patterns
and themes related to Maruni. The study is focused on understanding the cultural significance and
context of Maruni in the broader framework of folk traditions. Through limited interactions with
only a few folk artists, this approach facilitates an exploration of the subject while keeping direct
involvement with participants to a minimum.

*Sikkim University, Gangtok, East Sikkim

essence. The history of Maruni remains covered
in uncertainty due to varying accounts from
numerous authors, leading to a lack of clarity
and making it appear exceedingly ancient.
Therefore (Magar, 2020) states that Maruni is
believed to be of divine origin and it’s directly
linked with mythology. Over time,it has become
an integral part of various social events and
festivals.

(Chettri & Sharma, 2021) state that
Maruni is the most significant art form of the
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Nepali community and is very popular withevery
Nepali. It promotes a sense of community,
connecting people through shared heritage and
promoting unity and harmony. It also holds great
significance in terms of spiritual protection
(Yadav, 2022). Furthermore, it serves as a
powerful reminder of Nepalese’s diverse
traditions, preserving the legacy of the past while
embracing the dynamics of the present. This
captivating art form holds significant cultural and
social importance and its presence in Nepali
culture is undeniable, carrying the echoes of very
old traditions.

Area of Study

The area for this article delves into the
delightful world of Maruni folk music, a
significant cultural treasure found in the Nepali
world, with a particular focus on its connection
to the enchanting city of Gangtok, Sikkim.

Discussion

Maruni is a collective art form that
includes music, song, dance,and short
entertaining comedy acts which are performed
in groups, with multiple artists coming together
to create a visually captivating ensemble. It is
known for its storytelling elements as well, and
that’s why (Gurung, 2021)in his book says that
“most of the folk culturists have looked at Maruni
as a musical play”.

Fig.1: Madal;Source: https://
www.indianidolacadmy.in/musical-instruments/

img/instruments/madal.jpg

Fig. 2: Maruni Dancers and Madalays; Source:
ht tps://www.nrityashiksha.com/wp-content/
uploads/2022/06/Maruni-Dance-Popular-Folk-
Dance-of-Sikkim-600x600.jpg?ezimgfmt=ng:webp/
ngcb2

It has many rules and customs to follow
before, while, and after the performance. First
of all, it is customary to start the Maruni with
‘Thokkan’. So, the Madalays (Madal players)
play ‘Thokkan’in Madal (Nepali percussion
instrument). Barun Rasaily (folk artist) in one
of his interviews, mentions that Madalay is the
main organ of the Maruni and without Madal,
Maruni can’t be performed as both are closely
co-related to each other. Madals are of two types
which are Purveli (Big in size) and Pachimi
(small in size). Purveli madal is used for Maruni.
Thokkan is a beat that is played either in 3
matras, 5 matras, or 7 matras. With this, the
Madalays start singing the Saraswati Bandana
offering prayer to Goddess Saraswati and other
deities. Then after, adorning the Maruni dancers
is the next step. The Madalays put garlands over
their Madal andplay the songs in Virhaani tunes
on which the Maruni dancers wear Nepalese
attire like Fariya (skirt), Chaubandi (blouse),
Kantha Mala (necklace), Shirbandi
(headband), Jhumke Bulaki (earrings and
noserings), Ghunghuru, etc. On the other hand,
the Madalays are dressed in Daura-Suruwaal
(Nepali outfit), Eastcoat, and Dhaka topi
(Nepali cap). The costumes not only add to the
visual spectacle but also hold cultural
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significance, representing the diverse ethnic and
regional identities of Nepalese. After this,the
actual Maruni starts with the dancers on their
knees portraying narratives through subtle hand
gestures and expressive facial expressions while
Madalays sing the song. After an Uthaan on
Madal, Maruni keeps their hands on one side of
their waist and moves forward. They then spread
their hands and do Pranam to the viewers and
then to the Madalays. Then the dancers skilfully
synchronize their steps with the beats of the
Madal and with every twirl, sway, and leap, the
dancers paint a captivating picture of Nepalese
culture, inviting spectators to immerse themselves
in the joyous celebration.

Apart from them, other artists include a
clown (Lawar-Pade/ Dhatware) who acts as a
comedian, A Majuray who plays Majura (small
hand cymbals), and a Kartalay who plays
Kartal (Tambourine) (Rasaily, 2021). As
Maruni varies from different regions, some of
them addBansuri (flute), Sarangi, Harmonium,
Pachimi madaland Naumati Baja (an
ensemble of Nepali folk instruments which
include 2 Damahas (drums), Jhyaali
(cymbals), Tyamko (drums), Dholaki (drums),
2 Shahanai and 2 Narsinga (trumpets)to
create an enchanting atmosphere, enhancing the
emotional impact of the dance.

At the core of Maruni lies its music
which serves as the soul of the dance, guiding
the graceful movements of the performers. The
accompanying Maruni songs explore diverse
themes, ranging from mythological tales to
everyday life experiences. The songs of Maruni
mainly fall under the Shringar Rasa, Karuna
Rasa, and Hasya Rasa. A few songs are even
humorous and witty (Rasaily, 2021). There were
many types of Maruni songs and dances in the
past, but today only a few are performed which
are: Khyaali (8 matras), Samala (8 matras),
Virhaani (6 matras), Garra, Chhokra (8

matras), Lahare-Tappa (18 matras), Thato-
Tappa,Kusuley, Sorathi (14 matras), Charitra
(6 matras), Khyali (8 matras), Jhyaurey (6
matras),and Chutka (6 matras)(Gurung, 2021).
The Taalasmentioned are performed at varying
tempos, including slow, medium, or fast,
depending on the nature of the performance.
Most of the Taalasof Maruni resemble the
Taalasof Hindustani classical music, for
example; Samala totally resembles Keherwa
Taal sharing an exact number of 8 matras, 2
Bibhaags with 1 Taali,and 1 Khaali.Samala
and Khyaliare performed holding copper or brass
plates.

Maruni is deeply rooted in tradition, but
it has also evolved to adapt the modern
contemporary themes. Modern music
compositions and choreography began to find
their way into the performances, reflecting the
evolving Nepalese culture and breathing new life
into this ancient art form.

Many authors have mentioned that
traditionally, Maruni was performed exclusively
by male dancers, but in recent times, Maruni
has witnessed a transformation, with the inclusion
of female dancers breaking traditional gender
norms. This evolution has not only opened new
avenues for women to express themselves
artistically but has also empowered them to
embrace their cultural heritage with pride and
confidence.

Maruni is an integral part of various
festive occasions. It is commonly performed
during major religious festivals like Dashain
(Dussera), Tihar (Diwali), Maghe Sankranti
(festival of Sun God),and Holi,as well as during
wedding celebrations and other social gatherings.
It holds a special connection to Tihar (Diwali)
which is widely observed where the Nepalese
reside. The Maruni visits each house during this
fest singing and dancing.After the splendid
performance, the family graciously offers the
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Maruni dancers some alms. This marks the
fascinating finale of the Maruni dance, during
which the dancers showcase their remarkable
skills by using various techniques to collect the
alms. As they do so, the Madalays sing enchanting
alms-picking songs, adding an extra layer of
charm to the show.Once the alms collection is
complete, the entire Maruni group unites to sing
a heart-warming blessing song for the generous
family. It’s a beautiful and touching moment that
resonateswith the family’s spirit, creating a lasting

*Maruni adorning song:

shirai kyare sindurai ta swami rajale pathako
haa..haii..mero swami rajalai kaha gayi bisaula
shirai kyare sindurai ta swami rajale pathako, haa..haii..mero swami..
kanaima sun, naakaima fuli, swami rajale pathako, haa..haii..mero swami..
sunaiko sikri, chadiko chura, swami rajale pathako, haa..haii..mero swami..
galaibhariko gahana paat, swami rajale pathako, haa..haii..mero swami..
choubandi-choli, reshami fariya, swami rajale pathako, haa..haii..mero swami..
baraha haatey patuki swami rajale pathako, haa..haii..mero swami..
binduli tika, laachama dori, swami rajale pathako, haa..haii..mero swami..
Shivaji rup pursungay raja Parvati rup maruni raani
haa..haii..gaudai jau, naachima jau, cham-cham
hasaula-khelaula, ghumaula-firaula, ghumdai firdai kathaiwara
haa..haii.. yasai ghar maruni ho! feri aula…!

Notation:

memory of this cultural celebration.AsMaruni is
believed to invoke blessings from deities and
ensure prosperity for the community, (Magar,
2020) states that the group brings the end of the
performance ritualistically.

A few examples of Maruni songs with
the notations:[source for the lyrics and the
notations: Gurung, N. (2021). Lokayanma
baacheka Nepali LokGeet- Sangeet.
Gangtok)]

x& x& e& i fu /ki i/k ix& e& i& lka& &

f'k jS ·· D;k· js· ·· flU· nq· ·· jS· r· ··

lkajsa fu/k i& i& /k& e& xjs x& & fu+& lk& lk&

Lok· eh· ·· jk· tk· ys· i· ·· ·· Bk· dks· ··

lk& & & js& i& & i& ¼/k½& e& e& ¼i½& js&

gk· ·· ·· gk· ·· ·· es· jks· ·· Lok· eh· ··

js& & & e& ¼i½& i& js& js& e& js& lk& &

jk· ·· ·· tk· tkbZ· ·· dgk¡ x· bZ· fcj· lq· ··

lk& & & & & &

yk· ·· ·· ·· ·· ··
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*Blessing song (Aashihey Maruni):

utha meri maruni, utha meri maruni
yashai gharma maruniko aashish diyi jauna
cham hai ra cham, nacha meri maruni
diyo so diyolai pujna gari jauna
ek hai ra haatma acheta ra paati, ek hai ra haatma phool hai ki thunga
aakashaima tyattis koti devta- devilai chadai po jauna..
ek hai ra haatma acheta ra paati, ek hai ra haatma phool hai ki thunga
patalaiko naage so naaginilai chadai po jauna..
ek hai ra haatma acheta ra paati, ek hai ra haatma phool hai ki thunga
dhartiko devi so devtalai chadai po jauna..
ek hai ra haatma acheta ra paati, ek hai ra haatma phool hai ki thunga
yasai gaonko simey bhumeylai chadai po jauna..
yasai gharka mata-pita, yasai gharka thula-bada
bar-pipal tapey jaiso, tapera rahi rahun
yasai gharma Laxmi ra Saraswati maile sada sarwada baasai garun..
aulko kaaney, hajur lekaiko maane
diyo aashish marunile ho! aaba chai lau jaane…!

Notation:

x& & x& x& i& i/k lka & jsa& lka& & fu&

m· ·· B· es· ·· jh· ek· ·· #· uk· ·· ··

/kfu& & lkafu& /k& & e& x& e& js& x& & &

m· ·· B· es· ·· jh· ek· ·· #· uk· ·· ··

lk& & & & & js· xi & & /k& & &

gk ·· ·· ·· ·· ·· ·· ·· ·· gS· ·· ··

/k& & js& lka& & fu& /k& & jsa& lafu/kfu & /k&

;· ·· ·· ?kj ·· ek· ek· ·· #· uh· ·· ··

e& & fu& xe js& & x& & & e& & &

dks· ·· ·· ·· ·· ·· ·· ·· ·· ·· ·· ··

x& & & js& js& & /k+& & & /k+lk& & &

vk· ·· ·· f'k· ·· "kS· fnb ·· ·· tk¡· ·· ··

lk& & & & & &

u· ·· ·· ·· ·· ··
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Conclusion :

Maruni holds an irreplaceable place in
Nepalese culture and it will undoubtedly continue
to evolve because one of the most remarkable
aspects of Maruni is its adaptability over time
which allows it to continue captivating audiences
of different generations. Although the continuity
of tradition is remarkable, in the present day,
Maruni songs embrace the use of Western
musical instruments like guitar, keyboard, bass
guitar, etc. The modern choreography and
storytelling elements in Maruni give the art form
a multidimensional appeal and allows it to explore
a wide range of emotions and narratives.
Following these remarkable changes, women
have not only found new paths to artistically
showcase themselves but have also been offered
the empowerment to proudly and confidently
celebrate their cultural heritage. Nevertheless,
in this transformative shift, Maruni preserves
sacred elements which remain as a bridge for
connecting people with their spiritual beliefs and
cultural rituals. Moreover, by transcending
regional and ethnic boundaries, Maruni reinforces
the idea of a collective identity that binds the
Nepali community, offering a space for social
cohesion.

Despite its enduring popularity, Maruni
faces challenges that could impact its continuity.
The rapid pace of modernization and urbanization
may at times overshadow it, leading to a decline

in practitioners and audience interest. Therefore,
to safeguard the future of Maruni, concerted
efforts are necessary from the government,
private organizations, and cultural enthusiasts.
Supporting and promoting Maruni dance can
create platforms for artists to showcase their
talents, nurturing an environment where this
cherished art form can flourish.

As long as dedicated efforts are made to
preserve and promote Maruni, this enchanting
dance will continue to sway hearts and inspire
generations to come.
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izLrkouk vkSj izfofèk %

yksd lekt o yksd laLdf̀r dk vfHk™k vax gS
yksdxhrA yksdxhrksa esa lekt ds dk;Zdykiksa ,oa xfrfofèk;ksa
dh fofoèkrk o LokHkkfodrk çfrfcafcr gksrh gSA HkkSfrdrkokn]
uxjokn ,oa vkèkqfudrk dh pdk&pkSaèk ls nwj xzkeh.k
lekt dh ljyrk] lejlrk] lkStU;rk o uSlfxZdrk ds
lkFk thou esa yksdèkquksa dh LokHkkfodrk vkSj eèkqjrk vkt
Hkh lkekU; tu dks cjcl gh viuh vksj vkd̀"V dj ysrk
gSA bu yksdxhrksa esa oSHko dh dYiuk] eèkqj lacaèkksa dh
vkdka{kk vkSj foo'krk dk tks fo"kkn ?kqyk jgrk gS] og ml
yksd lekt dh leku eu%fLFkfr dks Li"V :i ls
vfHkO;ä djrk gSA yksdxhr ljy lekt dh nsu gS] tgk¡
tuthou esa lekurk dh >yd feyrh gS] yksd lekt

'ks[kkokVh {ks= dh laLd`fr ,oa yksdxhr % fujarjrk ,oa ifjoÙkZu

MkW- lqfe=k 'kekZ·
lkjka'k

euq"; ,d lkekftd&lkaLd̀frd izk.kh gSA laLd̀fr ekuo lekt dh thou&i)fr;ksa dks O;Dr
djrh gSA yksd lekt dh laLd̀fr gh yksd laLd̀fr dgykrh gSaA vfHktu laLd̀fr ls fHkUu yksd laLd̀fr
:f<+;ksa }kjk çHkkfor gksrh gS rFkk ifjokj] ukrsnkjh] èkeZ ,oa iM+ksl dk egÙo blesa vfèkd gksrk gSA
fyf[kr lkfgR; ds ctk; yksd laLd̀fr ekSf[kd ijaijkvksa ij vkèkkfjr gksrh gSA yksd laLd̀fr dk ,d
LFkkuh; Lo:i gksrk gSA yksd laLd̀fr dk gh ,d vfHk™k vax gS ^yksdxhr*A

ekuo ân; ds Hkko ,oa HkkokfHkO;fä gS ̂ laxhr*A fofoèk çdkj dh ekuo Hkkoukvksa dh vfHkO;fä
yksd laLd̀fr o yksdxhrksa ds ekè;e ls eq[kj gksrh gS tks vuk;kl gh tuekul ds Hkkoksa o Hkkoukvksa
dks Nw ysrh gSA yksd laxhr ekuo ân; ds vkRek dh vkokt gSA yksdekul dh Hkkoukvksa] fopkjksa ,oa
thou'kSyh dks yksd laLd̀fr rFkk yksd laxhr ds ekè;e ls gh tkuk tk ldrk gSA

yksdxhr O;fä fo'ks"k dh Hkkoukvksa dk çfrfufèkRo ugha djrs] oju~ yksd Hkkoukvksa dk
çfrfufèkRo djrs gSaA ;gk¡ bekbZy nqf[kZe dh lkewfgd çfrfuèkku ¼nqf[kZe] 1912½ dh voèkkj.kk lVhdrk
ds lkFk lR; fl) gksrh gSA yksdxhr ,d rjg ls lkewfgd çfrfuèkku gh gSa D;ksafd ;g lkewfgd
Hkkoukvksa dh vfHkO;fä gSA yksdxhr lkewfgd vuqHko] Kku ,oa dYiuk dk fupksM+ gS rFkk ;s lkewfgd
Hkkoukvksa dk çfrfufèkRo djrs gaSA yksd laLd̀fr esa izkphurk ds lkFk fujUrjrk cuh gqbZ gS ysfdu ifjorZu
dh izfdz;kvksa ls ;g vizHkkfor jgh gks] ,slk Hkh ugha gSaA ifjorZu dh fofoèk izfØ;kvksa vkèkqfudhdj.k]
if'pehdj.k] oS'ohdj.k vkfn us u dsoy yksd laLd̀fr dks gh izHkkfor fd;k gS oju~ yksdxhrkas ds
Lo:iksa dks Hkh ifjofrZr fd;k gSA izLrqr 'kksèk&i= esa orZeku esa lfØ; ifjorZu dh 'kfDr;ksa ds dkj.k
jktLFkku jkT; ds 'ks[kkoVh {ks= dh yksd laLd̀fr ,oa yksdxhrksa dh lekt esa fujarjrk ,oa mlesa gksus
okys ifjorZuksa dk vè;;u fd;k x;k gSA

eq[; 'kCn % yksd lekt] yksd laLd̀fr] yksdxhr] yksdthou] ifjorZu] vkèkqfudhdj.kA

· lgk;d vkpk;Z] lekt'kkL= foHkkx] eksguyky lq[kkfM+;k fo'ofo|ky;] mn;iqj

çdf̀r ds lehi gS] vr% mldk Lo:i izkdf̀rd gSA
yksdxhr yksd lekt dh lef̀) dk çrhd gSA ;g ,d
,slh foèkk gS tks ih<+h&nj&ih<+h daBkuqdaB pyrh jgrh
gSA yksdxhr dk çeq[k mís'; yksd dk gh eaxy] yksd dk
gh lq[k&nq%[k fu:i.k] rFkk yksd vkdka{kk dh vfHkO;fä
gSA izLrqr i= esa 'ks[kkokVh {ks= dh yksd laLdf̀r ,oa
yksdxhrksa dh ijaijk esa fujarjrk ,oa ifjorZu dks le>us
ds fy;s vuqlaèkku ds izkFkfed ,oa f}rh;d lzksrksa dks
iz;qDr fd;k x;k gSA

Ykksd laLd`fr

yksd laLdf̀r dh voèkkj.kk dk çfriknu j‚cVZ
jsMQhYM ¼1941½ us fd;kA yksd lekt dh laLdf̀r dks gh
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yksdlaLdf̀r ds uke ls tkuk tkrk gSA yksd lekt dks
jsMQhYM us Þ,d ,slk lekt ekuk gS ftlesa uxjh;
lekt ls foijhr çdkj dh fo'ks"krk,¡ ikbZ tkrh gSa]
ftldk vkdkj NksVk gksrk gS ftlesa ìFkdrk] vf'k{kk
lekurk] lkewfgdrk dh Hkkouk ,oa thou thus dk ijaijkxr
rjhdk çpfyr gksrk gSA yksd lekt ifjokj rFkk ukrsnkjh
lewg ds yksxksa ds fØ;k&dykiksa esa ,drk] èkeZ dk çokg]
vFkZO;oLFkk dks cktkj ds ctk; çfLFkfr ij vkèkkfjr gksuk
rFkk cqf)thoh oxZ ds fparu dk vHkko vkfn çeq[k fo'ks"krk,a
gSaA yksd lekt dk vkèkkj ukrsnkjh] fe=&lewg ,oa iM+ksl
ekus x, gSaA bl çdkj yksd lekt yksd jhfr;ksa] :f<+;kas
rFkk èkeZ ij vkèkkfjr gksrs gSa vkSj ,sls ljy lekt ds
yksxksa dh laLd̀fr dks gh yksd laLdf̀r dk uke fn;k x;k
gSß ¼jsMQhYM] 1941½A

t‚tZ ,e- QksLVj ¼1950½ ds vuqlkj Þyksd
laLdf̀r dks thou ds lkekU; rjhds ds :i esa ns[kk tk
ldrk gS] tks ,d {ks= fo'ks"k esa cgqr ls xkao] dLcksa rFkk
uxjksa ds dqN ;k lHkh yksxksa ds fo'ks"kKksa ds :i esa gS vkSj
yksd lekt mu O;fä;ksa ds ,d laxfBr lewg ds :i esa
gS ftldh ,d yksd laLdf̀rß ¼QksLV] 1950½A

'ks[kkokVh dh yksd laLd`fr ,oa yksdxhr

jax&jaxhyh laLdf̀r dh fojklr dks lesVs
jktLFkku viuh fof'k"V yksd laLd̀fr ds fy, fo'o iVy
ij viuh ,d vuwBh igpku j[krk gSA jktLFkku jkT; ds
mÙkjh iwohZ jktLFkku ds >qa>quwa] ukxkSj] lhdj vkSj pw:
ftys dks feykdj 'ks[kkokVh laHkkx curk gSA 'ks[kkokVh
{ks= esa 'ks[kkor jktiwrkas dk 'kklukfèkdkj Fkk] ftlls ;gk¡
dh yksd laLdf̀r esa lkearokn dh >yd Li"Vr% ns[kus
dks feyrh gS] pkgs og yksd uR̀; gks ;k yksdxhrA
'ks[kkokVh {ks= 'ks[kkor jktiwrksa ds lkFk eq[;r% lsB
lkgwdkjksa dh Hkh èkjrh jgh gSA >qa>quwa] Qrsgiqj ,oa lhdj
esa lsB&lkgwdkjksa dh iqjkuh gosfy;ka mudh le)̀
thou&'kSyh dh ifjpk;d gSa rFkk vkt Hkh yksd jax dks
,d uohu :i çnku djrh gSaA ;gk¡ dh gosfy;ka] fHkÙkh
fp=] jax&jaxhys ifjèkku o lkearh laLdf̀r viuh fof'k"V
,oa ìFkd igpku j[krh gSaA 'ks[kkokVh {ks= esa fofHkUu
voljksa ij xk, tkus okys yksd xhr [;ky] èkeky]
xhanM+] xSj] dqdM+k] gjtl] gjtyk vkfn ,oa yksduR̀;

;gk¡ dh laLdf̀r dks ges'kk thoar cuk, j[krs gSa ¼ehy]
2018½A 'ks[kkokVh {ks= esa xk, tkus okys yksdxhr thou
dks fofHkUu jaxksa ls ljksckj dj nsrs gSaA ;s yksdxhr
ikSjkf.kd] ,sfrgkfld vkSj çseijd Hkkoukvksa ds lkFk u
dsoy yksdtu dk euksjatu djrs gSa vfirq {ks=fo'ks"k ds
lkekftd&lkaLdf̀rd ifjos'k dks Hkh çLrqr djrs gSaA
'ks[kkokVh {ks= dh laLdf̀r esa yksdxhrksa ds cgqr ls Lo:i
gSa ftuesa dqN çeq[k bl izdkj gSa %&

R;ksgkjksa ,oa èkkfeZd mRloksa ij xk, tkus okys
yksdxhr & jktLFkku dh Hkwfe R;kSgkjksa o mRloksa dh Hkwfe
dgh x;h gS vkSj 'ks[kkokVh esa Hkh R;kSgkj g"kksZYykl ds lkFk
euk;s tkrs gSaA gksyh] nhikoyh] uojk=] rht] x.kxkSj]
ukxiapeh] 'khryk"Veh] xksxk uoeh] rstkn'keh vkfn
R;kSgkjksa ij èkeZ&lacaèkh o nsoh&nsorkvksa lacafèkr xhr xk,
tkrs gSa tks feFkd ;k ,sfrgkfld ?kVukvksa ij vkèkkfjr gksrs
gSa ¼vkgwtk] 2012½A yksdxhrksa esa tks xhr yksdtu dh
lkekftd fLFkfr dks O;ä djrs gSa mUgsa gh yksdtu }kjk
vfèkd ilan fd, tkrs gSaA ;s xhr uSfrd ewY;ksa ij
vkèkkfjr gksrs gSaA

'ks[kkokVh {ks= esa gksyh ds volj ij xk;k tkus
okyk ^èkeky* yksd xk;u izfl) gSA èkeky dk xk;u
xhanM+ yksdùR; tks 'ks[kkokVh {ks= dk çfl) yksdùR; gS]
ds nkSjku fd;k tkrk gSA;g iq#"kksa }kjk fd;k tkus okyk
lkewfgd yksduR̀; gS] tks pax ds lkFk fd;k tkrk gSA pax
ds lkFk fd;s tkus okys bl yksduR̀; esa xk;s tkus okys
yksdxhr dks ̂ èkeky^ dgk tkrk gSA xhanM yksduR̀; dk
vk;kstu QkYxqu ekl esa fof'k"V :i esa gksyh ioZ ds
volj ij gksrk gS vkSj ;g egkf'kojkf= ls ysdj gksyh
rd pyrk gSA ;g yksduR̀; [kqys LFkku ij pax ok|&;a=
ds lkFk fd;k tkrk gSA lkFk esa ckalqjh o >ka> rFkk iSjks esa
?kqa?k# Hkh ctrs jgrs gSaA òÙkkdkj ?ksjs esa iq:"k lkewfgd :i
eas ,df=r gksdj èkeky xkrs gSa ,oa ùR; djrs gSa rFkk uR̀;
ds chp&chp esa Lokaxksa dk nkSj Hkh pyrk jgrk gSA bl
yksd uR̀; dh fof'k"Vrk ;g gS fd blesa Hkkx ysus okys
dykdkj iq#"k gh gksrs gSa] bu iq#"k dykdkjksa esa ls gh ,d
;k nks dykdkj efgyk os'k èkkj.k djrs gSa] ftUgsa ̂ egjh*
dgk tkrk gSA blds lkFk gh 'ks[kkokVh ds jkex<+ {ks= esa
^nw.k* xk;u dh ijEijk Hkh izpfyr gSA èkeky ds cksy
cksyus ds ckn nks dfM+;ksa ds chp esa yksd xhr xk, tkrs
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gSa] bls gh ̂nw.k* xk;u dgk tkrk gSA 'ks[kkokVh esa xhanM+
uR̀; ds nkSjku nw.k xk;u jkex<+ {ks= ds dykdkjksa }kjk
gh fd;k tkrk gSA

xhanM+ uR̀; esa efgykvksa dh Hkkxhnkjh ugha gksrhA
efgyk,a n'kZd ds :i esa gksrh gSaA blds vfrfjä vU;
lHkh R;ksgkjksa ij xk, tkus okys xhrksa esa efgyk,a gh çeq[k
Hkwfedk fuHkkrh gSaA efgykvksa }kjk xk, tkus okys xhrksa esa
lkekftd thou dk rkuk&ckuk O;ä fd;k tkrk gS] tSls
x.kxkSj dk ,d xhr %&

vksth Egkjh] lgsY;ka tksos ckV]

Hkaoj Egkus [ksy.k n~;ks x.kxkSj]

;g xhr tgk¡ ,d vksj lekt esa iq#"k dh
çèkkurk dks O;ä djrk gS] ogha nwljh vksj xhr ds ekè;e
ls R;kSgkj dh efgek o L=h&iq#"k ds çse dks Hkh vfHkO;ä
djrk gSA yksd nsoh&nsorkvksa dh xhr xk, tkrs gSa]
tSls&HkS:th] jkenso th] xksxk th] th.kekrk vkfnA th.kekrk
dk eafnj 'ks[kkokVh dk izfl) efUnj gS rFkk bl {ks= esa
uojk=ksa es izR;sd ?kj esa th.kekrk ds yksdxhr ¼yksd
Hktu½ xk;s tkrs gaSA

tUe ,oa fookg ls lacafèkr yksdxhr& ifjokj esa
tUe ,oa fookg rFkk xg̀&izos'k tSls 'kqHk voljksa ij
efgykvksa }kjk xhr xk;s tkus dh ijEijk 'ks[kkokVh esa
izpfyr gSA ifjokj esa iq=&tUe ds volj ij xk, tkus
okys xhrksa dks ̂tPpk* dgk tkrk gSA bu xhrksa }kjk ifjokj
o ukrsnkjksa dks 'kqHkdkeuk,a nh tkrh gSa ,oa f'k'kq dks vk'kh"k
fn, tkrs gSa ysfdu iq=h ds tUe ij xhr xkus dh ijEijk
ugha gSa] tks lekt dh firl̀RrkRed ekufldrk dks
Li"Vr% n'kkZrh gSA

fookg ls lacafèkr jktLFkkuh yksdxhr thou ds
çR;sd igyw o çR;sd ukrsnkjh lacaèkksa dks vius esa lekfgr
fd, gq, gSaA fookg ds volj ij cUuk&cUuh] ek;jk ¼Hkkr½
ds xhr] nsoh&nsorkvksa vkfn ls lacafèkr xhr xk, tkrs gSaA
fookg ds volj ij ek;js dh jLe ds nkSjku HkkbZ dh
Hkwfedk egRoiw.kZ gksrh gS rFkk bl volj ij ek;jk dk
xhr xk;k tkrk gS tks HkkbZ&cgu ds çse dks O;ä djrk
gSA vr% yksdxhr lekt dh lkekftd lajpuk ,oa izdk;ks±
dh Hkh foospuk djrs gSaA

Jàxkj ls lacafèkr yksdxhr& jktLFkku dh jax&jaxhyh
laLdf̀r ds lkFk gh ;gk¡ Jàxkj] çse] fojg ls lacafèkr
yksdxhr xk, tkrs gSa] tks L=h&iq#"k ds çse ds lkFk gh
'kkjhfjd J`axkj ds egÙo dks Hkh n'kkZrs gSaA L=h vius ifr
ls ltus&laojus ds fy, Jàxkj dh lkefxz;ksa rFkk oLrqvksa
,oa xguksa rFkk diM+ksa dh ekax xhr ds ekè;e ls djrh gSA
lkFk gh] vius izse dh vfHkO;fDr Hkh djrh gSaA blh lanHkZ
esa xhr xk;k tkrk gŜ ckblk jk chjk t;iqj tkT;ks th]
vkrk rks Y;ktks rkjk jh pqUnMh^A ogha lkou esa euqgkj
djrs gq, xkrh gSa ̂ Egkjk ygfj;k jk ukS lks :i;k jksdM+k
lk Egkus Y;knks th ckfnyk <ksyk ygfj;ks lk^ A ;gk¡ bl
izdkj ds yksdxhr] tks lkewfgd :i ls xk, tkrs gSa]
oS;fDrd o lkekftd thou dks thoar cukrs gSa ¼jkBkSM+]
2021½A

yksd Hktu&  'ks[kkokVh {ks= esa ozr] R;kSgkj]
mRlo vkfn voljksa ij rks nsoh&nsorkvksa ls lacafèkr Hktu
xk, gh tkrs gSa] ysfdu çfrfnu xk, tkus okys yksd Hktu
Hkh egRoiw.kZ gSA bl {ks= ds çR;sd ?kj esa cM+h cqtqxZ
efgyk,a çkr%dky o lk;adky esa yksd Hktu xkrh gSa
ftuesa jke] d"̀.k] f'ko] fo".kq vkfn nsorkvksa ds Hktu
izeq[k gksrs gSaA çkr%dky ̂dkUgk dk dysok^ ,oa lk;adky
^lka>^ xkbZ tkrh gSA bu nksuksa esa gh d"̀.k Lrqfr o d"̀.k
dh cky yhykvksa dk Lej.k fd;k tkrk gSA

thou ds 'kk'or ewY;ksa dks vkRelkr djus okys
tks lqUnjre vkSj eaxye; i{k gSa ogh gekjs lkaLdf̀rd
ewY;ksa dh fojklr dks vius esa varfuZfgr fd;s gq, gSaA
yksdxhrksa esa ukrsnkjh dk fp=.k Hkh cgqr [kwclwjrh ls
fd;k tkrk gS] ftlesa lacaèkksa dh rhuksa Jsf.k;ksa ifjgkj]
ifjgkl o eè;LFkrk ds lacaèkksa dk o.kZu Hkh Li"Vrk ls
ns[kus dks feyrk gSA yksdxhrksa esa lekt dh laiw.kZ
laLdf̀r dh >yd feyrh gS ftlesa ohj] Jàxkj ,oa d#.k
jl dh rhuksa èkkjk,a fujarj çokfgr gksrh jgrh gSA

fujarjrk ,oa ifjorZu

yksdxhr ekuo&psruk dh ok.kh ls ifjiw.kZ gS
tks yksd laLdf̀r dks vfHkO;ä djrh gSA yksdxhr lekt
esa çkphu dky ls pys vk jgs gSa ysfdu mlds lkFk esa
uohurk Hkh tqM+rh tkrh gSA ;s yksdxhr ledkyhu lekt
o laLdf̀r dks O;ä djrs gSa tSls tSls le; ds lkFk ds
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lkFk lekt esa lkekftd&lkaLdf̀rd ifjorZu vkrk gS
oSls&oSls gh yksdxhrksa esa Hkh ifjorZu ns[ks tk ldrs gSaA
vr% buesa çkphurk ds lkFk gh uohurk dh >yd Hkh
ns[kus dks feyrh gSA yksdxhr thou ds çR;sd i{k dks
lekfgr djrs gSaA tUe ls ysdj eR̀;q rd 'ks[kkoVh ds
xzkeh.k lekt esa yksdxhr xk, tkrs gSa] bu yksdxhrksa dh
fujarjrk dks cuk, j[kus esa efgykvksa dh Hkwfedk egÙoiw.kZ
gksrh gSA

oÙkZeku esa yksd laLdf̀r ladV ds nkSj ls xqtj
jgh gSA vkèkqfudhdr̀ uo ;qok ih<+h bu yksdxhrksa ls nwj
gksrh tk jgh gS ysfdu yksd laLd̀fr dks mlds ewy Lo:i
esa cpk;s ,oa cuk;s j[kus ds iz;kl oS;fDrd o laxBukRed
Lrj ij fd;s tk jgs gSaA vkèkqfud ;qx ds rduhdh lkèkuksa
us bl ladV ds nkSj ls xqtjrh yksd laLdf̀r o yksdxhrksa
dks cpk;s j[kus esa egRoiw.kZ Hkwfedk fuHkk;h gS] ftuesa
lapkj lkèku ¼jsfM;ks] Vsfyfotu½] lks'ky ehfM;k ¼;w V~;wc]
OgkVli] baLVkxzke] Qslcqd vkfn½ egRoiw.kZ gSaA oS;fDrd]
lkeqnkf;d o laxBukRed Lrj ij fd;s tk jgs iz;klksa ds
ifj.kke:o:Ik gh 'ks[kkokVh {ks= ds yksdxhrksa dh laLd̀fr
esa fujarjrk cuh gqbZ gSA

orZeku esa ftl iw ¡thoknh laLd`fr vkSj
HkkSfrdrkoknh ;qx esa ge th jgs gSa ogk¡ çR;sd oLrq dk
i.;hdj.k gksrk tk jgk gS] yksd laLdf̀r rFkk yksdxhr
Hkh bl izHkko ls vNwrs ugha gSaA laxhr ds cgqr ls çdkj
vfLrRo esa vk x, gSaA fofoèk izdkj ds uohu ok|&;a=
cktkj esa miyCèk gSa rFkk cktkj dh ekax ds vkèkkj ij
laxhr ds Lo:i esa ifjorZu gksrk tk jgk gSA blh
iw¡thoknh laLdf̀r o oSf'od çHkko ds dkj.k vkèkqfudrk dh
bl nkSM+ esa yksdxhrksa ds ewy Lo:i esa ifjorZu vkrk tk
jgk gSA yksd laxhr tks ljy o lgt Hkkoksa dh vfHkO;fä
Fkk] mlesa cktkj ds vkèkkj ij ifjorZu ns[ks tk ldrs gSa
¼Hknzh] flag ,oa vU;] 2000½A

ifjorZu dh dbZ çfØ;k,a lekukarj py jgh gSa
ftues a vkèk qfudhdj.k] if'pehdj.k] oS'ohdj.k]
rduhdhdj.k vkfn çeq[k gSa vkSj ifjorZu ds bl nkSj esa
bu çHkko'kkyh çfØ;kvksa ds çHkko ds dkj.k tgk¡ ,d vksj]
yksd thou dh lkewfgdrk {kh.k gksrh tk jgh gaS ogha nwljh
vksj O;fäoknh izòfŸk;ka mHkjrh tk jgh gSaA iw¡thoknh

laLdf̀r us tgk¡ ,d vksj HkkSfrdokfnrk dks c<+k;k gS] ogha
nwljh vksj miHkksäkoknh çòfr;ksa dks Hkh c<+kok fn;k gS]
vkSj ;s çòfÙk;k¡ bruh vfèkd izcy gks xbZ gSa fd yksd
thou dh lejlrk o lekurk bl vaèkh nkSM+ esa foyhu
gksrs tk jgs gSaA oS'ohd̀r laLd̀fr ds izHkko ls tgk¡ ,d vksj
yksd laLdf̀r o yksdxhr yksd&thou ls foyqIr gksrs tk
jgs gSa ogha nwljh vksj blh oS'ohdj.k ds rduhdh lalkèku
bl yksd laLdf̀r dks o yksd xhrksa dks lajf{kr Hkh dj jgs
gaSA

;g iw¡thokn dk gh izHkko gS fd yksdxhrksa dk
O;kikjhdj.k 'kq: gks x;k gS] vkSj bl izHkko ls 'ks[kkokVh
{ks= Hkh vNwrk ugha gS] D;ksafd ifjokj esa gksus okys vusd
'kqHk voljksa ij 'kxqu ds xhr xk, tkus dh ijaijk
jktLFkku esa gS] ysfdu ;qok ih<+h bu xhrksa esa :fp ugha
j[krhA nwljh vksj] lekt esa efgykvksa dk ,slk oxZ Hkh
mHkj jgk gS tks ijEijkxr yksdxhrksa esa :fp j[krh gS] ;s
efgyk;sa viuk ,d lewg cuk ysrh gaS ftls ̂ xhr eaMyh^
dgk tkrk gS] ;g xhr eaMyh yksdxhrksa dk O;olk;hdj.k
djrh gSA ogha nwljh vksj] yksdxhrksa dks lgstus esa lks'ky
ehfM;k us Hkh cM+h Hkwfedk fuHkkbZ gS ftuesa ;wVîwc] baLVkxzke]
OgkV~l,i vkfn egRoiw.kZ gaSA bu pSuYl ij viyksM fd,
x, ohfM;ks ds }kjk u dsoy bu LFkkuh; yksd dykdkjksa
dks ,d eap  çkIr gqvk gS oju~ bUgsa blls çflf) Hkh fey
jgh gS] lkFk gh] uo ih<h blls izHkkfor Hkh gks jgh gSA

yksd laLdf̀r ek¡ dh xksn dh rjg gS tks gesa
'kkafr o lqdwu nsrh gS rFkk yksdxhr ek¡ dh yksfj;ksa dh
rjg gS ftls xkdj o lqudj lHkh izdkj ds ruko nwj gks
tkrs gSaA tc O;fä bu vkèkqfudhdr̀ o if'pehd̀r lkèkuksa
ls Fkd tk,xk rc mls iqu% mlh ek¡ dh xksn ;kn vk,xh
vkSj ;s yksdxhr Hkh rc t:j ;kn djsxkA vr% orZeku
esa ladV ds nkSj ls xqtj jgh yksd laLdf̀r dks lkewfgd
iz;klksa ls gh lajf{kr fd;k tk ldrk gSA

fu"d"kZ %

jax&jaxhyh laLd̀fr dh fojklr dks lesVs] viuh
fof'k"V yksd laLdf̀r ds fy;s fo'o iVy ij viuh ,d
vuwBh igpku j[krk gS jktLFkkuA jktLFkku ds yksdxhr
fofoèkrk ls çsfjr gSaA ;s yksdxhr ;gk¡ ds tu&thou dh
>yd dks çLrqr djrs gSaA jktLFkku ds tu&thou esa
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tUe ls ysdj eR̀;qi;ZUr vusd R;kSgkjksa] mRloksa vkfn
voljksa ij bu yksdxhrksa dh egRoiw.kZ Hkwfedk gSA orZeku
esa yksd laLd̀fr o yksdxhrksa dh vuwBh fojklr ladV nkSj
ls vo'; xqtj jgh gSA yksdxhrksa dh ;g èkkjk ladqfpr
gksrh tk jgh gS] budh xfr èkheh iM+rh tk jgh gS] bldk
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Introduction
Some time ago, folk music prevalent in

rural Bengal did not have stature in the educated
gentility. Today it can be ranked next to high
music. If history of the world is discussed, it can
be seen that the emergence of many high quality
raga songs has come from the folk music of rural
Bengal. Rabindranath Tagore was he first
educated society to bring the infinite precious
wealth hidden in folk music. Tagore enriched
his musical repertoire from folk music as well
as from other genres of music. At a very young
age he got the inspiration to learn kirtan songs
by reading the ancient Maithili mixed language
Padavali containing the leela of Radha-Krishna.
Tagore also took the charge of their Zamindari

Influence of Bengal’s Kirtan, Desi Sangeet and Baul Gaan on
Rabindra Sangeet - A Study

Dr. Rajesh G Kelkar** Ms. Bhumika Trivedi*
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This study will present a comprehensive look at different modes of Rabindra Sangeet and
Bengal’s folk music in context with Kirtan, Baul Gaan and Desi Sangeet. The purpose is
to traverse the influence of Bengal’s folk music on Rabindra Sangeet. The objective of the
research is to explore different songs of Rabindra Sangeet having Bengal’s folk music
influence at different levels. Differentparjaays of RabindraSangeet come to mind when
mentioning Rabindra Sangeet composed under the impact of Bengal’s folk music. Different
aspects of Rabindrasangeet will be enlightened by the researcher and the vision of
Rabindranath Tagore that how Bengal’s folk music is been utilized in Rabindra Sangeet
will be explored. Some time ago, folk music in rural Bengal did not have status in the
educated society. Today it can be ranked next to high society. The emergence of many
Ragas songs has come from the folk music of rural Bengal. Rabindranath Tagore was the
first to bring out the infinite precious wealth hidden in folk music. Folk music of Bengal
inspired Tagore to utilize its essence of on Rabindra Sangeet. Tagore’s musical mind was
freed from all kinds of narrowness and enriched the repertoire of Rabindrik music by
accepting the tunes of rural areas.
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supervision and went to Sealdah (West Bengal)
and lived there for twelve consecutive years.
During this time, he met the famous Baul singers
of East Bengal, Lalon Fakir, Sheikh Manthan
and Gagan Harkara. The Bauls are free spirited
music saints. Tagore has also composed many
swadeshi songs in the tune of folk music of rural
Bengal. In this way, Rabindranath Tagore’s
musical mind was freed from all kind of
narrowness and enriched the repertoire of
Rabindrik music by accepting the tunes of the
rural area.

“There is a method of preservation of
folk music that is still being researched and
researched folk music or mundane compositions
(folklore) have been handed down through
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many ages and have reached today’s age with
the help of various melodies and rhythms. within
this preservation can be observed the discipline
of musical behaviour and practice characteristic
of many ages. This tradition is called Oral
tradition.”1

Origin and Development of Kirtan in
Bengal :

Kirtan was highly preached by the
Vaishnava community by singing kirtans on
Krishnaleela . After  the composition of
Chandidaskirtans on Radha Krishna that the
kirtans actually began to circulate and gradually
took place. Jayadeva, Vidyapati, Chandidas etc.
nurturedkirtan music and this kirtan song
occupied a prominent place in the music hall
during Sri Chaitanya’s era. That is why the time
of Sri Chaitanya is called the golden age of
Vaishnava Padavali. Vaishnava saints had spread
the nectar of kirtan and spiritual love in the entire
Bengal. However, it was from Jayadeva’s Geeta
Govinda that the later Vaishnava got their
inspiration to a large extent and after them
Chandida’s Sri Krishna kirtan and Vidyapati’s
Padavali are considered invaluable assets of
Vaishnava literature. “It was the Buddhist Saints
who first created the Charyagiti and Vajragiti as
songs of Sankirtan Through Raga Ragini. It is
probably in this ideal that Bhakti Rasa songs
about Radha Krishna with melody and rhythm
with the word kirtan is derived from the song of
Lord Krishna’s majesty Yashokirti”2

Kirtan Gatha, that is description of Lord
Krishna’s attributes and eulogies about him
is called Kirtan. Kirtan is mainly of two types
(1) Naam Sankirtan (2) Leela Kirtan. Chanting
RadhaGovinda’s name in groups was called
Naam Sankirtan. The characteristics of kirtan
songs are the things that the kirtaniyas say in
rhythm and tone or in a manner of speaking, like
the narrators, in order to keep the flow of the
story of Padavalikirtan or to serve the line well.

The kirtaniyas are completely independent in
composing this kind of words. This is what
defines their music and poetry. Srijiva Goswami
Mahasaya of Vrindavan trained three Goswami
in Vaishnava Shastra, Kirtanacharya Narottam
Das, Srinivas Acharya and Sri Shyamanandato
improve the kirtan and were trained in high and
classical music by the best musician in the court
of Delhi.

Baul Gaan :

A special religious community in Bengal
is called Baul. There are various theories about
the Origin of the word Baul. The community
that strives to achieve the transmission of
nervous energy in the body, they are Baul.

However, Baul community is actually
only a mature form of fusion of Hindu and Muslim
cultures. Like the Sufis of Persia, the Bauls are
constant itinerants and are similar in appearance.
They are indifferent to life and the world. Again,
Baul clothing in Bangladesh is similar to the
clothing of Muslim Sufis.

The Baul believe in animism heaven and
hell exist in miniature of the universe in this body.
Although the sadhana of Baul is a simple sadhana,
it is difficult to advance on this path without a
Guru. Therefore, they are always ready to follow
Guru’s bhajana and Guru’s advice.

The pursuit of the Baul in Bengal is the
pursuit of the elusive man. They think that by
adopting the body, one has to pass through love
through action. The name of Lalon Fakir is well
known among the Baul of Bengal. He was a
Hindu by caste and was later initiated by a Muslim
guru, so many consider him to be of the Muslim
community. Actually Bauls do not follow any
caste or religion.

Desi Sangeet :

Music has been inextricably linked with
human life since the dawn of education and
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civilization. Primitive man found rhythm in the
gurgling of river, in the rustle of leaves moving
in the wind, in the chirping of birds. unknowingly,
the melody of nature has taken place in human
voice. During hunting, music occupied a
prominent and essential place in primitive
religious ceremonies. Gradually, in keeping with
the wheel of history, there have been many
changes in people’s lives. In this music, the
soul of the indigenous human society is related.
All pleasures, pains, sorrows, are constant
companions. Just as there is no courtly
aristocracy in it, so there is no mechanical
sophistication of civil civilization. Its only capital
is generous simplicity and green freshness. Desi
music is composed based on country, place, time,
ritual and language. Some of prominent desi songs
of Bengal are Baul, Kirtan, Sari, Bhatiali, Tusu,
Bhadu, Gambhira, Jhumur, Kabigan, etc.

Impact of Bengal’s Desisangeet, BaulGaan
and Kirtan on RabindraSangeet :

Desi Sangeet :

The richness of Bengal’s folk music is
unquestionable. Diversity in tone, speech and
thought makes it very special. It has a profound
influence on Tagore’s consciousness. “From the
beginning of the poet’s life to the end of his life,
Bengal’s folk literature, folk music and folk
culture emerged with a unique general grandeur
and significance in Tagore’s consciousness.”3

Tagore’s fascination with Desisangeet, a
prominent aspect of Bengal folk literature, has
repeatedly been expressed in his writings and
songs. The poet also sincerely thought about the
deep and inseparable connection between this
branch of folk music and the roots of Bengali
and Indian music, which is evidenced in his
writ ings. If we discussed the tunes of
Desisangeet, we will find that the original ideal
of our music is also maintained in it, but those
tunes are independent.

Gurudev composed some Kirtan and
Ramprasadi tunes with the help of DesiSangeet’s
tune. Some examples of songs are as follows: -

l “Gohonkusumkunjomajhe - Mishra kirtansur
l Ami shudhuroinubaki - Ramprasadi
l Ami jeneshunetobu - Kirtan Sur
l Shyamaebarcherecholechi - Ramprasadi
l Abar more pagolkore - Kirtan Sur
l ShukheAchi - Mishra kirtannsur”4

Baul Gaan :

Tagore was Particularly influenced by
the tone of the Baul songs and their way of life.
In many of his songs, he has taken the tune of
Baul. Even with many raga ragini, he has
knowingly or unknowingly mixed the tune of
Baul songs. From this it can be understood that
Baul’s melodious tunes and words were once
mixed with his heart. In fact, the language of
Baul songs is full of simplicity, depth of expression
and tenderness of melody. In this songs, poetic
majesty of high rate, theory of knowledge, and
purity of devotion are blended so beautifully
which is rare in folk literature. He met the famous
Baul Lalon Fakir and Gagan Harkara of East
Bengal and was particularly attracted to Lalon
Fakir’s music. He was enthralled and inspired
by the fast-paced-soul- stirring songs of these
Bauls. “Rabindranath Tagore was the first to
open a new path in the music of Bangladesh by
composing the National Anthem in Baul tune
inspired by the Swadeshi era.”5

The Baulsare the freedom-mad music
saints of Bengal. There life is melody, sound is
joy, sound is talk. They try to understand the
basic truth of life through sound, they do not
follow any particular religion. They do not follow
the rules and regulations of the scriptures; they
also disagree with austerities. They are called
rasikasadhaks, because they are immersed in
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the pursuit of pleasure. Although Tagore was
most influenced by Baul songs in the folk music
of rural Bengal, none of his songs were
completely integrated with Baul tunes. Rather,
he has created a novel Rabindrik Baul by mixing
his own tunes with Baul tunes. Tagore composed
a number of Baulanga songs in effective imitation
of various Baul songs. These Baul songs
composed by Tagore have a clear impression of
some famous and popular Baul songs. For
example, the two famous songs Amar Sonar
Bangla and O Amar monjokhonjaglinare.
Following are list of some other Baulanga songs
composed by Tagore: -

l “Amar pranermanushaacheprane
l amarekenibibhai
l amikaanpeteroi,
l knobaalotepranerprodip,
l Tumi je surer aagonlagiyedile,
l Bhengemorghorerchabi,
l Aaji Bangladeshehridoyhote,
l Jodi tor daakshunekeu,
l Dakbonadakbona,
l Gram charaoirangamatirpoth etc.”6

Kirtan :

Rabindranath Tagore was particularly
attracted by Kirtan Gaan among the diverse folk
music of Bengal. He composed his kirtan songs
as love worship songs, National anthems etc.
Later he composed love songs and seasonal
songs to the tune of these kirtans. Rabindranath
did not confine kirtan songs only to devotion and
love of God. He was attracted to Vaishnava
terms from his childhood. From a very young
age he used to read Granth of Vidyapati and
Jayadeva. Incidentally, when we discuss the
rhythmic variations of Rabindra Kirtan songs with
traditional Bengali Kirtan songs, two differences

come to our attention first - Rabindranath Tagore
has carefully avoided the rhythmic complexity
of taalkirtan. Generally - six matra, seven matra,
eight matra, ten matrataal are preferred.
Secondly, Tagore has avoided the issue of the
rhythm of the kirtan.

Tagore enriched his repertoire of music
composed by kirtan as well as various songs.
He had read Jayadeva’s Gita Govinda
several times and the poetry collections written
by other padakartassuch as Vidyapati,
Chandidas, Ganadas etc. also deeply attracted
Rabindranath’s attention and he became attracted
to kirtan after been attracted to these poems.
Gurudev Bhanusingha’s Padavali first composed
songs centred on Radha Krishna’s premleela to
the tune of kirtan. He was not a thinker of the
Vaishnava style like the Vaishnava Padakartas,
but the essence of Radhakrishna’s lila in kirtan
songs, Tagore knowingly or unknowingly
preserved that feeling of his songs of love,
worship etc. He has expressed the love of
Radhakrishna’s through the different stages of
Radhakrishna’spremleela. such as - Anurag,
Viraha, Milan etc. Some Kirtan style songs by
Rabindranath Tagore are as follows: -

l “Ami jeneshunetobubhuleachi
l Ami sonsaremondiyechi
l Ohejibonballab
l Ki janitetumi
l Tumikachenai bole
l Noyontomarepaay
l Majhemajhetobodekhapaay”7

Conclusions :

Thus in the period of sixty years about
three thousand songs were composed by
Rabindranath Tagore. Bengal’s folk music,
which had become tainted and unchanging over
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the centuries, was once again set in motion by
the dynamic lifeblood emanating from the
creative gifts of a great creator. Through Thakur,
folk music regained its much-needed connection
with life and felt in itself the assurance of a
creative future.

Rabindranath Tagore said that even if
the people of Bengal forget my entire literature,
they will definitely remember my songs. They
will have to sing my songs. He said as an appeal
that all the songs are close to my songs. It is my
request to the future generation that the music
which gives joys to people should always be
preserved and this is also our duty.

The function of art is to present evidence
of a person’s thought, emotion and sentiment.
Tagore’s songs introduced the personal lyrical
original to the transcendent vastness of the
abstract folk music.
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Introduction

Folk music is one of the few genres of
music. Folk music is the lifeblood of Indian
culture and nation. Folk music plays an
extraordinary role as a means of easy
communication with the common people. The
joy, sadness, success, and failure of the lives of
the people of rural Bengal, as well as the lifestyle
and customs of different regions of rural Bengal,
emerge in the music that is folk music. Folk music
styles vary from region to region and country to
country. In the genre of folk music, many songs
are being composed in different countries, just
as this article is organized on the style of some
folk songs of Kazi Nazrul Islam, known as Nazrul
Sangeet in East Bengal and West Bengal. This
article mainly discusses the influence of folk
music on the songs of Kazi Nazrul Islam. When

*Ph.D Research Scholar, Department of Vocal Music, The Maharaja Sayajirao University of Baroda
**Head of the Vocal Music Department, The Maharaja Sayajirao University of Baroda

A Study of Nazrul Sangeet in the Context of Folk Music
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Folk people ,folk life and folk society are closely associated with folk music-in a word
tradition. Folk tunes that have been prevalent in folk society for ages are folk tunes. It has
a timeless appeal. Every composer has his own unique characteristics. Talented composers
collect the melodies scattered in the arena of people’s life and perform them at the right
place. The application of Loksura in Bengali music is very old. From Charyapad to the
present lyric poets have used folk traditions as the theme and melody of their songs. Kazi
Nazrul Islam is no exception.  Folk music covers a large part of his songs. There is the use
of folk tunes in it; The use of folk tunes can also be seen in all his other songs. Among the
popular folk tunes in Bengali music are Baul, Jari, Sari, Jhumur, Bhavaiya, Bhatiali,
Saotali, Gambhira, Dhamail, etc. These tunes are created by people, they come from the
heart.  Nazrul has used these folk tunes in his various songs. Therefore, traditional Bengali
emotions have been expressed in the songs. The sentiments of the eternal Bengali are
captured in his folk songs. This paper is an effort to understand the few folk tune of Kazi
Nazrul Islam in his different composition.
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discussing the use of folk music in Nazrul
Sangeet, Kazi Nazrul Islam comes to the
discussion first.

Kazi Nazrul Islam, with the touch of his multi-
dimensional talent, has added an era to Bengali
music and literature. He was, in combination, a
poet, literary man, playwright, novelist, short story
writer, journalist, essayist, editor, and translator.
On the other hand, his greatest achievement is
that he is an accomplished lyricist, composer,
and music director. He had an effortless
movement in different genres of Bengali songs.
He himself enriched the repertoire of Bangla
songs by introducing some new genres in the
field of Bangla songs. He was inspired by raga
music. Nazrul’s interest in music was immense.
How curious he was about various musical
subjects and how, in a short span of time, he
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used his inventive powers to include various
subjects in his compositions—a phenomenon in
the history of Bengali music. Although Nazrul’s
contribution is strongly felt in the genres of songs
such as ghazal, shyamasangeet, raga Pradhan,
etc., his contribution to folk songs is also
undeniable. Rabindranath Tagore was the first
to use folk music in Bengali poetry. He mainly
composes songs in Baul tune. But Nazrul
diversified this genre by composing songs that
adopted different branches of Bengali folk
music. His repertoire is full of various folk tunes
such as Jhumur, Jhapan, Baul, Bhatiali, Bhavaiya,
Dehatattva, etc.

Nazrul sangeet in the context of Folk music

Folk music plays a pivotal role in shaping
the identity of Nazrul Sangeet. The incorporation
of Baul and Bhatiali folk elements adds an earthy
and relatable quality to the compositions. Themes
of love, nature, human emotions, and the
struggles of the common people resonate deeply
with listeners, evoking a sense of cultural
belonging and nostalgia. By intertwining folk
motifs into the fabric of his music, Kazi Nazrul
Islam created an enduring bond with the masses.

On hearing the word Nazrul Sangeet,
the adjuncts, crossing the arena of folk music,
go to the tune of Ragasong and forget that
Loksura is the root of Ragasura. From that point
of view, Nazrul, who was a raga music lover,
had a soul connection with folk tunes. Because
of that, his contribution to folkloric Bengali songs
was original and of the highest quality. Before
Nazrul, from Kabiranjan Ramprasad Sen to
Kabiguru Rabindranath Tagore to Atul Prasad
Sen, only folk songs were composed on the
baulsuranga.

But in Nazrul’s compositions, in addition
to Baul, Jhumur, Jhapan, Sari, Bhatiali-Bhavaya,
etc. came together, and the style of modern
Bengali songs based on folk music became very

diverse.

Jhumur

Among the various folk songs of
Bangladesh, Jhumur is an ancient genre of folk
songs from the ‘Manbhum’1 region of the early
British period, a special border region. The
melody of this song is different from all other
folk songs. This song shines with her unique
singing. Jhumur is the basic foundation of folk
music on the western border of Bengal. In this
song, a kind of robustness in the lyrical style and
limited use of melody in the song is particularly
noticeable. Meer, gamak and murchhana
co-exist with the simple melody of jhumur song.
There is no lack of flexibility or variety in
Jhumur’s vocal compositions. The melodic
arrangement gives Jhumur a full musical identity.
The inherent similarity of the Jhumur with the
Saotali song moves everyone. Jhumur is a symbol
full of magic and compassion of the red earth of
the king. The history and geography of Jhumur
is very extensive. Over a long period of time,
many Jhumurias, footmen, poets, lyricists
participated in it, and a rich musical and poetic
literature has been developed. However, Jhumur
music has largely escaped the attention of
scholars, and this genre of music, consisting of
songs and music, was largely limited to rural
people. Despite its huge potential, Jhumur still
remains unknown to the wider society due to
various reasons.

However, Jhumur’s timeless appeal has
recently caught everyone’s attention. Jhumur’s
tone, content and human appeal particularly
attracted Kazi Nazrul. Nazrul Islam is the creator
of many songs of Jhumurclass. He was born
and brought up in Jhumur environment of
Burdwan district. More than 60 songs of Nazrul
composed in Jhumur style like ‘Ee Ranga Mati
Pathe Lo, Jhum Jhum Jhumra Nach’ have gained
immense popularity by stirring the hearts of
common people. Most importantly, Nazrul used
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the same musical instruments in his songs as in
the original Jhumur songs. The work of Meer
and Gamak in Jhumur song is observed in Nazrul
Sangeet. Above all, Nazrul has elevated the
illiterate or poorly educated public to the nobility
of the mainstream of society through his writings.

1. Ei Rangamatira pathe lo madal baje2

2. Jhumura nace dumura gache ghungur bedhe  paye
3. Jhumaro tir dhanuk niye bolna kothai jas
4. Ke dile khompate dhutura phula go
5. Tui jas ne rai kisori kodomtolatekeelo go
6. Chunrir tale nurir mala rinijhini baje lo
7. Chokh gelo chokh gelo keno dakis re chokh

gelo pakhi
8. Tepantorer mathe bodhu he eka bose thaki
9. Holud Gadar ful ranga polash ful
10. Jhumjhum jhumra nach neche

Baul

The Baul religion is one of the religions
that have been born and flourished in the climate
of Bengal. Baulism has been progressing along
with the acceptance of secular religions from
the beginning, a trend of its development is
observed. Beyond the classical or ritualistic Baul
religion, another secular trend is observed. This
genre of Baul has no place for subtle spiritual
feelings. In general, its purpose is to explore the
various mysteries of life. Again, the fear of the
other side of life has made their minds anxious
at some point. Kazi Nazrul Islam chose the
secular style of Baul in his songs, and created
Baul songs based on it.

1. Ami bhai kyapa baul, amar deul amari ei
apan deho

2. Ami baul holam dhulir pothe loye tomar nam

3. Amar praner dware dak diye ke jai bare bare

4. Geruya rang metho pothe bansuri bajiyeke jai

Bhawaiya

Similar to Bhatiali, the economic
influence is evident in the Bhavaiya songs of
North Bengal. In the uneven roads of North
Bengal’s Rangpur, Dinajpur, Cooch Behar
regions, where buffalo carts or herds of buffalo
grazing was the main livelihood of the people, it
is impossible to have a flowing melody like
Bhatiali. Thus, although Bhavaiya’s theme is
amorous and spiritual like Bhatiyali’s, the melody
captures the sound’s return echoing in the empty
hill country - a kind of twist in the melody, which
is a combination of sound and echo. Its tone is
like a mountain road.3

The use of traditional melody is intact in
Bhawaya songs composed by Nazrul Islam. In
composing Bhatiali and Bhawaiya, the poet got
a lot of inspiration from the famous artist
Abbasuddin. It is known from the article ‘Gitikar
Nazrul’ written by Abbasuddin Ahmad-

Nadira name sai kasuyu4

Macha mare machua’

The poet was impressed when the artist heard
the song, and the record company rehearsed this
song to the same tune:

Nadir nam sai alpana
nace tire Kanjana, pakhi senaya nace kalo ankhi,
ami jabo na ar alpanate
jol nite sakhi lo,
oi ankhi kichu rakhibe na baki

The melodiousness of the singing style
of Bhavaiya songs has inspired the poet in many
Bhavaiya compositions. Abbasuddin’s song-

‘Toraca nadir pare pare o
didi lo manaso’inodir pare’-
Kazi Nazrul Islam composed the song in imitation
of-
Padmadighir dhare dhare oi
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sakhi lo kamala dighira dhare
ami jol nite jai
sokal sajhe sa’i
sakhi, chala kare se mach dhare
ar, cay se bare bare.

In the above two songs, the poet follows
the tone and mood of Yatartha Bhavaiya.
Besides, composed in the tune of Bhavaya-

‘Kucabara Gakan’yare tara meghabaran kesa,
amara laye ya’ore nadi se’i se kan’yara desa

Modern poet Nazrul Islam has captured
the description of ‘daughter’ in addition to melody
and theme in the song. Again, the poet decorated
the beloved of his imagination with the beauty
of the moon, the stars. The rays of the moon slip
on the girl’s body, morning and evening bring
their crimson glow from the feet of the girl. This
decoration is very familiar to Nazrul Islam.

Song of Bede-Bedeni (Jhapan Gan)

Nazrul wrote songs for Jhapan or Bede-
Bedeni.  Life journeys of snakes, Behula-
Laxmindar, Chand Saudagar, Mansa, Bede-
Bedeni are traditional themes of this song.  The
name of this song is Jhapan as it is sung by Bede
to show the snake play by jumping.  Nazrul was
forced to write such songs due to the need of
poetry and writing.  He composed several Bede-
Bedeni songs for the film ‘Sapude’.  The film’s
music director RaichandBaral said in his memoirs
about writing songs for Nazrul’s film ‘Sapude’ -
‘Sapur’s screenplay and dialogues were written
by Kazeeda. Sapur’s stories and lyrics were
written by Kazida. I was responsible for directing
the music. Song in the voice of Bede-Bedni. I
was not that familiar with their lifestyle or music.
I definitely told Kazida about my problem. He
left me in search of Bede-Bedini in village.  ...
After ten days Kazi da came and told with a
loud shout that,  Got it. Then he entered the studio
and said, ‘I have brought all the tunes, listen to

them.’  Then he played all the tunes one by one.
Those were the tunes in the film Sapude, which
became immensely popular.5

How original musical talent can turn a
simple mundane melody into a miraculous melody
is the perfect proof of this in Nazrul’s song
‘Akashe Helan Dee Pahar Ghumay Oi’.6 ‘Halud
Gandar Phul’ ‘Katha Kaibe Na’ - these songs
are chanted from the melody of Bede-Bedeni.
Kazi Nazrul Islam’s contribution is more behind
the popularity of Sapure’s songs. Kazi Nazrul
Islam has been composed several songs based
on the Jhapan class of songs. Aailo baner
bedeni’, ‘ot+hao d+era ebara dure jete habe’, ‘kalar
mandas baniye dao go sasur saodagar’, ‘cikan
kalo beder kumara’, ‘chayachar+a beder dal’,
‘bediya bedeni chut+e ay, sapuriyare bajao’ etc.

Bhatiali

Generally the songs of Bhati region are
called Bhatiali songs. The name ‘Bhati region’
has been derived from the Bangla words Bhata’
or Bhati’. Bangladesh is a riverine country. The
larger rivers like the Ganges and Brahmaputra
and their innumerable tributaries have flowed
over the whole of eastern and southern Bengal;
as a consequence, most of the areas in this region
remain flooded for more than half of the year.
This is why researchers have identified various
parts of Bengal as Bhati. The specialty of this
song is its melody.  The sound of the river flows
far away. The melody of this song is long and
prolonged. Sadness and anguish are expressed
in the melody of the song. The melody of this
song is melancholy.

Bhatiali is one of the few notable genres
of Bengali folk songs, particularly popular in the
riverine areas of East Mymensingh and lower
Sylhet. Bhatiali Katha has to do with going
downstream. The sailors leave the boat towards
the river and sing this song in a long drawn-out
tone. If the boat moves with the current, the
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labor of the sailors is reduced. So they can sing
easily at length. Bhatiali’s subject matter is usually
stories of sailors’ lives, riverside scenes, or love
or parting with sailors as protagonists. But the
sailors are not the only singers of this song, the
farmers or shepherds at rest in the fields - they
also sing Bhatiali tunes. Folk songs are usually
ensemble music, but are sung in a Bhatiali style.

Nazrul also composed several songs in
the style of Bhatiali songs. Sirajddaula’s play
‘ekulabhange o kulaga[eei to nadir khela’, written
in Bhatiali style, created a great stir.  Sachin Dev
Burman’s song ‘padmar d+heure - which is still
remembered today, some Nazrul songs based
on Bhatiali’s style - ‘amar gahin jaler nadi’ o kul
bhanga nadire’’banabihanga jaore ure’ ‘amar
sampan jatrina lay’ ore majhibhai’ ‘kuchbaran
kanyare tor ’ ‘kon bidesera naiya’, ‘ami
moynamoti pari debo’ created a great sensation.
Bhatiali’s influence can be seen in the melody
of the song ‘Shyama Name Velai Chode’.

Examples of folk music-influenced
Islamic songs are— Ore o Dariyar Majhi,
Pubaan Hawa Jao Paschim Jao Kaaba Patha
Boiya, ei sundara phula sundara phal mitha nadir
pani etc.

Conclusions :

Nazrul does not belong to the traditional
genre of folk songs, but he occupies a special
place in this field as well. Generally folk songs
are composed by folk poets. Songs like Bhatiali,
Baul, Jhumur, Sari etc. have been the works of
folk poets for a long time. Nazrul has managed
to occupy a special place in Bengali folk songs
despite not focusing on folk poetry. A genius can
do many things, Nazrul’s folk song is an example
of that. About 150 folk songs composed by Nazrul

are available. Diversity, which is one of the
hallmarks of Nazrul’s music, is reflected in the
folk genre.
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Introduction

Rajasthan has its own rich folk culture
and folk literature. Its oral tradition and literature
reflect the folk culture, traditions, rituals and
laypeople’s life. There are different aspects of
the folk culture of Rajasthan such as folk music,
folk dance and folk theatre forms, folk tales, fairs
and festivals and handicraft of the state. All these
forms are connected to different folk literature.
When it comes to folk literature, Rajasthan has
a treasure trove of folk literature. We have
traditional songs for all the occasions and rituals,
be it festive songs such as Faag songs or Dhamal
songs of Holi festival, love songs like Moomal
and Kangasiyo, different wedding songs for
different wedding rituals. In wedding songs we
have songs like Beera for Mayara and specific
songs of Chak Pujan etc., that too different songs
for each community. We have songs related to
folk tales like Dhola-Maru and Moomal, which
are very popular and connected to laypeople’s
life. In folk theatre we have our own traditional
literature of those tales and songs. The local
artists present these tales and songs through
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Abstract

Rajasthan is a state with a rich and diverse cultural heritage. It is one of the most diverse
regions in the world, and it is also a place of great cultural significance. Rajasthan has a
treasure trove of folk traditions and folk literature. The oral traditions of Rajasthan,
comprising folk music, folk songs, folk dance forms, folk theatres, epics, and proverbs, are
an integral part of the cultural fabric of the region, providing insights into the region’s
history, social customs and belief systems. This paper aims to highlight the significance of
the relationship and impact of oral traditions and folk literature in this captivating
Indian state.

Keywords: Folk music, Culture, Literature, Oral traditions, Folk traditions, Folk literature.

Methodology: The descriptive-evaluative method has been mainly used in this paper. This review based
study is supported by secondary source of data e.g. journals, books, articles and websites.

different theatres e.g. Rammat (Shekhawati),
Khayal (Mewat), Phad, Tamashas and Leelas
etc.

Rajasthan, the enchanting land of vibrant
colors and majestic palaces, boasts a rich
tapestry of oral traditions that have been passed
down from generation to generation. These oral
traditions, comprising folk music, folk songs, folk
dance forms, folk theaters, epics, and proverbs
are an integral part of Rajasthani culture,
providing insights into the region’s history, social
customs, and belief systems. Folk refers to the
traditional customs, beliefs, stories, songs, and
practices of a particular community, region, or
group. It encompasses the cultural expressions
and artistic creations that are passed down orally
or through customary practices from one
generation to another. Folklore includes folk
music, folk tales, traditional folk dances, and other
elements that reflect the shared heritage and
identity of a specific culture or society.  On the
other hand, literature is typically written works,
that  are expressions of ideas, emotions,
experiences,  and cultural elements. It
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encompasses a wide range of written or spoken
material, such as novels, poetry, short stories,
plays, essays, and other forms of written
expression. Literature serves to communicate,
entertain, and explore various themes, often
reflecting societal, historical, or philosophical
aspects. It can be both fictional and factual, and
it often holds artistic, linguistic, or intellectual
value, contributing to the cultural and intellectual
wealth of a society.

When it comes to folk literature, refers
to the oral traditions of a particular community
stories, myths, legends, proverbs, songs, and other
narratives that are passed down orally in a
specific community, region, or culture. These
stories are typically not written down but are
transmitted from one generation to another
through oral tradition. Folk literature
encompasses a wide variety of traditional
folktales, often reflecting the values, beliefs,
customs, and history of the society from which
they originate. It includes folk tales, fairy tales,
myths, fables, legends, and other narratives that
are often used to entertain, educate, or pass along
cultural wisdom. These stories might involve
supernatural elements, heroes, moral lessons,
and explanations for natural phenomena, and they
vary across different cultures, offering insights
into the collective imagination and traditions of
diverse societies. Folk literature tends to evolve
as stories are retold, adapting to the cultural
context and the storyteller’s interpretations.

Rajasthani oral traditions, highlighting
their significance, themes, and the impact they
have on preserving the cultural heritage of this
captivating Indian state. The oral traditions of
Rajasthan hold immense significance in the
cultural fabric of the region. These oral narratives
serve as a means of transmitting knowledge,
values, and historical accounts. Rajasthani oral
traditions surround various themes and genres
that reflect the diverse aspects of Rajasthani life.
Oral traditions are called oral because there is

nothing classically written and followed but it
comes from mouth to mouth and passed through
generations. 

Rajasthani folk literature is a rich and
diverse tapestry of oral and written narratives
that originates from the state of Rajasthan. This
region has a vibrant cultural heritage, and its folk
literature reflects the traditions, customs, and
history of the people of Rajasthan. Rajasthani
folk literature includes various forms of
expression, such as folk tales, folk songs,
proverbs, and legends. It is often passed down
through generations orally. Some notable
features of Rajasthani folk literature include:

1. Folk tales : Rajasthani folk tales are a
significant part of the state’s literary heritage.
They often revolve around local legends,
myths, and historical figures. These stories
are used to entertain, educate, and preserve
cultural knowledge (Sharma, 2019).
Premakhyan is a huge category of love
stories from Rajasthan. Dhola-Maru,
Mahendra-Moomal, Nihalde-Sulatan, and
Jetha-Oojli are some of the most popular
love stories of Rajasthan. Prominent writer-
editor Mr Vijaydan Detha known as ‘Bijji’
has compiled many folk tales in his
book ‘Baatan  ri  Fulwari’  (The  garden  of
tales). In Rajasthan, many folk songs and
folk theatre performances are based on or
around these epic tales. Plenty of Rajasthani
romantic songs give examples of Dhola-
Maru’s love or Moomal’s beauty in many
folk songs. 

2. Folk Songs : Rajasthan is known for its
rich musical traditions, and folk songs play a
crucial role in conveying the culture and
heritage of the region. Different types of
folk songs are sung during various occasions
and festivals. Rajasthan’s folk music is an
integral part of its oral traditions and reflects
the vibrant and diverse culture of the state.
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It is deeply rooted in the lives of the laymen
and is often accompanied by traditional
dance forms. Here are some popular forms
of Rajasthani folk music:

a. Maand : One of the most popular music
genres is the “Maand”, a traditional form
of Rajasthani music accompanied by
lyrical narratives. It is similar to the
thumri and the ghazal (Rajurkar, 1982).
These songs often depict themes of love,
longing, and the beauty of nature. The
singing is often accompanied by
traditional musical instruments such as
the sarangi, algoja, dholak, and other
string or percussion instruments.  Some
of the very well-known Mand singers
are Padma Shri Allah Jilai Bai from
Bikaner, Mangi Bai Arya from Udaipur
(Sangeet Natak Akademi Award in Folk
Music), and Gavari Bai from Jodhpur
(Sangeet Natak Akademi Award in Folk
Music), Begham Batool from Jaipur
(Nari Shakti Puraskar in Bhajan & folk
music). Kesariya Balam Mand is the
most famous Mand song ever. Some
other famous Mand songs are Saina ra
Bayaria, Moomal, Kalali, Kurja, Dal
Badal, etc (Shaya, 2019). Mand is also
accepted in Classical music as a Raaga.
Raag Mand is a beautiful Raaga,
originating from Bilawal Thaat and its
Jaati is Sampoorna. The motion of this
Raaga is Vakra.     

b. Bhajans and Banis : Rajasthan has a
rich tradition of devotional music,
bhajans (devotional songs) and banis are
an essential part of the musical culture.
These songs are dedicated to various
deities and folk heroes and are sung
during religious ceremonies and festivals
e.g. Chirjava, Harjas, Ratijoga songs
(Samaur, 2022). Harjas is known to be

a very important folk devotional music
genre which is mostly known as songs
performed in the Dangadi (devotional
musical night) organized after death.
Harjas songs are mostly folk bhajans,
simran and baanis (hymns), primarily
based on devotional stories related to
lord Rama and Krishna, Ramlilas and
local deities (Samar, 2003). 

c. Langas and Manganiars : Langas and
Manganiars are two prominent
communities of traditional musicians
in Rajasthan. They are hereditary
musicians who have preserved their
musical heritage for generations. The
Langas usually sing in a high-pitched
voice and play the sarangi, while the
Manganiars sing and play the kamaicha,
a bowed string instrument. Manganiars
live in some areas of Barmer,Jaisalmer
and Jodhpur. More dependent on the
Jajmani system. Since the male singing
of Manganiars is very famous, but
female singing had great importance
among them too, which could not reach
to the world. The new generation in
the Manganiar community is unfamiliar
with the classic tone. There are still few
old singers who sing the traditional
compositions e.g.  rare songs like
Angoothi, which is based on story illusion
from the dunes of Rajasthan and song
Amar Singh Rathore is a bravery song
based on a warrior. Such songs are
becoming rare for the generations now. 
Langa singing is basically based on
Sindhi Muslim musicians. Badnava Jagir
is the main village of Langas. They sing
Sindhi songs, which include the Kalam
of Sindh’s famous poet Shah Abdul Latif
Bhitai. This is a beautiful hybrid of
Sindhi-Rajasthani music and language
here.
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d. Terahtaali: Terahtaali is a folk music
form in which female performers sit and
rhythmically play thirteen chimes while
singing devotional songs. This traditional
art form is associated with the Kamada
community in Rajasthan. The Terahtali
dance is performed to pay homage to
their hero Baba Ramdev. While
performing the dance, women sit on the
floor in front of the image of Baba
Ramdev.

e. Chang Dhamal: Chang is a traditional
musical instrument resembling a type of
harp and is often associated with the
Dhamal genre of folk music. Chang
Dhamal involves singing accompanied
by the Chang instrument, and the lyrics
generally encompass various themes,
including local deities, historical tales,
love, and cultural anecdotes.

f. Bhopa-Bhopi Songs: Bhopas and
Bhopis are traditional priest-singer pairs
in Rajasthan who perform narrative
Phads, often recounting tales of local
deities, historical events, and legends.
Their performances are an essential part
of the region’s oral tradition. Some very
famous Phads are Pabuji, Ramdev
Baba, and Devnarayanji Phads. They
perform these historical songs while
playing Rawanhatha. In Shekhawati and
some other regions, Bhopas sing with
Matkas which are called Pubuji ra
Maata. Each singing style has its unique
characteristics, instruments, and themes,
reflecting the diverse cultural tapestry
of Rajasthan. These forms of music
continue to be an integral part of
Rajasthan’s folk music heritage,
preserving and passing down the
region’s cultural narratives and
traditions.

3. Rajasthani Folk Music : is known for its
vibrant melodies and expressive lyrics,
reflecting the cultural heritage of the region.
These folk songs and lyrics often touch upon
various themes, such as love, nature,
historical events, daily life, and celebrations
(Samar, 2019). The lyrics are usually sung
in the local dialects of Rajasthan and carry
the essence of the state’s cultural traditions.
Some categories of folk songs are as below:

a. Celebrations Songs : Rajasthan is a
state of fairs and festivities and different
traditions and rituals. Many songs are
dedicated to celebrations of festivals,
weddings, and other joyous occasions.
These songs often describe the cultural
rituals, customs, and happiness
associated with these events. These
songs are often accompanied by
traditional musical instruments such as
the sarangi, algoja, dholak, and other
string or percussion instruments. The
music and lyrics combine to create a
lively and colorful representation of
Rajasthan’s rich cultural heritage. In this
folk treasury, we have songs for every
festival, occasion, and ritual.

b. Festive Songs: Some songs related to
different festivals are Faag, Lor, Chang
Dhamal, Teej songs, Diwali songs,
Sawan songs, etc.

c. Songs for different Rituals Songs:
Rajasthan is very rich when it comes to
traditions and rituals, there are songs for
every ritual from birth to death. They
have so many categories. You find the
same songs in many regions but lyrics
change according to dialects and cultural
changes regionally. 

 Songs related to childbirth: The
songs of conception, Jachha,
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Pomcha, Lori, Halariyo, Jhadoolo,
Ghooghri, etc. are performed during
different stages of pregnancy and
childbirth. Pomcha and Jacha are
for the mother and Loris, Ghooghri,
and Jhadoolo are for the children.
Halariya is a category of birthday
songs. 

 Wedding Songs: Weddings have a
lot of rituals involved so penty of
songs are there for different
wedding rituals like Bindayak,
Banna-Banni, Pithi-Haldi, Mayra,
Mehndi, Bandoli, Badhawa,
Seenthano, Toran, Fera, Seekh, Jua-
Jui, Kaaman, and all the other rituals
related to the wedding etc.

d. Family Songs : Supno, Nanad-Bhojai,
Derani-Jhethani, Mandana songs, etc.
are family songs, that women sing at
home while doing house chores or any
way (Kothari, 1999). 

e. Love and Romance Songs : Like in
many folk music traditions, Rajasthani
folk songs often explore themes of love,
romance, and the emotions surrounding
relationships. This category has a huge
number of songs including many Mand
songs. Many songs have stories of the
epic love stories of Rajasthan. E.g.
Kurja, Kesariya Balam, Olu etc.  

f. Nature and Climate Songs :
Rajasthan’s diverse climatic conditions,
extremities, and natural beauty often
find a place in folk song lyrics. They
depict the deserts, colorful desert flora
and fauna, and the unique lifestyle that
stems from this environment. Rajasthani
songs mention a lot of words and
phrases coming from this climate like
Dhora (dunes), Khejdi, Babul, Rohida

(desert plants), Chirmi, Nimbodi, Jeero,
Podino, and lyrics based upon different
seasons and weathers. Rajasthani songs
are very much influenced by the rainy
season. We can often see words like
Sawan, Meh, etc in many songs.

jktLFkkuh yksd xhr %

fur cjlks] esgk ckxM+ es A fur cjlkså

eksB&cktjks&okxM fuius

xgwaM+k fuitS [kknj es A fur cjlkså

ewax^j paoyk ckxM+ fuits

toM+k fuits [kknj esa A fur cjlkså

VksM&VksfM;k ckxM+ fuits

cSY;k fuits [kknj es A fur cjlkså

HksM&ckdjh ckxM+ fuitS A

HkSL;k fuitS [kknj es A fur cjlkså

g. Heroic Tales and Legends Songs :
Folk songs might narrate stories of local
heroes, historic events, or legends
specific to the region. These songs serve
as a way of preserving and passing
down cultural history and heritage. For
eg. Ghudla songs from Marwar, in
which young girls place a small Mataka
(ghudla), having holes and diya in it, on
their head and sing in memory of King
Satal, who died saving young girls from
Ghudla Khan.

h. Work songs : There are songs
associated with various traditional
occupations, such as farming, weaving,
craft-making, etc., which encapsulate
the daily lives and routines of the people,
eg .Teja, Bhanat, Jeero and Lawani
etc. 

 Bhanat songs: These songs are
performed (read by Bhanatiya) at
the event of Lhas. Lhas is an event
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where villagers invite their friends
and relatives to come over and help
them finish the work like harvesting
etc. At this event, they sing along
these songs while working. The
event ends with a feast of Ghee and
Dal baati. These songs are mostly
devotional songs, performed by
Bhanatiya (Bhanat singer) along
with the sound of ghunghru.

 Teja songs: Teja songs are sung by
farmers while farming. 

 Panihari songs: these songs are
often sung by women while fetching
water from wells or ponds. The
lyrics of Panihari usually revolve
around love, separation, and the
everyday lives of women. The
rhythms and melodies are simple
and soothing, reflecting the laborious
yet graceful life of women in
Rajasthan.

4. Epic Narratives : The Rajasthani folk
literature includes epic narratives that
recount the heroic deeds and adventures of
legendary figures. The ‘Padmavat’ by Malik
Muhammad Jayasi is one such epic that tells
the story of the legendary queen Padmavati
(Sanskarta, 2014).

5. Proverbs and Folk Wisdom : Proverbs
and wise sayings are an essential part of
Rajasthani folk literature. They offer insights
into the wisdom and values of the local people
and are often used to convey moral lessons.

6. Ballads and Legends : Rajasthan is known
for its ballads and legends that recount the
stories of local heroes, warriors, and
historical events. These narratives often
blend history and folklore.

7. Folk Theatre : Folk theatre is integral to

Rajasthani culture and is considered a form
of folk literature.  They often depict
traditional stories and legends. Katputli,
Rammat, Khayal, Phad, Kawad, Ramlila, etc
are some of the most popular folk theatres
in Rajasthan, and these performances are
generally based on epics and folk tales. Some
very famous theatres are Hadau Meri ri
Rammat, Amarsinghri Rammat, Khayal and
Nautanki, Pabujiri Phad, Lalsot Khayal,
Geendhar etc. Rajasthani folk literature is
an important part of the state’s cultural
identity and serves to preserve and pass
down the unique traditions and values of the
region from one generation to the next. 

The relationship between folk culture
and folk literature is intricate and deeply
intertwined. Folk culture and folk literature both
represent the shared heritage and traditions of a
particular community or region. While folk
culture encompasses the customs, beliefs, music,
dance, theater, and oral traditions passed down
orally or through customary practices, folk
literature refers specifically to the oral narratives
such as folk tales, legends, songs, proverbs, and
epics that are part of this cultural heritage.

In the case of Rajasthan, the enchanting
land with a vibrant culture, folk culture, and folk
literature are deeply interconnected. The oral
traditions, including folk music, dance forms, folk
theater, and various narratives like folk tales,
epics, and proverbs, are integral to the cultural
fabric of the region. These oral traditions serve
as a means of transmitting knowledge, values,
historical accounts, and entertainment, thus
preserving the unique cultural identity of
Rajasthan.

Folk literature, such as folk tales and
epics, is a subset of folk culture. The folk tales,
songs, proverbs, and narratives form an essential
part of Rajasthan’s folk literature, reflecting the
values, beliefs, customs, and history of the
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society. They are often used to entertain, educate,
and pass along cultural wisdom, contributing
significantly to the preservation and transmission
of the cultural heritage of Rajasthan.

Folk music, stories, and other oral
traditions are not only a form of cultural
expression but also a means of transmitting
historical knowledge and social values from
generation to generation. Folk literature and folk
culture in Rajasthan play a crucial role in
preserving the rich and diverse traditions and
customs of the region. These elements
collectively contribute to the cultural wealth of
the society and provide insights into the collective
imagination and traditions of the people.

Conclusions :

In the complex tapestry of Rajasthan’s
cultural heritage, the interplay between folk
culture and folk literature stands as a testament
to the depth of the region’s traditions. The
relationship between folk culture and folk
literature is a symbiotic one, intricately woven
into the very fabric of the state’s identity.
Rajasthan’s oral traditions, manifested through
folk music, dance, theatre, and narratives, offer
a panoramic view into the diverse customs,
beliefs, and historical accounts of the region.

Folk culture, encompassing the beliefs,
customs, and oral traditions passed down through
generations, is inherently connected to folk
literature. The stories, songs, proverbs, and epics
form the core of Rajasthan’s folk literature,
serving as repositories of the society’s values,
history, and cultural wisdom. These narratives,
transmitted orally, not only entertain and educate
but also play a vital role in preserving and passing
along the distinct cultural identity of Rajasthan.

The vibrant folk music, tales, and other
oral traditions in Rajasthan are not mere
expressions of cultural richness but also serve
as conduits for the transfer of historical

knowledge and societal values. The preservation
of these elements of folk culture and literature
plays a pivotal role in safeguarding the region’s
diverse traditions and customs, contributing
significantly to the cultural wealth of the society.
They offer profound insights into the collective
imagination and traditions of the people, reflecting
the essence of Rajasthan’s heritage.

The intricate relationship between folk
culture and folk literature in Rajasthan remains
integral to the preservation and perpetuation of
the state’s unique identity. Through their interplay,
these oral traditions and narratives continue to
be a living testimony to the rich tapestry of
Rajasthan’s history, social customs, and cultural
beliefs, ensuring their legacy endures and thrives
across generations. As such, the enchanting oral
traditions of Rajasthan, through folk culture and
literature, stand as invaluable guardians of the
state’s profound cultural heritage.
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ifjp;

HkfDr dkO; ds yksdfiz; Lojksa esa ehjk¡ckbZ] lwjnkl
vkSj dchj izeq[k jgs gSaA eq[;r% d̀".k dh HkfDr esa ljkcksj
inksa ds fy, fo[;kr ehjk¡a dh dforkvksa esa vlkèkkj.k
fofoèkrk gS! ijUrq muds uke ds lkFk tksM+h tk jgh cgqr
gh de dfork,a 16oha ,oa 17oha lnh dh ik.Mqfyfi;ksa esa
fo|eku gSA mudh thouxkFkk csgn eeZLi'khZ gS] ftls
loZizFke laHkor% ^HkDreky^ esa izLrqr fd;k x;k gSA
HkDreky mÙkj Hkkjr ds larksa dk vkt lcls Kkr thou
pfj= gS ftldh jpuk laHkor% 17oha lnh ds izkjEHk esa
ukHkknkl us dh FkhA vU; lHkh fooj.kksa dh rjg HkDreky

ehjk¡ % ifjoÙkZu ,oa Økafr dh laxhre; xkFkk

MkW- fouhrk uk;j· · MkW- fiz;adk vk;kZ·

lkjka'k

izkjafHkd dky ls gh euq"; us laxhr ds ekè;e ls vius Hkkoksa dks vfHkO;Dr djus dk iz;kl
fd;k gSA HkfDr dky esa laxhr tuekul rd bZ'ojh; psruk igq¡pkus dk l'kDr ekè;e jgk gSA lwjnkl]
dchjnkl] jSnkl] ehjk¡ ,oa vU; HkfDrdkyhu dfo;ksa us viuh jpukvksa esa laxhr dk lQyrk iwoZd iz;ksx
fd;kA dof;f=;ka Hkh bl iz;ksx ls ihNs ugha jghaA buesa ehjk¡ ckbZ dk uke izeq[krk ls fy;k tkrk gSA

ehjk¡ dks thou esa 'kk'orrk dh ryk'k Fkh D;ksafd] ehjk¡ vius le; dh foijhr lkekftd]
jktuSfrd ,oa ikfjokfjd ifjfLFkfr;ksa ds vR;ar dVq vuqHkoksa ls xqt+jh FkhaA psruk ds mPpre Lrj ls
ns[kus ij lekt esa O;kIr tks cqjkbZ;k¡ mUgsa nf̀"Vxkspj gksrh Fkha] ehjk¡ us mUgsa fuHkhZdrk ls vius dkO;
esa LFkku iznku fd;kA

dkO; dh tfVyrk dks ljy cukus ds fy, ehjk¡ us dkO; dks laxhr esa <kydj] tu&ekul
rd igq¡pkus dk mRd̀"V dk;Z fd;kA izdV :i esa ehjk¡ us vius thou ,oa lekt esa O;kIr vusd
ijEijkvksa ,oa jhfr&fjoktksa dks u dsoy rksM+k vfirq leLr L=h tkfr ,oa lekt dks tkxr̀ djus dk
iz;Ru Hkh fd;kA ehjk¡ LokoyEch fuHkhZd L=h Fkha( ftlus ;g dgus dk iz;kl fd;k fd iq#"k ds leku
gh L=h Hkh loZizFke euq"; gS vkSj mls Hkh thou ds vFkZ dks izkIr djus dk vfèkdkj gSA yksd laxhr
,oa Hktuksa us ehjk¡ dh HkfDr dks ekèkq;Z Hkko ds lkaps esa j[k fn;k gSA ehjk¡ dh igpku :<+h cu xbZ gS
vkSj vc og :idksa esa lhfer dh tk jgh gSA

bl 'kksèk&i= esa ;g n'kkZus dk iz;kl fd;k tk,xk fd izse ,oa HkfDr esa vkd.B Mwch gqbZ
ehjk¡ ,d fonzksgh lkeUr L=h Hkh Fkha] ftlus viuh fodflr psruk ds vkyksd esa lekt dks tkxr̀ djus
dk iz;Ru fd;kA

ladsrk{kj % 'kk'ork] psruk] :<h] lkear] L=h] fuHkhZDrkA

çfof/k % izLrqr 'kks/k&i= esa f}rh;d ek/;eksa ls lgk;rk yh xbZ gSA

· vflLVsaV izksQslj] jktuhfr foKku foHkkx] jktLFkku fo'ofo|ky;] t;iqj
· · vflLVsaV izksQslj] n'kZu'kkL= foHkkx] jktLFkku fo'ofo|ky;] t;iqj

us Hkh mUgsa ,d ,slh jktiwr jkuh ds :i esa izLrqr fd;k
gS] tks cpiu ls gh d"̀.k HkfDr esa bruh Mwc xbZ Fkha fd
Lo;a dks mudh iRuh eku cSBh FkhaA blfy, bl txr esa
gq, vius fookg dks og xkS.k ekurh FkhaA bl izdkj og
Lo;a dks cztHkwfe dh xksfi;ksa esa 'kkfey ekurh FkhaA og èkeZ
ls feys vius ifjokj dks R;kxdj ml vyx ifjokj esa
lfEefyr gksuk pkgrh Fkha] tks muds izHkq ds xq.kksa dk xk;u
djrk FkkA bl dkj.k mUgksaus vius lkaLkkfjd ifjokj ls
'k=qrk eksy ys yh FkhA1

ehjk¡a dks izLrqr djus ds fy, ^HkDreky^ ml
dfork ls izkjEHk djrkgS ftlesa ukHkknkl us ehjk¡¡ ds thou
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ds izeq[k izlax dks mtkxj fd;k gS %

yksd ykt dqy&Jà[kyk rft ehjk¡a fxfjèkj Hkth

ln'̀k xksfidk izse izxV dfytqxfga fn[kk;ks

fujvadq'k vfr fuMj jfld tl jluk xk;kS

nq"Vfu nks"k fcpkfj eR̀;q dks mfn~ne dh;kS

ckj u ck¡dkS Hk;ks xjy ve`r T;ksa ih;kS

HkfDr fulku ctk; dS dgw rs ukfgu yth

yksd ykt dqy&J̀a[kyk rft ehjk¡¡ Jhfxjèkj HkthA

in dh igyh iafDr ijaijkxr 'kkyhurk vkSj
d̀".k dks Hktus esa vkus okys O;oèkku dks mtkxj djrh gSA
nwljh iafDr ;g iqf"Vr djrh gS fd ehjk¡ dk thou ml
ruko dks n'kkZrk gS ftUgsa xksfi;ksa dks lkaalkfjd Lrj ij ;k
fganw voèkkj.kk ds vuqlkj bl iru'khy lalkj esa Hkqxruk
iM+k Fkk] ftlds ge Hkh vax gSaA blds ckn ehjk¡ ds fuHkhZd
yksdykt ls eqDr O;fDrRo dk bl rjg mYys[k fd;k
tkrk gS ekuksa og muds xk;u ls mHkjrk gksA dfork blds
i'pkr~ mudh fuHkhZdrk dkcM+k mnkgj.k izLrqr djrh gS]
ftlesa os vius ifr ;k llqjky okyksa dh vksj ls Hksts fo"k
dks ih tkrh gSa ekuksa mudh fuHkhZdrk ds izHkko esa fo"k Hkh
ver̀ cu x;k gksA dfork blh Hkko esa lekIr gksrh gS vkSj
muds fuckZèk HkfDr&laxhr dk mYys[k djrs gq, mlds
izHkko dh vksj è;ku vkd"̀V djrh gS fd mlus lkèkkj.k
uSfrdrk ds cUèkuksa dks fNUu&fHkUu dj fn;kA

ehjk¡ dh Hkko psruk esa Lodh;k&ijdh;k dk
}Un fn[kk;h nsrk gSA HkDr vkSj Hkxoku ds v}Sr ,oa
}Srokn dh eu%fLFkfr ftl rjg larksa esa ǹf"Vxr gksrh gS]
mldk gydk vkHkkl ehjk¡a esa Hkh gSA ehjk¡ dh eèkqj HkfDr
esa izs;lh vkSj ifj.khrk Hkkoksa dk vn~Hkqr lkeatL; gSA ehjk¡a
iwjh rjg ls vgadkj R;kxdj d"̀.k ls tqM+us dh ps"Vk
djrh gSA2

;|fi ehjk¡ fookg ugha djuk pkgrh Fkha fQj
Hkh mudk fookg esokM+ esa egkjk.kk lkaxk ds T;s"B iq=
Hkkstjkt ls dj fn;k x;k FkkA bl lanHkZ esa ehjka ds inksa
dh ;g iafDr;ka vkRelk{; vkSj egRoiw.kZ gks tkrh gSa &

ekbZ jh eSa rks liuk esa ij.;ks xksikyA

efr djks Egkjh C;ko lxkbZ] D;wa ckaèkks tatkyAA3

llqjky tkrs le; mUgksaus d"̀.k dh ewfrZ ds
vfrfjDr dqN Hkh lkFk ys tkus ls bUdkj dj fn;k FkkA
^HkDreky^ esa fiz;knkl fy[krs gSa fd llqjky igq¡pus ij
mUgksaus fgUnw&izFkk ds vuqlkj viuh lkl ds vkxs vkSj
dqy nsork ds vkxs Hkh flj >qdkus ls euk dj fn;k FkkA
Lo;a dks iwjh rjg d"̀.k dks lefiZr dj nsus dh ehjk¡a dh
Hkkouk ds dkj.k muds ikfjokfjd fj'rksa ij Hkh vk¡p vk
xbZ FkhA ehjk¡us lkèkqvksa ds lax viuk ,d vyx ifjokj
cuk fy;k FkkA ijUrq jk.kk dh ukjktxh dks ns[krs gq,
muds Øksèk ds Hk; ls mu lkèkqvksa us ehjk¡a ds ikl vkuk
NksM+ fn;k tks izk;% muds bnZ&fxnZ tek gksrs FksA bl
?kVuk ls le>k tk ldrk gS fd lnSo Hkxoku ds Hktu
xkrs jgus okyksa esa Hkh izk;% oSlh fuHkhZdrk ugha gksrh tSlh
bl rjg dk thou thus okyksa esa gksuh pkfg, ijUrq HkfDr
lPph gks rks ;g fuHkhZdrk Lor% vk tkrh gSA ehjk¡ ds
lRlax esa vc dsoy d"̀.k jg x;s Fks ijUrq og vkuafnr
vius èkqu esa eXu jgrh FkhaA muds pfj= ij Hkh vaxqyh
mBkbZ xbZ ijUrq og ugha fMxhA

ehjk¡ dh ;g fuHkhZdrk gh mudh lPph HkfDr
vFkkZr~ 'kk'or lR; ds izfr muds vuqjkx dk izek.k gSA
iq:"k lÙkk dks pqukSrh nsus okyh ehjk¡ dsoy Hkkoqd gh ugha]
rkfdZd Hkh gSaA ;g ckr ̂HkDreky^ esa of.kZr bl ?kVuk ls
Li"V gks tkrh gS] tc ehjk¡a dks òankou esa nk'kZfud tho
xksLokeh ls feyus ugha fn;k tkrk D;ksafd mUgksaus fdlh Hkh
L=h dh laxfr ls ijgst dk ladYi ys j[kk FkkA ehjk¡a mUgsa
lans'k Hkstdj ;kn fnykrh gSa fd oankou esa iq#"k ,d gh
gS& Jh d"̀.k] ckdh lc mudh lf[k;k¡ gSA ,slk og
blfy, dgrh gSa D;ksafd HkfDr esa ukjh Hkko dh izèkkurk gSA
HkDr ¼;fn iq#"k Hkh gks½ izHkq ds le{k xksih] lf[k ;k nklh
Hkko ls leiZ.k djrk gSA HkDr ds fy, izHkq dks Lokeh eku
iw.kZ 'kj.kkxr gks tkuk vko';d gS vkSj ;g L=;.k òfÙk
ekuh tkrh gSA 'kkjhfjd :i ls L=h ;k iq#"k gksuk xkS.k
gS] L=;.k Hkkoksa dk gksuk vko';d gSA ehjk¡a dk fopkj Fkk
fd lRlax ,d [kqyk eap gS tgk¡ L=h vkSj iq#"k leku gSA
HkfDr ds ekè;e ls lR; ¼bZ'oj½ esa foyhu gksus dk nksuksa
dks leku vfèkdkj gSA og lekt ds ijs O;fDr dh psruk
ds fodkl dks egRo nsrh FkhA ehjk¡ ds dkO; esa >ydrs
muds O;fDrRo ls ;g Li"V gksrk gS fd og HkfDr ekxZ esa
fdlh inkuqØe] Hk; vkSj ladksp dks LFkku ugha nsrh FkhaA
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ehjk¡ dgrh gSa&

pksjh djka u ekjxh] ugha eSa d:a vdktA

iqUu ds ekjx pkyrk¡] >d ekjkS lalkjAA4

bl in ls ehjk¡a dk lekt ds izfr fonzksgh LoHkko
izdV gksrk gSA og dgrh gSa fd ;fn lalkj HkDr dks dsoy
L=h ;k iq#"k :i esa ns[krk gS rks ,sls lalkj dks egRo nsuk
vko';d ugha gS D;ksafd iq.; fyax@'kjhj vkèkkfjr ugha]
deZ vkèkkfjr gksrk gSA

ehjk¡a us lekt esa bl izdkj dk cnyko xhfr
dkO; ds ekè;e ls ykus dk iz;kl fd;k vFkkZr~ laxhr bl
cnyko dks ykus dk izeq[k lzksr cu x;kA u dsoy ehjk¡a
ijUrq muds i'pkr~ vU; yksd xk;dksa us Hkh ehjk¡a ds
Hktuksa ,oa inksa dks yksd laxhr ds èkkxksa esa fijksdj
tu&ekul ds le{k j[kkA

ehjk¡ ds dkO; esa xhfr rRo

euq"; dk lq[k&nq%[k izk;% xhr ,oa dkO; ds
ekè;e ls O;Dr gksrk gSA ehjk¡dk dkO; fo'kq) :i ls xhfr
dkO; gSA ehjk¡ ds xhr Hkkjrh; ijEijk esa bl Lrj rd
viuk vuqie LFkku j[krs gSa fd fHkUu&fHkUu izns'kksa esa
vyx&vyx èkquksa esa] mudk :ikUrj.k gqvk gSA

ehjk¡ ds xhfr dkO; esa gesa] muds ifr ds
vlkef;d fuèku dh ihM+k] jk.kk }kjk lrk;s tkus dh ihM+k]
lrhRo dh j{kk dh pqukSfr;ksa dh ihM+k] cM+s egUrksa }kjk
frjLdkj dh ihM+k ,oa lkalkfjd ;krukvksa dh ihM+k dk
vuqHko gksrk gSA ehjk¡ ds xhrksa esa vkRekfHkO;fDr izèkku gS
ysfdu mudh vkRekuqHkwfr esa ukjh ek= dh ihM+k dk
lekos'k gSA ihM+k dh futrk gksrs gq, Hkh ;g dgk tk
ldrk gS fd ml ihM+k dk lkèkkj.khdj.k laHko gSA5

ehjk¡ ds xhrksa esa lf{kaIrrk dk fof'k"V xq.k gSA
og ftl Hkko dks mBkrh gSa] vkfn ls var rd mlh dk
fuokZg djrh gaSA ehjk¡ vius xhrksa esa vyx&vyx rjg ds
}Un rFkk rukoksa dks :ikf;r djrh gSaA

lalkj ds yksx ehjk¡ dks dVq opu lqukrs gSa]
fuUnk djrs gSa] ekjus dk miØe djrs gSa] u'oj oLrqvksa
ds izfr izyksHku nsrs gSa] vLFkk;h lEcUèkksa dh nqgkbZ nsrs gSa]
bu lcds foijhr ehjk¡ d"̀.k dk eèkqj opu lqukrh gSa]

HkDrksa dh j{kk ds fy, dr̀&ladYi d"̀.k dh vkè;kfRed
lkaRouk dk fo'okl ikrh gSaA vfouk'kh ,oa okLrfod
vkuUnnkrk ifr dk lius esa oj.k djrh gSa] u'ojrk dks
R;kxdj 'kk'or lq[k rFkk lacaèkksa ds izfr vklDr gksrh gSaA
vU; HkDr dfo;ksa dh rqyuk esa ehjk¡ dk }Un mudk Hkksxk
gqvk ;FkkFkZ gS] ns[kk gqvk ugha] vr% xhrksa dh ekfeZdrk dk
jgL; Hkh ;gh gSA

izks- lh-,y- izHkkrehjk¡ ds xhfr rRo dks dfo ds
O;fDrRo dh izR;{k O;atuk ekurs gq, fy[krs gSa fd ̂ ^ehjk¡
esa rks oS;fDrdrk vkSj vkRexrrk cgqr vfèkd gS] ij
mudk ;g oSf'k"V; oSfp=~; dh lhek dh vksj dgha ugha
c<+kA mudh laosnu'khyrk loZ= O;kid ekuoh; Lrj dh
gSA blfy, tgka mudh oS;fDrdrk muds inksa dks ekfeZdrk
iznku djrh gSa] ogha ewyHkwr vuqHkwfr;ka mUgsa yksd laoS| Hkh
cuk nsrh gSA xhr esa laxhr dk lgt lekos'k ehjk¡ ds inksa
dh fof'k"Vrk gSA6 MkW- izHkkr vkxs fy[krs gSa fd ehjk¡ dh
ekr̀Hkk"kk ekjokM+h vkSj cztHkk"kk esa dkQh lkE; gS] vr% ;g
dgk tk ldrk gS fd ehjk¡us jktLFkku esa izpfyr dkO;
xkFkk fMaxy ftldk mÙkjorhZ :i cztHkk"kk gS] dkO; Hkk"kk
ds :i esa xzg.k fd;k] ,oa }kfjdk izokl ds le; tulkèkkj.k
dh lqfoèkk ds fy, xqtjkrh esa Hkh inksa dh jpuk dhA ehjk¡
ds xhfr dkO; dh ,d fof'k"Vrk ;g Hkh gS fd og peRdkj
dk lgkjk ugha ysrh cfYd thou ,oa lalkj dh u'ojrk
dk fp= [khaprh gSA7 vFkkZr~ ekjk¡ dk dkO; cgqfo/k yksd
:fpxr Fkk A

ehjk¡ ds xhfr dkO; esa L=h foe'kZ ifjorZu ,oa
Økafr dk lzksr

L=h foe'kZ eq[; :i ls mÙkj vkèkqfud ;qx dk
,slk oSpkfjd ukjh vkanksyu gS ftlesa Kku vkSj vè;;u
ds fofHkUu vuq'kkluksa esa ikfjokfjd] lkekftd ,oa jk"Vªh;
thou esa L=h dh mifLFkfr] izfrHkkfxrk] lg;ksx vkSj
mlds egRo dh foospuk ,oa LFkkiukvksa ij è;ku dsfUnzr
fd;k tkrk gSA L=h ,oa iq:"k ds eè; ds la?k"kZ esa ;|fi
nksuksa ds fgr vyx&vyx ugha gksrs] fgr fudk; ,d gh
gksrk gS ijUrq L=h dk la?k"kZ iq#"kksa ls vfèkd gh jgrk gS
D;ksafd izR;sd fudk; esa vkfèkiR; iq#"kksa dk gh jgrk gSA
fonzksg ds Loj ls vksr&izksr efgyk dks lnSo lekt fojksèkh



[ 245 ]

Lrkse 2024 ¼fo'ks"kkad&2½
gh ekuk tkrk gSA8 L=h&foe'kZ ds ifjizs{; esa ;fn ehjk¡ ds
dkO; dk ewY;kadu fd;k tk;s rks cgqr ls ldkjkRed lw=
feyrs gSaA ehjk¡us jktlÙkk dks pqukSrh nh FkhA eè;dkyhu
ifjos'k esa ftu lkeUrh vkn'kksZa ,oa cUèkuksa esa ukjh dks thus
ejus ds fy, foo'k fd;k tkrk Fkk muds fojksèk dk lkgl
ehjk¡ us lQyrkiwoZd fd;kA muds le; esa vkt tSls
lapkj lkèku vkfn ugha Fks vkSj u fg ukfj;ksa ds laxBu Fks
ftlls lHkh efgyk,a feydj ,d lkFk vius 'kks"k.k vkSj
nklrk ds f[kykQ fojksèk izn'kZu dj ldsaA rc
HkfDr&vanksyu ,d ,slk fodYi Fkk ftlls tqM+dj
ukjh&LokrU=~; ,oa ukjh vfLerk dh yM+kbZ yM+h tk
ldrh FkhA bZ'ojoknh ,oa vkfLrd èkkfeZd lkeUrksa ;k
lkeUr thou ewY;ksa ds leFkZdksa ds fo:) bZ'ojh; 'kfDr
,oa d"̀.k dks gh vL= cuk;k tk ldrk Fkkehjk¡ us Hkh ;gh
fd;kA ehjk¡ us Hkxon~xhrk ls veks?k 'kfDr vftZr dh ,oa
blh gfFk;kj ds lgkjs mUgksaus jk.kk ¼iq#"k lÙkk½ ds f[kykQ
fonzksg dj fn;kA jk.kk ds }kjk Hksts x, fo"k dk Hkh ehjka
ij dksbZ vlj ugha iM+kA

ukjh esa LokHkkfod yTtk gksrh gSA yTtk dks
lekt ds }kjk vko';drk ls vfèkd xfjekef.Mr fd;k
x;kA yTtk dks ukjh ds vkpj.k ij yxke ds :i esa
mi;ksx fd;k x;kA QyLo:i ukjh yTtk ds òÙk esa
f?kjrh pyh x;h& [kkus esa yTtk] lksus esa yTtk mBus&cSBus
esa yTtk] pyus&fQjus esa yTtk] ckr&O;ogkj esa yTtk]
vr% yksdykt ls f?kjh gqbZ ukjh ikfjokfjd ,oa lkekftd
fu.kZ; ds fo:) Lofopkj ls mn~Hkwr fu.kZ;ksa dks dgus
vFkok vkpj.k djus esa vleFkZ gksrh x;hA ehjk¡ us feF;k
vkjksfir yTtk dks R;kx fn;k] QyLo:i og yksdfuUnk
ls fuHkhZd gks x;haA ;g egRoiw.kZ gS fd yksd fuank ds Hk;
ls e;kZnk iq#"kksÙke jke tSls O;fDr Hkh cp ugha ik;s Fks
vkSj mUgksaus lhrk dk ifjR;kx dj fn;k FkkA ehjk¡ us yksd
fuank ls fuHkZ; jgdj vius pqus x;s ekxZ ij pyus vkSj
vius }kjk fu.khZr vkpj.k dk vuqlj.k djus vkSj vius
le; ds HkfDr vkanksyu esa tqM+dj iq#"kksa ds led{k u
dsoy vius fy, cfYd lEiw.kZ ukjh lekt ds fy,
èkkfeZd&lkekftd vfèkdkj dks izkIr djus dk iz;kl
fd;kA mnkgj.kkFkZ& ehjk¡ ,d in esa vius Lora= vkpj.k

ds fo"k; esa Li"V djrh gSa&

jk.kk sth Fk s tgj fn;k s Eg s a tk.khAA V sdAA

tSls dapu ngr vkaxu esa] fudlr ckjk¡ok.khA

yksd ykt dqy dk.k txr dh] nbZ cgk; tl ik.khA

vius ?kj dk ijnk djys] eS a vcyk ukSjk.khA

rjdl rhj yX;ks esjs fg;js] xjd x;ks ludk.khA

lc lUru ij ru eu okjksa] pj.k d¡oy yiVk.khA

ehjk¡dks izHkq jk[kh ybZ gS] nklh vi.kh tk.khA9

izLrqr iafDr;ksa esa ge ns[krs gSa fd ehjk¡ eè;dkyhu
ifjizs{; esa iq#"klÙkk dks gh pqukSrh ns Mkyrh gSA og lHkh
iq#"kksa dks L=h Hkko ls ;qDr HkDr ds :i esa ns[krh FkhA
ehjk¡ lkekU; iq#"kksa ds vgadkj vkSj Js"Brk dks U;wu fl)
djus ds fy, d"̀.k dks izR;{k djrh gSA og vius dks
nklh] lsfodk vkfn :iksa esa izLrqr djrh gSA ehjk¡ cM+s
dkS'ky ls iq#"kksa ds led{k ukjh lekurk dk i{k izLrqr
dj jgh gSA fdlh ckn'kkg ;k jktk dk xqyke gksus dh
rqyuk esa bZ'oj dk xqyke gksuk T;knk cM+h pht gSA

HkfDr ds varxZr lkekftd lekurk dk tks Hkko
fufgr Fkk ogh ehjk¡ dks vkdf"kZr dj jgk Fkk tks okLrfod
HkDr gksxk og tkfr&ikfr rFkk fyax ds vkèkkj ij fdlh
ds izfr HksnHkko ugha djsxkA ;fn dksbZ L=h ijEijk vkSj
:f<+;ksa ds fojksèk esa [kM+h gksrh gS rks lEiw.kZ lekt mldk
fojksèk djus esa tqV tkrk gSAehjk¡ dks mudh lkl] uun]
rFkk vU; lgsfy;k¡ ikjEifjd e;kZnkvksa ds Hkhrj jgus dh
lh[k nsrh gS &

l[kh lkbfu Egkjh galr gS] galh&galh ns eksfg xkjh] gs ek;A

lkl cqjh vj u.kn gBhyh] yfj&yfj ns eksfga rkjh] gs ek;A

ehjk¡ ds izHkq fxjèkj ukxj] pj.k dey ij ckjh] gs ek;A10

mnk ¼uun½ us ehjk¡ dks tkfr dh mRd"̀Vrk]
lq[k lqfoèkkvksa dh miyCèkrk] [kku&iku dh izpqjrk vkSj
lU;klh thou dh nq[knk;h fLFkfr;ksa dk ftØ fd;k gS
ysfdu ehjk¡ us mnk dh ,d ugha lquh vkSj vius ladYi
ds izfr izfrc) jghA ehjk¡ us jktlh oSHko dks R;kxdj
vius le; ds ukjh lekt ds le{k ,d vkn'kZ izLrqr
fd;kA

ehjk¡ us uSfrd ewY;ksa dk fuèkkZj.k larksa ds }kjk
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fufnZ"V ewY;ksa ds gh vuqdwy fd;k FkkA os dgrh gSa &

dksbZ fuUnks dksbZ fcanks Egsa rks] xq.k xksfoUn dk xkL;k¡A

ft.k ekjx Egkjk lkèk ièkkjS] m.k ek[kk Egs tkL;kaA

pksjh u djL;k¡ fto u lrkL;k¡] dka;h djlh Egkjks dksbZA

xt ls mrj ds [kj ukgsa p<+L;k¡] ;s rks ckr u gksrhAA11

Hkkjrh; lekt esa fL=;ksa ds thou&;kiu]
jgu&lgu ds dbZ Lrj Hksn gSa] mPp&eè;e oxZ dh fL=;ksa
dks dkedkt ds fy, ?kj ls ckgj tkus dh NwV ugha Fkh
tcfd fiNM+s oxZ rFkk vuqlwfpr tkfr dh fL=;k¡jksth&jksVh
dekus ds fy, LorU= FkhA mPp ?kjkuksa esa fL=;k¡ dsoy
'kksHkk dh oLrq Fkha ,oa ifr&eR̀;q mijkar lrh gkssus ds fy,
foo'k FkhaA lrh&izFkk èkkfeZd vkn'kZ FkhA ehjk¡ us lrh gksus
ls budkj dj bl izFkk ij vk?kkr fd;kA oSèkO; dks
lEekuiwoZd xzg.k fd;k ,oa HkfDrekxZ dks pqukA

oLrqr% nksgjh uSfrdrk okys iq:"klRrkRed lekt
dk lcls dkjxj gfFk;kj pfj= dh ǹf"V ls L=h dh Nfo
dks èkwfey dj nsuk gSA ;g gfFk;kj ehjk¡ ij iwjh Øwjrk ds
lkFk iz;qDr gqvkA lekt dh bu izòfÙk;ksa ij lhèkh pksV
djrs gq, ehjk¡ us dgk &

ufga lq[k Hkkos Fkkjks nslyM+ks jax:M+ksAA VsdAA

Fkkjs nslka esa jk.kk lkèkq ugha NS] yksx cls lc dwM+ksA

bl izdkj ehjk¡ esa lkearh ladh.kZrkvksa dks igpkuus
vkSj mu ij pksV djus dk lkgl FkkA tc jk.kk us ehjk¡
dk vkè;kfRed Lora= :i ns[kk rc mlus Hkh ehjk¡ dk
pfj= guu djus dk iz;kl fd;k ijUrq ehjk¡ vkSj n<̀+ gqb±
vkSj mUgksaus jk.kk dks psrkouh nh &

jk.kk th Egkus ;k cnukeh yxs ehBh

dksbZ fuUnks dksbZ fcUnks] eSa pywaxh pky viwBhA

;gh dkj.k gS fd jk.kk us ehjk¡ dh gR;k ds Hkh
vusd mik; fd;sA ehjk¡dh HkfDr gB] mudh Li"Vokfnrk
vkSj :f<+fojksèk tM+hHkwr lekt ds fy, pqukSrh curs
x;sAoLrqr% ehjk¡ us ckj&ckj ftl dqy&e;kZnk dks rksM+us
dh ckr dgh gS og L=h neu vkSj 'kks"k.k esa yxh og Nn~e
dqye;kZnk Fkh tks mls thfor O;fDrRo u ekudj fu"izk.k
oLrq le>rh FkhA ehjk¡ ds dqVqEc dh fL=;ksa dks xgus]
diM+s] [kkus&lksus dk lq[k rks Fkk] fdarq mudk vius 'kjhj]

viuh vkRek ij dksbZ vfèkdkj ugha FkkA ^L=h^ ds izfr
vekuoh; fofèk&fu"ksèkksa ls ySl :f<+oknh lekt ds fy, rks
muds iz[kj LokfHkeku dh vk¡p gh ;Fks"V FkhA bl izdkj
ehjk¡ vius le; ds lekt dh lkearh iru'khyrk ls
la?k"kZ djrh gqbZ ,d fuHkhZd Lokèkhu O;fDrRo ds :i esa
eè;;qxhu HkfDrdkO; èkkjk esa viuh ,d vyx vkSj vuwBh
Nki NksM+rh gSaA muesa ,d vlkèkkj.k L=h dk xzg.k vkSj
R;kx dk foosd gSA

ehjk¡ ds inksa dh yksdfiz;rk crkrh gS fd lkearh
uSfrdrkvksa dk laj{kd jk.kkdqy vkSj :f<+oknh lekt mudk
fdruk gh cM+k fojksèkh D;ksa u jgk gks] lkekU; yksd ds fpÙk
esa ehjk¡ dh lgt Lohd̀fr FkhA bl yksd Lèfr dh ijaijk ls
Hkh gesa ehjk¡ dh og Nfo izkIr gksrh gS tks Lokèkhu] xfjeke;h
vkSj lkèkq gSA ehjk¡ us viuh fuHkhZdrk ls lekt esa O;kIr
lÙkk vkSj 'kfDr ds vgadkj dks ckSuk dj fn;k FkkA

fu"d"kZ %

;g dgk tk ldrk gS fd lksygoha lnh esa O;kIr
lkekftd :f<+;ksa ds vR;fèkd izHkko ds i'pkr~ Hkh ehjk¡ us
lekt esa jgus okyh fL=;ksa ds le{k Lora= fparu vkSj
O;fDrRo dk ,d vuks[kk mnkgj.k izLrqr fd;kA L=h
foe'kZ dks laxhr esa fijksdj] HkfDr ds ekè;e ls ehjk¡ us
iwjs 'yksd esa mldk ljyhdj.k dj fn;kA

lanHkZ lwph %

1- LVªSVu] tkWu] HkfDr ds rhu Loj] vuq- v'kksd dqekj] 2019] i-̀ 70

2- 'kekZ] lqthr dqekj] ehjk¡ckbZ dh lEiw.kZ inkoyh] laikfnr
jkefd'kksj 'kekZ] 2019] i-̀ 33

3- prqosZnh] uUn] ehjk¡ lap;u] ok.kh izdk'ku] ubZ fnYyh] 2017]
ì- 9

4- ogh] i-̀ 10&11

5- gkMk] ekèko] ipjax pksyk igj l[kh jh % ehjk¡ dk thou vkSj
lekt] ok.kh izdk'ku] ubZ fnYyh] 2015] i-̀ 17

6- izHkkr] lh-,y-] ehjk¡vkSj dkO;] jktLFkkuh xzaFkkxkj] 1999]
i-̀ 297&298

7- ogh] i-̀ 299

8- 'kekZ] jkefd'kksj] ehjk¡ckbZ dh laiw.kZ inkoyh] yksd Hkkjrh izdk'ku]
iz;kxjkt] 2020] i-̀ 65&66

9- ogh] i-̀ 67

10- ogh] i-̀ 68

11- ogh] i-̀ 69
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Hkkjrh; laLdf̀r esa 64 dykvksa dk o.kZu fd;k
x;k gS] ftlds varxZr 5 vfr egRoiw.kZ dyk,¡ gSa ftUgsa
yfyrdyk ds uke ls tkuk tkrk gSA ikap yfyrdykvksa
esa laxhrdyk] LFkkiR; dyk] okLrqdyk] fp=dyk o
ewfrZdyk dk lekos'k gSA nks dykvksa ds lek;kstu ls ftl
lkSan;Z dk fuekZ.k gksrk gS ml ij 'kksèk&i= esa çdk'k Mkyk
x;k gSA

^QM+* fp=dyk Hkkjrh; diM+k fp=dyk dk ,d
lqanj uewuk gS ftldk ewyLo:i jktLFkku ls gSA QM+
fp=&'kSyh og èkkfeZd yksd fp=dyk gS] ftlesa [kknh ij
,d cM+h isafVax ds :i esa of.kZr fd;k tkrk gS tks ,d

jktLFkkuh yksd&ijaijk dh fof'k"V&'kSyh ̂QM+ xk;u* % ,d vè;;u

MkW- va'kq oekZ· · iwue vVoky·

lkjka'k

^QM+* xk;u 'kSyh jktLFkku yksd&ijEijk dh vuwBh o fof'k"V 'kSyh gS tks ewyr% jktLFkku
dh yksd ijEijk o yksd laxhr esa fo'ks"k LFkku j[krh gSA QM+ uked èkkfeZd yksd fp=&'kSyh Hkh gSA
bl fp=dyk dks [kknh oL= ¼lwrh diM+s dk izdkj½ ij fp=dkjh ds :Ik esa of.kZr fd;k tkrk gS ftlesa
yksd nsoh&nsorkvksa o uk;d ds dk;Z dh oanuk djrs gSaA fpf=r dgkuh o n'̀; ^QM+* dks tc Hkksik
}kjk ckapk ;k xk;k tkrk gS mls ^QM+* xk;u&'kSyh dgk tkrk gSA

QM+ xk;u&'kSyh dk bfrgkl gesa crkrk gS fd bl 'kSyh dh fof'k"V ckr ;g gS fd bl 'kSyh
ds fp= lkekU;r% ns[kdj bldh dgkuh o dFkkud dk vuqeku yxkuk eqf'dy gksrk gSA bl dgkuh
dks fofHkUu dykdkjksa }kjk eèkqj d.B esa jko.kgRFkk o tarj ds lkFk lqanj izLrqfr dj Jksrk o n'kZdksa
dks pfdr dj nsus dh {kerk ds lkFk izLrqr fd;k tkrk gSA QM+ xk;u&'kSyh esa jktLFkku ds 'kwj ohjksa
o yksd&nsorkvksa dh thou&xkFkk dk o.kZu fd;k tkrk gS] tSls& ikcwth dh QM+] nsoukjk;.k th dh
QM+ o jkenso th dh QM+ vkfnA

bu QM+ksa dk okpu Hkksiksa }kjk fd;k tkrk gS ,oa jko.kgRFkk o tarj ok|ksa dk mi;ksx fd;k
tkrk gS tks rr~ ok| gSaA bl 'kSyh dk izLrqfrdj.k nks yksxksa ¼Hkksiksa ;k Hkksik&Hkksfiu½ }kjk fd;k tkrk
gS] ,d QM+ ckapus dk dk;Z djrs gSa rks nwljk oknu dk dk;ZA

xk;u&'kSyh ds orZeku Lo:i esa vkt HkhyokM+k o 'kkgiqjk ¼HkhyokM+k½ LFkkuksa ij fp=.k dk
dk;Z fd;k tk jgk gSA ?kjksa esa 'kqHk voljksa o eaxy dk;Z esa bu dykdkjksa dks vkeaf=r dj okpu gksrk
gSA dykdkjksa dk dguk gS fd izkS|ksfxdh fodkl] la;kstu o le; vHkko ds dkj.k vkt QM+ dk Lo:Ik
igys tSlk ugha gSA vFkkZr~ QM+ xk;u&'kSyh o laLd̀fr dks thfor j[kus ds fy, ljdkj o vke tu
dh igy vko';d gS rkfd laLd̀fr dks vfèkd&ls&vfèkd vkxs c<+k;k tk ldsA

cht 'kCn % QM+ xk;u&'kSyh] laLd̀fr] fp=dyk] èkkfeZd] Hkksik&Hkksfiu A

'kksèk çfofèk % bl vkys[k esa izkFkfed ,oa f}rh;d ekè;eksa dh lgk;rk yh xbZ gSA

· 'kksèkkFkhZ] laxhr foHkkx] jktLFkku fo'ofo|ky;] t;iqj
· · lgk;d çksQslj] laxhr foHkkx] jktLFkku fo'ofo|ky;] t;iqj

uk;d ds dk;Z dh oanuk djrk gSA ^QM+*&'kCn çkphu
i<&'kCn ls cuk gS vFkkZr~ i<uk ;k ckapukA blh ls
i<&'kCn dk mPpkj.k :ikarfjr gksdj QM+ gks x;kA QM+
dsoy ,d fp=&Hkj ugha ekuk tkrk] ;g vius&vkiesa
nsoLo:i gS] blfy, bls cukusokys fp=dkj vkSj ckapusokys
Hkksik nksuksa gh bls ifo= ekurs gSa o èkwi vxjcÙkh yxkrs
gSa vkSj ?kj esa ifo= LFkkuij j[krs gSa ,oa ,d ckj bls
[kksyus ds ckn fcuk ckaps ;k vèkwjh ckaps can ugha djrsA
QM+ ds iqjkus gks tkus ij mls bèkj&mèkj Qsadk ugha tkrk
cfYd iq"dj esa ys tkdj ifo= ljksoj esa folftZr fd;k
tkrk gSA1 QM+ vfèkdrj Hkknçn vkSj ek?k ekg ds 'kqDy
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i{k esa cpokbZ tkrh gSaA d"̀.k i{k esa Hkksik dHkh QM+ ugha
ck¡prs] QkYxqu ekg dks Hkh jk{klh ekg fxuk tkrk gS
blfy, bl ekg esa Hkh QM+ ugha ck¡ph tkrhA ;g vfèkdrj
jkf= esa gh ck¡ph tkrh gSA Hkkjr esa dFkkfp= cukus dh
vusd le)̀ ijaijk,a gS ijarq QM+ fp= mu lcls bl vFkZ
esa fHkUu gS fd blesa dFkkud vFkok ?kVukvksa dk fp=.k
Øe'k% ,d ds ckn ,d ugha fd;k tkrk gSA fp= esa fofHkUu
?kVuk,a fc[kjh jgrh gaS] bl dkj.k çn'kZu ds le; iwjk
fp= ,d lkFk [kksyuk iM+rk gS mls èkhjs&èkhjs Øe'k% ugha
[kksyk tkrk A QM+&fp=ksa dk çk:i bl çdkj fu:fir
fd;k x;k gS fd mls ns[kdj n'kZd dFkk dk Bhd vuqeku
ugha dj ldrs gSaA Hkksik }kjk dh xbZ foospuk ds fcuk iw.kZ
fpf=r dFkk dk vkuan ysuk laHko ugha gSA dFkkud ds
fp=.k esa blh fc[kjko ds dkj.k Hkksik&Hkksihu dks uR̀;
vnk;xh vkSj HkkokfHkO;fä dk volj feyrk gSA2 QM+
xk;u&'kSyh esa Hkksik&Hkksih ;k nks Hkksis dk gksuk vko';dgSA
QM+ fp=.k dh ,d vU; fo"ks'krk ;g gS fd blesa fofHkUu
vkd̀fr;ksa dk fu:i.k muds egRo ds vuqlkj fd;k tkrk
gSA vfèkd egRo okys pfj= cM+s vkSj çeq[krk ls rFkk iw.kZ
fooj.k lfgr vafdr fd, tkrs gSa tcfd lkekU; pfj=ksa
dks NksVk j[kk tkrk gS] tSls& ikcwth dh QM+ esa ikcwth]
muds ljnkj vkSj mudh ?kksM+h dks lokZfèkd egRo fn;k
tkrk gS] mUgsa vkdkj esa cM+k rFkk vkst iw.kZ cuk;k tkrk
gSA

jktLFkku esa tks QM+ fp= cuk, tkrs gSa os fuEuor~ gSa&

1- nsoukjk;.kth dh QM+ &

nsoukjk;.kth jktLFkku ds iwtuh; yksd nsork
gS ftUgsa fo".kq ds vorkj ds :i esa ekuk tkrk gSA
QM+xk;u&'kSyh dh nf̀"V ls ;g çkphu QM+ gS rFkk ;g
lcls yach QM+ Hkh gksrh gSA blesa nsoukjk;.kth ¼cxMkor½
dh dFkk dk fp=kadu fd;k tkrk gSA bl QM+ dh çLrqfr
nks Hkksiksa }kjk tarj ok| ds lkFk fd;k tkrk gSA ;s Hkksis
xqtZj] jktiwr o cykbZ tkfr ds gksrs gSaA bl QM+ ds
;teku xqtZj leqnk; ds gksrs gSaA3

nsoukjk;.kth dh QM+ ds cksy&

tkxks tkxks vkn Hkokuh] vej T;ksr gS Fkkjh

gkFk tksM+ gS djk fo.kfr ;k jk[kks ykt gekjh

osxk vkvks nsoukjk;.k Fkksjks Hkxr mfM+ dss

tkxkss tkxks Egkjh txr Hkokuh] vej T;ksr Fkkjh

2- ikcwth dh QM+&

;g QM+ jktLFkku dh lokZfèkdyksdfç; QM+ gS
blesa ekjokM+ dh dksyw xkao esa tUes ikcwth dh thou&xkFkk
fpf=r dh tkrh gSA bUgsa jsckjh ;k ÅaVikyd leqnk; ds
yksx iwtrs gSaA jktLFkku esa loZçFke ÅV ykus dk Js;
ikcwth dks gh tkrk gSA bl QM+ dh çLrqfr Hkksik&Hkksih
}kjk jko.k gRFkk ok| ctkrs gq, dh tkrh gS tks ,d rr~
ok| gSA4

ikcwth dh QM ds dqN cksy&

vks thvks ikcwth Fkksjh dslj ?kw?kfj;k

;k ?kedkoS vks ikcwth

vkrks Hkrjks jsfgr dkj.ks

ikcqth Hkwjtk ykFks gks Hkxrksjk j[kokyk

3- xksxkth dh QM+&

xksxkth ftUgsa tkgjihj xksxk th Hkh dgk tkrk
gSA jktLFkku ds yksdnsork ihj ds :i esa iwts tkrs gSaA
bUgsa liksaZ dk nsork Hkh dgk tkrk gS D;ksafd ;s liZna'k ls
j{kk djrs gSaA budh QM+ dk xk;u laxhre;h çLrqfr }kjk
fd;k tkrk gS rFkk budh ?kVukvksa dk o.kZu fd;k tkrk
gSA

xksxkth ds QM+ ds dqN cksy&

,s fc#Mk tkX;k fi;k yksjk ck lax nso

dqG esa tkX;k js dqaoj dslj

,s nsoj Mkbr jksv.kw rks er pky

dkbZ jkBksM+ksa js rksj.k ckafèk;ks thvks

4- jkensoth dh QM+&

dgrs gSa jkensoth dh QM+ dk çpyu ikcwth
dh QM+ ds ckn gqvk vkSj ;g igys gkMksrh {ks= esa çpfyr
gqbZA ogka ls esokM+ vkSj ekjokM+ rd QSy xbZA budh QM+
pekj] cykbZ] HkkaHkh vkSj <k<h tkfr ds yksx capokrs gSaA ;g
QM+ Hkksik&Hkksih nksuksa feydj ckaprs gSa ,oa jko.k gRFkk dk
ç;ksx fd;k tkrk gSA
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jkensoth dh QM+ ds cksy&

vjs egkjk vtey th jkdaojkFks ihjk lwikj ikbZ

vjsus ry ns jkHkjrkjFks ihjk lwikj ikbZZ

ckbZa mfM+ds njokts Hkk.kq chyek;ks ekbZ

vjs vteyjk daojkFks ihjks lwikj ikbZ

5- ekrkth dh QM+&

bls HkSlklqj dh QM+ Hkh dgk tkrk gSA bl QM+
dk okpu ugha fd;k tkrk] bls ?kj esa gh j[kk tkrk gSA
mijksä QM+kas ds vfrfjä jkenyk ok d̀".k nYyk dh QM+sa
Hkh cukbZ tkrh gaSA bu nksuksa QM+ksa dk çpyu vfèkd iqjkuk
ugha gSA

bfrgkl

vfèkdka'k QM+&fp=dkjksa dk ekuuk gS fd jktLFkku
ds HkhyokM+k vkSj 'kkgiqjk esa cuk, tkusokys QM+ fp=ksa dk
bfrgkl yxHkx 900 lky iqjkuk gSA os ekurs gSa fd ;gka
ds fNik fp=dkjksa us QM+ fp=.k ds fy, esokM+&'kSyh ds
varxZr ,d fof'k"V fp=.k 'kSyh ds :i esa fodflr fd;k
gSA ;gka ds fNik fp=dkj vius dks ^tks'kh* dgrs gSaA
HkhyokM+k ftys esa Hkh&'kkgiqjk dh QM+ fp=dkjh cgqr
çfl) gSA 'kkgiqjk ds tks'kh ifjokj }kjk bl dk;Z dks
vatke fn;k tkrk gSA budh vusd ihf<;ka ;gka chr xbZ
gSA jktLFkku dk fNik leqnk; diM+k NikbZ dk dk;Z djrs
gSaA tks'kh QM+ fp=dkj ekurs gSa fd os ̂ fNik* leqnk; ls
gSa ijarq muds iwoZt diM+k NikbZ ugha cfYd fpf=r tUe
dqaMfy;k¡ cukrs Fks vkSj nhokjksa ij fp=dkjh djrs FksA
muds ,d lewg us dkykarjesa QM+ fp=kadu vkjaHk fd;kA
vfèkdka'k vkt ftrus Hkh tks'kh QM+ fp=dkj ifjokj
dk;Zjr gS og lHkh ,d gh dqVqac ds lnL; gSA ;g tks'kh
fp=dkj HkhyokM+k ls yxHkx 10 fdyksehVj dh nwjh ij
fLFkr iqjxkao ds fuoklh gSaA ml le; bl xkao dks
iqjeaMy dgrs Fks blds dqN dqucsnkj vkt Hkh bl xkao
esa jgrs gSaA budh dqynsoh dk LFkku Hkh ;gh gSA o"kZ esa ,d
ckj egRoiw.kZ voljksa ij viuh dqynsoh dh iwtk gsrq ;g
lHkh tks'kh ifjokj ;gka vkrs jgrs gSaA lu~ 2000 rd ;gka
x.ks'k tks'kh uked QM+&fp=dkj dk;Zjr FksA vc muds
ifjokj us fp=dkjh can dj nh gSA tks'kh fp=dkj ifjokjksa
esa çpfyr Lef̀r;ksa ds vuqlkj] iqjxkao ds nks tks'kh

fp=dkj HkkbZ jgrs Fks] tc eqxy lezkV&'kkgtgka ds le;
jktk lqtku flag }kjk 1629 bZLoh esa 'kkgiqjk uxj clk;k
x;k ml le; iqjxkao esa ikapkth tks"kh uked fp=dkj dks
'kkgiqjk cqyk fy;k x;k] rHkh ls 'kkgiqjkesa QM+ fp=dkjh
vkjaHk gqbZA

iVdFkk

QM+ okpu esa fpf=r ?kVukvksa dk lkadsfrd :i
ls jktLFkku ds yksd nsorkvksa ds thou dh ?kVukvksa o
fofHkUu çlaxksa dks çLrqr fd;k tkrk gSA tgka QM c¡pokuh
gksrh gS ogka Hkksik mls nks cklksa dh lgk;rk ls [kM+hdj
QSyk nsrs gSaA mlds ckn vxjcrh tykrs gSa] nhi çTofyr
djrs gSa] xwxy èkwi yxkrs gSa vkSj jko.k gRFkk ctkrs gq,
ftl nso dh QM+ ck¡puh gS] mldh vkjrh xkrs gSaA blds
ckn nso ls çkFkZuk djrs gSa fd og mls 'kfä çnku djsa
ftlls og QM+ dks çHkko'kkyh&<ax ls çLrqr dj lds]
Hkksik viuh iwjh gksf'k;kjh ls QM+ ckaprs gSaA vius xk;u
vkSj urZu ls Jksrkvksa dks jkr&Hkj viuh vksj [khaps j[krk
gS tcrd QM+ iwjh u ckaèk yh tk,] rcrd mls lesVuk
ugha gSA QM+ çLrqfr ds çeq[k nks vax gSa& dFkkokpu vkSj
dFkkxk;u urZu A ;|fi ewy dFkkud ,d gh gksrk gS ij
çR;sd Hkksik vius&<ax vkSj futdaB ds lqjhysiu ls
fof'k"V cuk nsrs gSaA QM+ xk;u esa eq[;r% dgjok vkSj
nknjk rky esa] rhuksa y; foyafcr eè; o nqr y; dk
ç;ksx fd;k tkrk gSA lkekU;rk QM+ jktLFkkuh cksyh esa
gh ck¡ph tkrh gS ijarq bl ij vkapfydrk dk Hkh çHkko
jgrk gS] tSls& esokM+ {ks= dh Hkksik dh cksyh ij esokM+ vkSj
ekjokM+ {ks= ds Hkksik ij ekjokM+h cksyh dk çHkko Li"V
fn[kkbZ nsrk gSA

QM+ okpu esa ç;ksx fd, x, ok|&

1- jkou gRFkk&

jko.k gRFkk jktLFkku dk çfl) yksdfç; rr~
ok| gSA Hkksik QM+&okpu ds le; jko.k gRFkk uked ok|
ctkrk pyrk gS] ;g lkjaxh ls feyrk&tqyrk ,d ok|
gSA M‚- egsaæth Hkk.kkor }kjk fdaonarh ds vuqlkj jko.kgRFkk
jko.k dk fç; ok| Fkk] blfy, bldk uke jko.k ds ukels
tqM+ x;kA og vius chl gkFkksa ls bls ctk;k djrs Fks A
ikcwth tc yadk x, rc vius lkFk jruk jk;dk dks Hkh
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ys x, Fks] ogka ls ;g ok| vius lkFk ys vk, FksA ,d
ekU;rk ;g Hkh gS fd f'koHkä jko.k dks tc viuh lkèkuk
esa lQyrk ugha feyh] rc mlus vius ck,a gkFk dh u lsa
fudkydj gkFk dks ,d ok| dk :i ns fn;k vkSj mlls
eèkqj jkfxuh fudkydj f'ko&lkèkuk djus yxs ,oa jko.k
dk gkFk gh ok| cu x;k] blfy, bls jko.kgRFkk dk uke
fn;k x;kA ;g ukfj;y dh dVksjhij [kky e<+ dj rS;kj
fd;k tkrk gSA bldh MkaM ckal dh gksrh gS blesa [kwfV;k¡
yxkbZ tkrh gSa] 9 rkj ckaèks tkrs gSa ,oa bUgha 9rkjksa ij dFkk
dk okpu çLrqr fd;k tkrk gSA ;g rkj LVhy ds ugha
vFkkZr~ ckyksa ds cus gksrs gSa] xt ds ekè;e ls èofu mRiUu
dh tkrh gSA bldh xt dk fuekZ.k ?kksM+s dh iwaN ds ckyksa
ls fd;k tkrk gS o xt ds nksuksa fljksaij ?kqa?k: ckaèks tkrs
gSa tks xt ds lkFk&lkFk rky nsus dk Hkh dk;Z djrs gSaA
lqjhyh vkokt ds bl ljy ok| dks Hkksik Lo;a gh cuk
ysrs gSaA5 bl ok| dks eq[;r% Hkksiksa o Hkhy yksxksa }kjk
ctk;k tkrk gS o ikcwth] Mwaxjth otokgjth vkfn dh
dFkk,a lqukbZ tkrh gSaA

oknu

bl ok| dk oknu ck;sa gkFk dh vaxqfy;ksa ls rkj
dks fHkUu LFkkuksa ij nckdj fd;k tkrk gSA bldk eq[;
rkj eè; lIrd ds "kM~t o vafre rkj eè; lIrd ds
iape ls feyk;k tkrk gSA chp ds rkj "kM~t ls fu"kkn ds
Lojksa esa feyk, tkrs gSa ,oa oknu fd;k tkrk gSA

2- tarj&

;g ,d rr~ yksd ok| gS ftls oh.kk dk çkjafHkd
:i dgk tk ldrk gS ,oa vkdf̀r oh.kk ls feyrh&tqyrh
gSA oh.kk ds leku gh 2 rqacs gksrs gSaA bldh MkaM ckal dh
cuh gksrh gS ftlls ,d fo'ks"k Ik'kq dh [kky ls cus 22 insZ
ekse ls fpidk, tkrs gSaA dHkh&dHkh exj dh [kky Hkh
ns[kus dks feyrh gSA

oknu&

bldk oknu [kM+s gksdj tarj ok| dks xys esa
yVdk dj djrs gSaA eq[;r% bldk mi;ksx nsoukjk;.k
th dh QM+&okpu esa cxM+korksa dh dFkk dgusokys Hkksik
fpf=r QM+ ds lkeus [kM+s gksdj djrs gSaA esokM+ vkSj
vklhan] usxfM+;k vkfn {ks=ksa ds Hkksis tarj ds oknu esa

dq'ky gSaA

Lojfyfi;k¡

nsoukjk;.kth dh QM+] rky&dgjok ¼8 ek=k½

tkxks tkxks vkt Hkokuh vej T;ksfr Fkkjh

gkFk tksM+ gS djk fo.kfr;ka yk[kksa ykt Egkjh

csxk vkvks nsoukjk;.kth Fkksjks Hkxr mM+h ds

tkxks tkxks gs txr Hkokuh vej T;ksfr Fkkjh

lk e

tkxks

e  i  i uh A i·  e ee e

tk xks vk n A Hkok uh ve j

×å

Ii  e e lk A · · lk e

T;ks r Fkk jh A · · js  tkxks

×å

e iuh i i A e ee ··    lk

gk Fk tks M+ A gS djk fo.kfr ;ka

×å

e  i  uhi  ee A uh · · ·

yk [kks ykt Egk A jh · · ·

×å

i  i e  i A i uh iii    e

os xk vk vks A ns o  ukjk;.k th

×å

ii e ee i A i i lk e

Fkk jks Hkx r A m Mh ds tkxks

×å

e  e  i uh A i·  e e  ei

tk xks vk n A Hkok uh ve j

×å

i  e e lk A · · lk  e

T;ks r Fkk jh A · ·  ·  tkxks

×å



[ 251 ]

Lrkse 2024 ¼fo'ks"kkad&2½
2 ikcwth jh QM+] rky dgjok ¼8 ek=k½

LFkkbZ

dksywjk jktk cSBk

gka cSBk xMhyk

?kksM+kjh ckark pkysa

varjk

pkank ij èkkuh HkkbZ] lkapks gS ok xSyks

gS ikcwth jksijèkku] fo;ksMk cUuMk ?kksM+k

cslquh lquhyk xs lk;dh

LFkkbZ

jsa  · jsa jsa  A lka jsa uh ·

dks · yw jk A jk · tk ·

×å

lka · jsuh · A uh · · ·

cS  · Bk  · A gka · · ·

×å

Ukh lkajsa lkajsa jsa A lkauh · · ·

cS  Bk  xk fM+ A yk  · · ·

×å

uh uhjsa lka jsa A jsa lka jsalka uh

?kks M+ksa  jh ck A · rk pk  ysa

×å

varjk

jsa  · jsa lka A jsa jsa  jsa lka

pka · nks i A j èkk uh Hkk

×å

uh jsajsa lka lka A jsa lka · uh

bZ lk PNk gS A ok xs · yks

×å

· uh · uh A jsa lka jsa uh

· gS · ik A cq th jks i

×å

· ·  · lka A lka jsa · ·

j èkk u fo A ;ks Mk · ·

×å

Lka jsa uh · A lka· jsa uh ·

c u Mk · A èkks  · Mk ·

×å

QM+ dykdkjksa ls lk{kkRdkj&

dY;k.k th tks'kh

dY;k.k çlkn tks'khth ¼QM+ fp=dkj½ QM+
fp=dkjh dks vkt Hkh laHkkys gq, gSaA ;g viuh rhloha ih<+h
ds QM+ fp=dkj gSaA QM+ {ks= esa Hkkjr ljdkj }kjk
jk"Vªifr iqjLdkj Hkh çkIr dj pqds gSaA buds firk Jh
ykyth tks'kh Hkh QM+ ds mEnk dykdkj jgs gSaA mUgsa
^in~eJh* ls lEekfur fd;k tk pqdk gSA dY;k.kth ds
NksVs HkkbZ xksiky th tks'kh Hkh jk"Vªifr iqjLdkj çkIr dj
pqds gSaA bl ifjokj us bl dyk dks vkxs c<+kus esa iwjh
Hkkxhnkjh fuHkkbZ gSA dY;k.kth ds er ds vuqlkj QM+
fp=&'kSyh dk çknqHkkZo Hkh yokMk ftys ds iqj fj;klr ls
ekuk tkrk gSA ogha ls 'kkgiqjk esa cukbZ tkus yxhA 11oha
'krkCnh ds vkl&ikl nsoukjk;.k th tc vius ufugky
tkrs gSa rc ls QM+ dk çknqHkkZo ekuk x;k gSA ml le;
nsoukjk;.k th ds èkeZ ds vuq;k;h xqtZj tkfr ds yksxksa
}kjk budh xkFkk dk çpkj djus ds fy, mUgksaus QM+
fp=dkjksa ds iwoZtksa ls bu yksddykvksa ij vkèkkfjr fp=
cukus dk vkxzg fd;k ,oa QM+ okpu dk le; 750 lky
igys dk ekuk x;k gSA bl çdkj] QM+ fp= cuuk vkjaHk
gqvk ,oa QM+ fp=dyk o laxhr dk feyu ns[kus dks feyk
,oa rc ls gh xk;u ds lkFk bldh çLrqr fd;k tkus
yxkA6

Hkksik Qwykjke th&

Hkksik Qwykjke th] Qrsgiqj ¼lhdj½ fuoklh QM+
okpu dk dk;Z djrs gSaA lkroha ih<+h ds dykdkj gSaa A ;s
40 lkyksa ls okpu dj jgs gSa ,oa ikcwth dh QM+ dk okpu
djrs gSaA blesa dgjok rky dk mi;ksx fd;k tkrk gSA
'kSyh ds yqIr gksus dk dkj.k mUgksaus fQYeh txr esa
vkèkqfudhdj.k o {ks=h; Hkk"kk dks crk;kA okpu dh Hkk"kk
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gj fdlh dks le> esa ugha vkrh ,oa u, xhrksa ds dkj.k
Hkh budh yksdfç;rk de gks jgh gS] yksx fQYeh xhrksa esa
T;knk #fp j[kus yxs gSaA 'kSyh dks latksdj j[kus ds fy,
buds vusd ç;kl tkjh gSa] tSls& vkt Hkh tkxj.k o
çlknh esa QM+&okpu dj laLdf̀r o 'kSyh dks yqIr gksus
ls cpkus esa viuh iwjh Hkkxhnkjh fuHkkrs gSaA7

dqN izeq[k QM+ dykdkjksa ds uke&

Qwykjke th Hkksik] Vejkjke th Hkksik] Jkeyky
th Hkksik] lqjs'k th Hkksik] xaxkjke th Hkksik vkfnA

orZeku fLFkfr o Hkfo"; esa laHkkouk,a

vusd dykdkjksa ds lk{kkRdkj djus ds ckn gesa
Kkr gqvk fd QM+ dykdkjksa dh orZeku fLFkfr Bhd ugha
gSA vkjrh yqIr gksrh tk jgh gS gkykWfd ,slk ugha dg
ldrs fd ;g fcYdqy çpyu esa ugha gS] çpyu esa gS(
D;ksafd vkt Hkh xzkeh.k {ks=ksa esa vDlj yksx dksbZ fo'ks"k
euksrh iw.kZ gksus ij QM+ capokrs gSaA dHkh&dHkh fdlh cM+s
vfu"V dh vk'kadk ls cpus ds fy, lewps xkao ds yksx
lkewfgd :i ls eukSrh iw.kZ gksus ij QM+ capokrs gSaA ftl
fnu QM+ capokuh gksrh gS ml fnu Hkksik dks U;ksrk fn;k
tkrk gSA lxs&lacafèk;ksa vkSj vkl&iM+ksfl;ksa dks U;ksrk
tkrk gSA NksVs xkao esa rks lewps xkao dks cqyk fy;k tkrk
gSA QM+ lquus okyk ,d O;fä vkjrh rFkk vU; egRoiw.kZ
çlaxks ij Hkksik dks iSls HksaV nsuk viuk ifo= drZO;
le>rk gSA bl iwjs vk;kstu ds nkSjku yksx QM+ esa ikcwth

dk okl ekurs gSa vkSj chp&chp esa gkFk tksM+dj mudk
ueu djrs gSaA o"kkZ _rq ds pkj eghuksa esa lHkh nsork lks
tkrs gSa] blfy, bu eghuksa esa QM+ cpkuk vkSj QM+ cukuk
can j[kk tkrk gSA Hkknzin ekg ds 'kqDy i{k vkSj pS=
uojkf= esa QM+ vo'; gh capokbZ tkrh gSA ijarq bl 'kSyh
dk vkjafHkd :i vkt lekt esa ugha feyrk gSA blds
yqIr gksus dk ,d dkj.k c<+rh rduhd dks Hkh ekuk tk
ldrk gSA vktdy rduhd ds ekè;e ls gh dk;Z laHko
gSA nwljk dkj.k le; dks Hkh eku ldrs gSa] lc ds ikl
le; dk vHkko gSA bruk og QM okpu dh txg iafMr
ls ea= i<+ok dj viuk dk;Z djok ysrs gSaA dykdkjksa dh
vkxs Hkh ;gh fLFkfr jgh rks ;g fcYdqy yqIr gks tk,xhA
lekt o ns'k esa bl yqIr gksrh xk;u&'kSyh dks cpkus dk
ç;kl vko';d gSA bl 'kSyh dks ljdkj o lkekftd
çksRlkgu dh Hkh vko';drk gSA

lanHkZ lwph %

1- HkkxZo] mes'k] Hkksik yksdxhr ,oa lkekftd lajpuk] ì-la-&120

2- ogh] i-̀la-&260

3- Jh vkuankjke] cxM+kor Hkkjr] i-̀la-&15

4- Hkkukor] egsUæ]ikcwth dh QM+] i-̀la-&12

5- ogh] ì-la-&24&25

6- tks'kh] dY;k.k] QM+ fp=dkj dykdkj] HkhyokM+k] ¼lk{kkRdkj½]
frfFk % 17 ebZ 2023

7- Hkksik Qwykjke( QM+ xk;d dykdkj] HkhyokM+k] ¼lk{kkRdkj½]

frfFk % 30 ebZ 2023



[ 253 ]

Lrkse 2024 ¼fo'ks"kkad&2½

izLrkouk

fdlh Hkh txg dk yksdlaxhr ogk¡ ;qxksa ls pyh
vk jgh ijEijkvksa] laLd̀fr rFkk ogka cls yksxksa dh Hkkoukvksa
dk niZ.k gksrk gSA yksd xhrksa esa yksd thou dh vuarrk
ds n'kZu gksrs gSaA f'k'kq ds tUe ls ysdj eR̀;q rd] gj
volj ij rht&R;kSgkjksa] eaxy voljksa ij yksdxhr xk;s
tkus dh ijEijk lfn;ksa iqjkuh gSA Hkkjrh; laLd̀fr ds eu
izk.k esa yksdxhr clrs gSaA lok lkS djksM+ dh tula[;k
okys bl cM+s Hkw&Hkkx esa tgka gj ianzg dksl ij cksyh cny
tkrh gS] vufxur yksdxhrksa dh Hkjekj gSA

gekjs ns'k ds fofHkUu izns'kksa esa yksdxhr vkSj

fgUnh fQ+Ye laxhr esa yksd laxhr dh izfrPNk;k % ,d vè;;u

MkW- xkSjo tSu·

lkjka'k

lfn;ksa ls yksd laxhr tu&lkèkkj.k dk laxhr jgk gS vkSj orZeku esa yksdfiz;rk dh nf̀"V
ls fgUnh fQ+Ye laxhr dks gh vkèkqfud Hkkjr dk yksd laxhr dg fn;k tk; rks vfr'k;ksfDr ugha gksxhA
fganh fQ+Ye laxhr esa gekjs ns'k ds fofHkUu vpyksa ds yksd laxhr dks vR;ar izHkko'kkyh <ax ls izLrqr
fd;k x;k gSA izkjEHk ls gh fQ+Ye laxhrdkjksa us yksd èkquksa dk lqanj iz;ksx fd;k vkSj mls vius fof'k"V
jax esa <kydj fQ+Ye dh izkFkfedrk o dFkkoLrq ds vuqlkj n'kZdksa ds lkeus j[kkA Hkkjrh; tuekul
us Hkh ,sls xhrksa dks fo'ks"k ljkguk iznku dh D;ksafd ;s lHkh èkqusa dgha&u&dgha mudh tM+ksa ls tqM+h gqbZ
FkhaA tgka ,l Mh ceZu vkSj gseUr dqekj tSls laxhrdkjksa us caxkyh yksd laxhr dk vfèkd iz;ksx fd;k]
ogha vks ih uS;~;j us iatkch] ukS'kkn th us mRrj izns'k rFkk dY;k.kth vkuanth us xqtjkrh èkquksa dk
mi;ksx fd;kA

fQ+Yeksa esa dbZ ckj yksd xhrksa dh ewy èkquksa dks T;ksa&dk&R;ksa iz;ksx fd;k x;k ijUrq
vfèkdka'kr% muesa ,d u, vkSj vkd"kZd <ax dk okn~; la;kstu dj u;k :Ik fn;k x;k A ckaXyk ds
eka>h xhr( iatkc dh ghj] HkkaxM+k] fxík( mRrj izns'k ds cUuk&cUuh] fookg] NsM+&NkM+ dh eLrh&Hkjs
yksdxhr] xqtjkr dk xjok] jktLFkku dk ekaM] ?kwej] egkjk"Vª dk yko.kh] cqUnsy[k.M dk cqEcqfy;k]
jkbZ vkfn yksd 'kSfy;ksa dk fQ+Ye laxhr esa xq.kkRed lQy iz;ksx gqvk gSA iatkch yksd èkqu ij vkèkkfjr
xhrksa esa <ksyd dh izèkkurk jgh ftlds lkFk <ksy vkSj vU; fjn~e okn~; feykdj HkakxM+k&'kSyh dk iz;ksx
fd;k x;k A fQ+Ye laxhr esa ikjaxr ik'oZ xk;d&xkf;dkvksa us viuk&viuk jax bu xhrksa dks fn;k]
ftuesa yrk eaxs'kdj] eksgEen jQh] vk'kk Hkksalys] eUuk Ms] fd'kksj dqekj] eqds'k vkfn eq[; jgsA

Hkkjrh; yksd èkquksa dks oSf'od cukus esa fQ+YEk laxhr dk egRoiw.kZ ;ksxnku gSA

izeq+[k 'kCn %  yksdlaxhr] yksd&èkqu] fjn~e] laxhrdkj] vjastj ¼okn~; la;kstd½

'kksèk izfofèk % izLrqr 'kksèk&ys[ku esa fefJr 'kksèk&izfofèk dk mi;ksx fd;k x;k gS ftlesa 'kksèk fo"k; ls lacafèkr lkfgR;
dh leh{kk rFkk o.kZukRed fofèk lfEefyr gSA

· vflLVsaV izksQslj] laxhr ¼xk;u½] jktLFkku laxhr laLFkku] t;iqj

yksdlaxhr ds vyx&vyx Lo:i gSaA Hkk"kk dh fHkUurk ds
lkFk mudh y;] rky vkSj jkx Hkh vyx gaSA budh xs;rk
'kkL=h; vkSj lqxe laxhr ds lkFk Hkh tqM+h gqbZ gSA
yksdlaxhr [ksrksa&[kfygkuksa] ?kjsyw dkedkt] Je ls mRiUu
larks"k vkSj lkekftd thou dh lq[k&nq%[k dh fLFkfr;ksa
ls iSnk gksrk gSA

Hkkjrh; flus&laxhr dk tks Lo.kZ ;qx dgykrk
gS] mldh uhao cs'kd 'kkL=h; laxhr ij j[kh xbZ gS] fdUrq
ml ij Lof.kZe egy dk fuekZ.k djus okys vfèkdrj os
gh laxhrdkj Fks] tks yksd&laxhr ds lqjksa dks ifj"d̀r dj
fQ+Yeksa ds ,d&,d xhr dks laokjus&ltkus esa ekfgj FksA
fQ+Yeksa dks O;kolkf;d :i ls lQy cukus ds fy, ,sls



Lrkse 2024 ¼fo'ks"kkad&2½

[ 254 ]

xhrksa dh t+:jr iM+h tks T+;knk&ls&T+;knk yksxksa dks
vihy dj ldsaA blds fy, yksd&èkquksa ds lekos'k ls
T+;knk vkSj dqN mi;qDr ugha gks ldrk FkkA

fQ+Yeksa ds izkjafHkd nkSj ls ysdj orZeku rd dh
fQ+Yeksa esa mÙkjizns'k] caxky] iatkc] jktLFkku] cqUnsy[k.M]
ef.kiqj] egkjk"Vª] dqekÅa vkSj Hkkjr ds gj NksVs&cM+s izkar
ds yksdxhr fQ+Yeksa esa viuh iwjh mUeqDÙkrk vkSj ljlrk
ds lkFk jps&cls ut+j vkrs gSaA caxky ds eka>h xhr]
iatkc dh ghj] HkkaxM+k] fxn~nk] mÙkjizns'k ds cUuk&cUuh]
fookg] NsM+NkM+ dh eLrh ls Hkjs yksdxhr] xqtjkr dk
xjck] jktLFkku dk ?kwej] ekaM] egkjk"Vª dk yko.kh]
cqansy[k.M dk cqacqfy;k] jkbZ tSls jkstejkZ dh ft+anxh esa
xk;s tkus okys fofoèk izdkj ds yksdxhr fQ+Yeksa esa [kwc
lqukbZ iM+rs gSaA bu iz;qDr yksdxhrksa dh lcls egÙoiw.kZ
fo'ks"krk ;g gS fd buesa jph&clh feV~Vh dh xaèk lhèks
lquus okyksa ds fnyks&fnekx+ ij vlj djrh gSA

gj Q+udkj ftl okrkoj.k esa jgrk gS vkSj
viuk fodkl djrk gS] mldk mlds fpUru ij vo';
izHkko iM+rk gSA ;gh dkj.k gS fd Q+udkjksa ds ;ksxnku esa
muds okrkoj.k dh Nki fn[kkbZ nsrh gSA

iz[;kr laxhrdkj ukS'kkn vyh ^^fQ+Yeh xhrksa
dks gh vk/kqfud Hkkjr dk vlyh yksdlaxhr dg fn;k
djrs FksA^^1

ckaXyk yksdèkquksa dk iz;ksx

lu~ 1940 ls yksdlaxhr ij vkèkkfjr yksdèkquksa
us viuk tknw fn[kkuk izkjaHk dj fn;k FkkA flus laxhr ds
tks iz.kE; laxhrdkj Fks os vius&vius yksdlaxhr ds
ghjs&eksrh ysdj vk, Fks ftlls mUgksaus flus&laxhr dk
J`axkj fd;kA

lu~ 1937 esa cuh fQ+Ye ̂ fo|kifr^ ds ,d xhr
dks lquus ij 'kkL=h; vkSj yksd nksuksa 'kSfy;ksa dk vkHkkl
gksrk gS&

^eèkqj· eèkqj· eèkqj· eèkqj· dg ds fQj
eèkqj eèkqj·· Nwe Nuuu Nwe Nwe

ik;y dh Nudkj

ukpr czt dh ukj

Hkzejksa dh HkjekjA^

;g xhr igys nzqr [;ky dh rjg rhurky esa
'kq: gksrk gSA blds ckn y; esa bl rjg ifjorZu gksrk
gS fd mlesa caxky ds yksd xk;u ¼dhÙkZu½ dk izHkko
fn[krk gSA bl xhr ds chp&chp esa vkWdsZLVªk dk iz;ksx
gqvk gSA blds laxhr funsZ’kd vkj-lh- cksjky gSa tks fQ+Yeksa
esa johUnz laxhr vkSj ckaXyk yksdlaxhr ds izfrfufèk laxhrdkj
FksA2

U;w fFk;sVlZ dh lHkh fQ+Yesa dydÙkk esa curh
Fkha] vr% muds laxhr esa cakXyk yksd&èkquksa dk iz;ksx
tkus&vutkus gks gh tkrk FkkA xkf;dk twfFkdk jk;] ds-
lh- Ms vkSj iadt efyd dh xk;dh o lqj&yxko ds
rjhds esa johUnz laxhr dk izHkko FkkA ckn esa lfpu nso
ceZu us Hkkjrh; fQ+Ye laxhr dks ,d&ls&,d vPNh
ckaXyk yksd èkquksa o johUnz laxhr ls izHkkfor èkquksa ls ltk;k
vkSj Lo;a Hkh mUgsa xk;kA yksd laxhr ij vkèkkfjr mudh
lqizfl) jpukvksa esa ̂lqu esjs caèkq jŝ  ¼lqtkrk½] ̂esjs lktu
gSa ml ikj^ ¼nsonkl½] ̂ogka dkSu gS rsjk^ a¼xkbM½ vkfn gSaA
caxky ds ekaf>;ksa dk fp= bl xhr esa lkdkj gks mBrk gSA

iatkc ds yksd laxhr dk izHkko

iatkc dh nenkj yksd èkquksa dk fgUnh fQ+Yeh
xhrksa esa mi;ksx djus dk iz;kl ekLVj x+qyke gSnj us
fd;kA 1941 esa cuh iapksyh vkWV~lZ fiDplZ] iatkc dh
^[+kt+kaph^ igyh fQ+Ye Fkh] ftlesa x+qyke gSnj us pyrh
nzqr y; okyh yksdfiz; iatkch èkquksa dk lekos'k fd;k FkkA3

bl fQ+Ye ds xhrksa dh lQyrk us 'ke'kkn csxe dks fgUnh
fQ+Yeksa dh vxz.kh xkf;dk ds :i esa LFkkfir dj fn;kA
blesa rcyk ds cksyksa dk viuk vfLrRo vkSj <ksyd ds
izHkqRo dk viuk vyx gh vkpj.k FkkA blls igys fQ+Yeksa
esa laxhr vfèkdrj 'kkL=h; laxhr ij vkèkkfjr gqvk djrk
Fkk] ftlesa d+Ookyh] Bqejh] nknjk] dtjh] x+t+ysa vkfn
gksrh Fkha ijUrq bl fQ+Ye esa laxhr&funsZ'kd Jh xqyke
gSnj us iatkc dh yksdèkquksa rFkk if'pe ds tkWt+ laxhr
dh èkquksa dks feykdj ,d u;k iz;ksx fd;k] ftls yksxksa us
cgqr ilan fd;kA blls fQ+Ye laxhr esa ,d u;kiu vk;k
tks vkxs dh fQ+Yeksa esa cjd+jkj jgkA bl ǹf"V ls ̂[k+t+kaph^
dk laxhr ,sfrgkfld egRo j[krk gSA4 fQ+Yeksa esa iatkch
vax dk lQyre iz;ksx djus okys laxhrdkj vks-ih-
uŞ ;j us vius iatkch èkquksa ls laxhr txr esa èkwe epk nhA
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os iatkc dh yksd èkquksa dks fcuk fdlh gsj&Qsj ds muds
ewy:i esa nsuk ilUn djrs FksA ̂ ^bd ijnslh esjk fny ys
x;kA ^ ^  ¼Qkx qu ½ A ;g xhr i z fl) dhÙk Zu
^^lruke&lruke&lruke th^^ ̂ ^okgs xq#& okgs xq#&okgs
xq#th^ dh èkqu esa fuc) gSA mUgksaus iatkc ds yksdlaxhr
ds lHkh izdkjksa esa HkkaxM+k dh èkqu dks vR;fèkd yksdfiz;rk
iznku dh& ̂lj is Vksih yky] gkFk esa js'ke dk :eky vks;
rsjk D;k dguk^ ¼rqelk ugha ns[kk½ ̂ esjs gkFk esa rsjk gkFk]
tks gks fnu jkr rks fQj D;k ckr esjh tka cYys&cYyŝ
¼d'ehj dh dyh½A5

vks-ih- uŞ ;j ds laxhr esa <ksyd dh ,d fo'ks"k
izdkj dh fjn~e dk tknw FkkA ;g fo'ks"krk muds laxhr dks
,d vyx igpku fnykrh Fkh tSls ̂u;k nkSj^ esa ̂mM+s tc&tc
tqYQsa rsjh] daokfj;ksa dk fny epyŝ ] rFkk ̂ js'keh lyokj]
dqÙkkZ tkyh dk] :i lgk ugha tk;s u[kjs okyh dkA^

mÙkj izns'k dh yksd èkqusa

lu~ 1943 esa laxhrdkj [ksepUn izdk'k us fQ+Ye
^rkulsu^ esa [kq'khZn dh vkokt+ esa ,d vR;Ur eèkqj xhr
^?kVk] ?ku ?kksj ?kksj] eksj epkos 'kksj ---^ fn;k] tks mÙkj
izns'k dh yksdèkqu ij vkèkkfjr FkkA blds ckn 1944 esa
ukS'kkn us ^jru^ fQ+Ye esa mÙkj izns'k ds yksdlaxhr dk
lqUnj iz;ksx fd;kA bl fQ+Ye dk xhr ̂vaf[k;k¡ feyk ds
ft;k Hkjek ds pys ugha tkuk ---^ t+ksgjkckbZ dh vkokt+ esa
[kwc yksdfiz; gqvkA6 blds ckn ̂xaxk tequk^] esa ̂ rksjk eu
cM+k ikih lkaofj;k jŝ ] ̂uSu yM+ tbZgsâ  xhrksa esa mÙkj izns'k
dh yksd èkquksa dk vkSj Hkh yksdfiz; :i lkeus vk;kA blh
rjg ls 'kadj&t;fd'ku us ^iku [kk, lSa;k gekjkŝ ]
^ltuok cSjh gks x, gekj^] ̂ pyr eqlkfQj eksg fy;ks js
fiatjs okyh eqfu;k^] vkSj ^ltu js >wB er cksykŝ  vkfn
xhrksa dks yksd èkquksa esa <kydj fo'ks"k lQyrk vftZr dhA

laxhrdkj enueksgu us viuh igyh gh fQ+Ye
^vk¡[ksâ  esa ehuk diwj }kjk xk;s xhr ̂eksjh vVfj;k is dkxk
cksyŝ  dks yksd laxhr ds jax esa jaxrs gq, yksd&'kSyh ij
viuh xgjh idM+ dk ifjp; fn;kA blds vykok mUgksaus
^vks jktk th gekj dgk ekukŝ ] ̂ eSaus jax yh vkt pqufj;k^]
^>qedk fxjk jŝ ] ̂ uSuksa okyh us gk; esjk fny ywVk^ vkfn
vusd èkqusa cuk;h gSa] ftlus Jksrkvksa ds chp vikj yksdfiz;rk
gkfly dhA

xqtjkrh xjok&'kSyh dk iz;ksx

dY;k.k th&vkuan th us ijEijkxr xqtjkrh
xjok èkquksa dk lqanj iz;ksx fd;kA eaS rks Hkwy pyh ckcqy
dk nsl ¼fQ+Ye& ljLorhpUnz½] gs uke js lcls cM+k rsjk
uke ¼fQ+Ye lqgkx½ xksfoank vkyk js ¼fQ+Ye& CyQ ekLVj½
vkfn xhr dkQh yksdfiz; gq,A ^xaxk tequk^ fQ+Ye esa
ukS'kkn th us ^<wa<ks <wa<ks js lktuk^ xhr esa xqtjkr dh
xjck èkqu dk lqanj iz;ksx fd;k gSA

jktLFkku dh yksd 'kSyh dk izHkko

vius nkSj dh izfl) fQ+Ye ̂ikdht+k^ esa laxhrdkj
x+qyke eksgEen us jktLFkku ds izfl) ̂ekaM* jkx dk lqUnj
iz;ksx xhr& ̂BkM+s jfg;ks vks ckads ;kj^ esa fd;kA bl xhr
dh èkqu vkSj yrkth dh vkokt+ dk tknw vkt Hkh Jksrkvksa
dks ea=eqXèk dj nsrk gSA

ia- ân;ukFk eaxs'kdj us Hkh jktLFkku dh izfl)
ekaM jkx dk iz;ksx ^ysfdu^ fQ+Ye esa cgqr gh [+kwclwjrh
ls fd;kA fQ+Ye esa yrk th }kjk xk;k xhr ^dslfj;k
ckye^ [+kwc ljkgk x;kA jktLFkkuh yksdlaxhr dk thoar
mnkgj.k 1999 esa iznf'kZr fQ+Ye ̂ ge fny ns pqds lue^
ds ̂ fuacwM+k fuacwM+k^ esa feyrk gSA blesa jpk clk gS ;gka dk
yksdlaxhr] ftlesa ukf;dk vius lkFk Jksrkvksa vkSj n'kZdksa
dks ckaèks j[kus esa lQy jgh gSA laxhrdkj bLekby njckj
us bldk laxhr fn;k gS tks iw.kZ :i ls lQyrk dk
bfrgkl jprk ut+j vkrk gSA blh fQ+Ye dk lokZfèkd
yksdfiz; xhr ̂<ksyh Fkkjks <ksy cktŝ  Hkh xqtjkr dh izfl)
xjck 'kSyh ij vkèkkfjr gSA

21oha lnh esa yksd èkquksa dk izHkko

x+kSj ls ns[ksa rks ekywe gksrk gS] fd fgUnh fQ+Ye
laxhr ds 'kq:vkrh nkSj ls ysdj vkt ds nkSj rd tc Hkh
yksdèkquksa dk iz;ksx fQ+Yeh xhrksa esa gqvk gS] og vR;Ur
lQy jgk gSA ubZ lnh ds igys n'kdds lokZfèkd yksdfiz;
xhr tSls ^dtjkjs&dtjkjŝ  ¼fQYe&cUVh vkSj ccyh½]
^chM+h tykbZys^ ¼fQYe&vkse~dkjk½] ^cwejk s&cwejks^
¼fQYe&fe'ku d'ehj½ vkfn jpuk,¡ yksd èkquksa ij gh
vkèkkfjr gSaA chrs n'kd esa Hkh dbZ ,slh jpuk,¡ lkeus vkbZa
tks yksd èkqu ij vkèkkfjr jgha rFkk tuekul vkSj [kkldj
;qokvksa esa Hkh [kwc e'kgwj gqbZaA
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ckojs ckojs & Luck by Chance, 2009
egaxkbZ Mk;u & ihiyh ykbo] 2010

uojkbZ ek>h & bafXy'k foafXy'k] 2012

cye fipdkjh & ;s tokuh gS nhokuh] 2013

Bjdh Nksdjh & ih ds] 2014

fiaxk x iksjh & ckthjko eLrkuh] 2015

rq>dks cukdj ds ys tk,axs & cnzh dh nqYgfu;k] 2017

fnycjks & jkth] 2018

pksxkMk & yo;k=h] 2018

?kwej & in~ekor] 2018

<ksyhMk & xaxwckbZ]  2022

;g fl) djrk gS fd yksdlaxhr dk tknw vkt
Hkh Jksrkvksa ds flj p<+dj cksyrk gSA ;|fi fQ+Ye
laxhrdkjksa us yksd&èkquksa ls izsj.kk ysdj lSadMksa fQ+Yeh
xhrksa dh jpuk dh gS ysfdu fQ+Ye esa tc yksd xhrksa dks
viuk;k x;k rks muesa izfrHkkoku vkSj eats gq, laxhrdkjksa
us vius fof'k"V vankt ds lkFk mUgsa vR;Ur izHkko'kkyh
cuk fn;kA dq'ky vjastlZ ¼okn~; la;kst dksa½ us dsoy
fxus&pqus yksd ok| u ysdj foLrr̀ ok|&òan dk iz;ksx
djrs gq, mls flusek ds vuq:Ik cuk;kA bueas ls vfèkdrj
jpukvkas dks vius xk;u ls fu[kkjk fganh fQ+Ye laxhr ds
fnXxt ik'oZ xk;d&xkf;dkvksa us ftuesa yrk eaxs'kdj]
jQh lkgc] vk'kk Hkksalys] eqds'k] eUuk Ms vkfn izeq[k gSaA
fQYe laxhr us Hkkjrh; 'kkL=h; laxhr vkSj yksd /kquksa ls
cgqr dqN fy;k gS] ysfdu cnys esa cgqr dqN blus fn;k

Hkh gSA7 ;g vknku&iznku fujUrj tkjh gSA

fu"d"kZ %

bl izdkj] yksd laxhr us fQ+Ye laxhr ds izR;sd
vax dks lkSan;Z iznku fd;k] mls ltho fd;k] lnkcgkj
cuk;kA laxhrdkj yksdlaxhr dk lgh vkSj lPpk mi;ksx
djrs vk, gSaA mUgksaus iqjkus Hkkjrh; yksdxhrksa dk iqu#)kj
Hkh fd;kA ns'k dh lH;rk o laLd̀fr ls tqM+s yksdxhrksa dks
ubZ èkquksa vkSj u;s Lojksa ls ltkdj Jksrkvksa ds lkeus j[kkA
blds vykok cgqr ls yksdxhr tks iqLrdksa esa fy[ks jg
x, Fks] fQ+Ye ds ekè;e ls iqu% thfor gks x, gSaA ;g lR;
gS fd fQ+Ye laxhr funsZ'kdksa us bu xhrksa dks lgkjk fn;k]
[k+keks'k iM+s xhrksa esa izk.k Mky fn;s rFkk vke turk us Hkh
bUgsa [+k+wc ljkgkA

lUnHkZ lwph %

1- ,fjd ckuksZ ,oa ,l- d"̀.kk Lokeh] bafM;u fQ+Ye] 1980] i-̀ 213

2- xxZ] mek] laxhr dk lkSan;Z cks/k ¼fQYe laxhr ds lanHkZ esa½]
ì- 94

3- ekgs'ojh] MkW- vksadkj izlkn] fgUnh fp=iV dk xhfr lkfgR;]
1978] i-̀ 52

4- ,l-ds- fQYe] Vªs.Ml ÝkWe lDlsl Vw ,Dlsl] fQ+Ye Q+s;j
¼1&15 tqykbZ 1988½

5- Hkkjru] jktw] ^fon vkoj E;wft+d Mk;jsDVlẐ  fQYe Qs;j]
19 vDVwcj 1962] i-̀ 15

6- ^laxhr* ekfld if=dk] fQ+Ye laxhr bfrgkl vad]
tuojh&Qjojh 1998] i-̀ 69

7- lsB] j?kqukFk] n lkm.M vkWQ eSftd] flusek fotu bf.M;k]
vDVwcj 1980] i-̀ 55



[ 257 ]

Lrkse 2024 ¼fo'ks"kkad&2½

izLrkouk

^xhraok|a rFkk uR̀;a =;a laxhreqP;rs*& laxhr
dh ;gh loZekU; ifjHkk"kk gSA xhr] ok| rFkk uR̀;
dk leqPp; gh laxhr gS ¼egkfMd] 1½A laxhr lH;rk
vkSj laLd`fr dks vfHkO;Dr djus dk ,d l'kDr
ekè;e gSA ;|fi ^laxhr^ xk;u ls gh izkjEHk gqvk FkkA
dkykUrj esa xk;u foèkk dks le)̀ djus ds fy, fofofèk
izdkj ds ok|ksa dk fuekZ.k gqvk rFkk mUgsa mi;ksx esa yk;k
x;k A ^ok|^ u dsoy ^'kkL=h; laxhr^ ds cfYd ^yksd
laxhr^ ds Hkh vifjgk;Z vax gS] vkèkkj gSaA yksdok|ksa
dh ijEijk Hkh yksdxhrksa dh gh Hkkafr ifjiw.kZ ,oa egRoiw.kZ
gSA ftl izdkj 'kkL=h; laxhr ds fodkl esa xk;u ds
ckn ok|ksa dk fuekZ.k gqvk mlh izdkj yksdxhrksa dh
lgk;rk ds fy, ok|ksa dk mi;ksx fd;k x;kA Hkkjr ds
fofHkUu vapyksa ds leku fo'ks"krkvksa okys ok|ksa dk vè;;u
bl izdkj gS&

Hkkjr ds fofHkUu vapyksa ds yksd laxhr esa iz;qDr le:ih yksdok|ksa dk foospukRed vè;;u

MkW- oUnuk [kqjkuk·

lkjka'k

gekjk Hkkjr fo'o dh lcls izkphure lH;rkvksa esa ls ,d gS ftlesa cgqjaxh fofoèkrk vkSj
le)̀ lkaLd̀frd fojklr gSA ̂ fofoèkrk esa ,drk^ Hkkjrh; laLd̀fr dh fo'ks"krk gSA Hkkjr ds fofHkUu jkT;ksa
esa vusd èkeksZa] tkfr;ksa] fopkjksa] laLd̀fr;ksa] ekU;rkvksa ls lacafèkr fofHkUurk,a gSa fdUrq muds esy ls ,d
[kwclwjr ns'k curk gS& ^Hkkjr*A Hkkjrh; laLd̀fr dk gh ,d vfHkUu vax gS & ^Hkkjr dk yksd laxhr^A
ftl izdkj Hkkjr ds fofHkUu izns'kkas dh laLd̀fr;ksa esa fofHkUurk ds lkFk&lkFk dqN lekurk ds rRo Hkh
Ikk, tkrs gaS mlh izdkj izR;sd izns'k dks yksd laxhr viuh dqN fof'k"Vrkvksa dks vius eas lgstrs gq,
vU; izns'kkas ds yksd laxhr ds dqN leku y{k.kksa ls Hkh ;qDr gSA vFkkZr ,d gh izdkj dh fo'ks"krk fy,
gq, yksd xhr] yksd ok| ;k yksd uR̀; gesa ns[kus dks feyrs gSa fdUrq muds uke] iz;ksx] cukoV vkfn
esa FkksM+h cgqr fHkUurk vo'; izkIr gksrh gSA mnkgj.k ds fy,] iatkc jkT; dk cqXpw uked yksd ok|
vkSj jktLFkku jkT; dk Hkiax ok| r+Fkk tEew o d'ehj jkT; dk ^uwV^ uked yksd ok|] nf{k.k Hkkjr
dk ^?kVe^ RkFkk mRrj Hkkjr dk ^eVdk^ vkfn yksd ok|ksa ds uke Hkys gh vyx gaS fdUrq xq.k o iz;ksx
esa lekurk ik;h tkrh gSA

izeq+[k 'kCn % yksd xhr] yksd ok|] rr~ ok|] ?ku ok|] ckmy laxhr

'kksèk izfofèk % izLrqr 'kksèk&i= esa fefJr 'kksèk&izfofèk dk iz;ksx fd;k x;k gS ftlesa 'kksèk&fo"k; ls lacafèkr lkfgR; dh
leh{kk rFkk o.kZukRed fofèk lfEefyr gSA

vflLVsaV izksQslj ¼xk;u½] jktLFkku laxhr laLFkku] t;iqj

,d ra=h yksd ok|

bdrkjk ¼jktLFkku] mÙkj izns'k] egkjk"Vª rFkk vle½&
;g izkphure rr~ yksd ok| gSA
jktLFkku izns'k esa iz;qDr bdrkjk
esa xksy rwacs esa ,d ckal Qalk
fn;k tkrk gS vkSj rwacs dk mijh
fgLlk dkVdj ml ij peM+k
e< fn;k tkrk gSA rRi'pkr~
ck al esa Nsndj blesa [kwaVh
yxkdj mlesa ,d rkj dl fn;k tkrk gSA fQj bl rkj
dks vaxqyh ds vk?kkr ls ctk;k tkrk gS vFkkZr~ bls ,d
gkFk ls gh ctk;k tkrk gSA

fVaxVSax& *,d ra=h* ok| dh Js.kh esa vkus okyk fet+ksje
jkT; dk yksdok| fVaxVSax vDlj fet+ks fxVkj ds :i esa
tkuk tkrk gSA ;g ,d izdkj dh lkjaxh ;k ok;fyu gS
ftlesa dsoy ,d rkj gksrk gSA bl ok|;a= esa dn~nw esa
ckal dh NMh dk ,d VqdM+k yxk fn;k tkrk gS vkSj rkj
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Fkkaxrqax ls cuk gksrk gS tks ey;
lkxks ike dk QkbZcj gksrk gSA
;g okn~; vf}rh; rFkk eèkqj
èofu;k a mRiUu djrk g SA
laxhrdkjksa }kjk bls èkuq"k dh
lgk;rk ls ctk;k tkrk gSA

rqbZyk& ;g dikl] ckal vkSj rqeM+h ls fufeZr ,d rkj
okyk nqyZHk ok| ;a= gS tks mMhlk esa ik;k tkrk gSA bls
xk;u ds lkFk laxfr ds fy;s mMhlk
ds ^^Hkwfetk** uked leqnk; }kjk
mi;ksx fd;k tkrk gSA

;g ok| ,d vkèkh dVh gqbZ rqeM+h dk vuquknd
tks ckal dh NMh ls f<ykbZ ls caèkk gksrk gSA ,d lwrh
¼dikl½ dh Mksjh NMh ds ,d Nksj ls tqM+h gksrh gS vkSj
,d nwljs Nksj rd cakèkh tkrh gS A bl ok| ;a= dks ctkrs
oDr rqeM+h dks Nkrh ij j[kdj rkj dks nk,a gkFk ls [khapk
tkrk gSA

xksih;a=@xksihpan & *;g bdrkjs dh Hkkafr ,d rkj
dk yksdok| gS ftudk iz;ksx if'peh caxky {ks= ds
ckmy laxhr esa eq[; :i ls fd;k tkrk gSA bls ,drkjk
;k xksihpan Hkh dgk tkrk gS* (https://www.india-
instruments.com/various-string-instrument-
details/ektar-gopi-yantra.html)A ;g ,d [kqys fljs
okyk ,d flj okyk <ksy gSA Mªe ds fdukjs 'kh"kZ
ij tqMs ckal ds nks etcwr ujdjksa ¼Bamboo
Reeds½ ls tqM+s gksrs gaSA ckal dh nks csrksa ds chp
esa ,d èkkrq dh Mksjh caèkh gksrh gSA vU; dbZ
fLVªax&Mªksu ok|ksa ds foifjr ;g de èofu mRiUu
djus ds fy;s jhM dks laihfMr ¼Compress½
djds ;k mPp Loj okyh èofu ds jhM dks vyx
[khapdj fip esa mrkj&p<ko dh vuqefr nsrk gSA

bdrkjk@xksih;a= dk oknd ;a= dks xys ij idMrk gS
vkSj fQj rtZuh vaxqyh }kjk rkj dks ctkrk gSA xys ds
nksukas fgLlkas dks nckus ls rkj f<+yk iM+rk gSA bl izdkj
bl dh fip de gks tkrh gSA bldk rwack lw[ks dn~nw]
ydM+h ;k ukfj;y ls curk gSA

viax& jktLFkku dk ,d izeq[k yksd ok| viax dVs gq,

rqEcs ls cuk;k tkrk gSA ,d cM+s
fVu ds isans esa peM+k e<+ fn;k
tkrk gSA fVu ij yxHkx <+kbZ fQV
dk ckal yxk;k tkrk gS vkSj tgk¡
rkj yxk gksrk gS ogk ij [kwaVh
yxk nh tkrh gSA rkj dk nwljk
fljk peM+s ij gksrk gSA peM+s ds
chp esa ls rkj fudky dj mls ,d
[kwaVh ls ckaèk nsrs gSaA ,d gkFk ls [kwaVh dlh tkrh gS vkSj
nwljs gkFk ls rky ctkbZ tkrh gSAbl izdkj yksd xhrks esa
bls y; ds fy, iz;ksx fd;k tkrk gSA

;g yksd ok| dkycsfy;ksa rFkk xksxk th ds Hkksiksa
ds xhrksa esa iz;ksx fd;k tkrk gSA bldk Lo:i if'pe
caxky ds xksih ;a= ls feyrk&tqyrk gSA

rwurwuk@rwurwuh& ;g bdrkjk dk
gh ,d fHkUu Lo:i gSA ;g egkjk"Vª
dk ydM+h vkSj ckal ls cuk ,d rkj
okyk yksd ok| gS A bleas ydM+h dk
cuk [kks[kyk csyukdkj rwack gksrk gS
vkSj ckgjh fgLls esa ,d ckal dh NMh
yxh gksrh gS A rwack dk fupyk fgLlk
peMs ls <dk jgrk gS A NM+h ds NksVs
VqdMs ls c¡èkh èkkrq dh Mksjh peM+s ds
dsUnz ls gksdj xqtjrh gS vkSj bls 'kh"kZ
ij ,d [kwaVh ls ckaèkk tkrk gSA Mksjh dks nkfgus gkFk esa j[kh
NMh ds ,d NksVs VqdM+s ls rksMk tkrk gS Abl ok| ls Loj
o y; nksukas izkIr gksrs gSaA

nks@rhu rkj okys yksd ok|

esfjuxkSM& ;g es?kky; dk ,d izeq[k yksd ok| gSA ;g
,d Lons'kh ok;fyu tSlk ok| ;a= gS
ftlesa ,d [kks[kys Ýse ij nks ;k rhu
rkj [khaps tkrs gSaA ok;fyu dh rjg gh
bls ,d Mksjhnkj èkuq"k ds lkFk ctk;k
tkrk gS ysfdu bls iSjksa ds chp esa lsyks
dh rjg j[kk tkrk gSA

jko.kgRFkk& ;g jktLFkku dk lcls yksdfiz; ok| gS
ftls èkuq"kkdkj ydM+h ls cus xt ls ctk;k tkrk gSA bl
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ok| esa nks rkj] ,d ?kksMs ds iwaN ds cky ls fufeZr rFkk
nwljk yksgs ds rkj ls fufeZr iz;qDr gksrs gaSA ;s nksuksa rkj
eq[;r% rkj "kMt rFkk iape Loj esa feys jgrs gSaA blesa
rjc ds rkj Hkh gksrs gaS ftudh la[;k ikap] lkr ;k X;kjg
gks ldrh gSA blesa dsoy ,d ?kksM+h iz;qDr gksrh gSA blesa
vkèks ukfj;y dh dVksjh ij [kky e<+h tkrh gS tks ckal
ds lkFk yxh jgrh gSA ckal ds mijh Hkkx esa rkjksa ds fy;s
ydM+h dh cuh [kwafV;ak yxk nh tkrh gaS tks lkeus dh
rjQ rFkk nkb± o ckbaZ nksukas rjQ yxrh gSaA bu [kwafV;ksa
dks eksjfu;k dgrs gSa A rkjksa dks ?kqM+p ij vkèkkfjr djrs
gq;s rcyh ds uhps ckaèk fn;k tkrk gS rFkk nwljh vksj bu
rkjksa dks [kwafV;ksa ls ckaèk fn;k tkrk gSA blds xt esa ?kksMs+
dh iwaN ds ckyksa dks rkjksa dh rjg yxk;k tkrk gS rFkk
xt dh xksykbZ okys Hkkx esa èkkrq ds NksVs&NksVs ?kwa?k: ckaèks
tkrs gSaa tks oknu ds le; rky nsus dk dke djrs gSaA

dykdkjksa }kjk blds oknu ds lkFk jktLFkku
ds yksdxk;u] oknu o uR̀; dk izLrqfrdj.k fd;k tkrk
gSA jktLFkku dh èkkfeZd o ,sfrgkfld xkFkk xkus okyh
^^Hkksik** tkfr dk ;g izeq[k yksdok| gSA *jktLFkku ds Hkksis
blds oknu ls ikcw th dh yksd dFkk dk xk;u djrs gSaA
jko.kgRFkk dks ̂vkfn oh.kk* Hkh dgk tkrk gS* ¼olar] 576½A

isuk& ;g ef.kiqj dk ikjaifjd yksdok| gS ftldk
mi;ksx eq[; :i ls lukefgT+e ds ykbZ gjksck esa fd;k
tkrk gSA ;g ,d yqIr gksrh dyk curh tk jgh gS D;ksafd
ef.kiqj esa cgqr de isuk oknd 'ks"k gaSA bl ok|&;a= esa
nks Hkkx gksrs gaS] eq[; Hkkx isukeklk tks ok;fyu ds leku
gksrk gS vkSj èkuq"k@pksjZ tks ok;fyu èkuq"k dh rqyuk esa
rhjankt+h èkuq"k&tSlk gksrk gSA bldk eq[; <kapk ckal dk
cuk gksrk gS tks ukfj;y ds [kksy esa nks Nsn dj vkèks esa
dkVs x;s ukfj;y ds [kksy ls tqM+k gksrk gSSA èofud
mns';ksa ds fy;s ukfj;y ds [kksy ij nks vfrfjDr Nsn Hkh
fd;s tkrs gSa ftuesa ls ,d dks tkuoj dh [kky ls <d
fn;k tkrk gSA Mksjh ds ruko dks ckal dh [kwaVh ls fu;af=r

djrs gaS ftls dku dgrs gaS vkSj bls ckal
dh NM+ ij fMªy fd, x, Nsn ds vanj
fQV fd;k tkrk gSA ;a= dh iwaN ij ,d
LØkWy] eksxjk Hkh caèkk jgrk gSA xt@èkuq"k
ydM+h dk gksrk gS ftlds ,d fljs ij
?kqekonkj mHkkj gS tks èkkrq dk cuk gksrk
gSA dqN xtksa esa NksVh&NksVh èkkrq dh
?kafV;ka Hkh gksrh gSaA blds rkj ikjaifjd
?kksM+s ds cky vFkok èkkrq ;k QkbZcj ds
cus rkj ls cuk;s tkrs gSaA bl dk iz;ksx ef.kiqj ds
;kbdSjksy] yqgksaxck ¼fookg½] [kquqax&bZlsbZ ¼yksdxhr½ vkfn
yksdxhrksa esa laxr ds fy, fd;k tkrk gSA

df"kZr (Plucked) yksd ok|

rqaxuk& ;g flfDde jkT; dk Plucked yksd ok| ;a=
gSA bl ok| esa pkj rkj gksrs gSa tks eq[; :i
ls HksM+ vkSj cdfj;ksa dh vkar ;k uWk;yu ds rkj
o eNyh idM+us ds rkj ls cus gksrs gaSA yík[k
dk MªkfE;u ;k èkke;su uked ok| rqaxuk ls
feyrk&tqyrk ok| gS A rqaxuk dh rqyuk esa
MªkfE;u FkksMk yack] de ltkoVh rRoksa okyk
rFkk rkj yacs gksrs gSaA MªkfE;u dh vkokt+ èkheh
gksrh gS ftls lrg ij lquk tk ldrk gS tcfd
rqaxuk dh vkokt Å¡ph gksrh gS (https://
farsightnepal.com/news/192)A

MªkfE;u& yík[k ds ckS) èkeZ ds èkkfeZd R;ksgkjksa esa iz;ksx
gksus okyk izeq[k Plucked ok| gS A bl ok| esa lkr rkj
gksrs gSaA ;g ydMh] peMs+ vkSj
;kd ;k cSy dh gM~Mh ls cuk;k
tkrk gSA ,d lkekU; MªkfE;u dh
yackbZ yxHkx 3 ls 4 QhV gksrh
gSA bls f=dks.kh; gM~Mh ;k ydM+h
ds IysDVªe ls ctk;k tkrk gSA
vius fof'k"V pqfl vkdkj ds flj
¼,d leqnzh jk{kl tks vius lqanj laxhr ls vkdf"kZr fdlh
Hkh cqjh vkRekvksa dks Mjkus ds fy;s cuk;k x;k gS½ okyk yík[k
dh vuwBh laxhr&ijEijk dk izrhd gSA 'kkfCnd :i ls]
blds uke dk vFkZ gS& ̂nz* vFkkZr~ jkx lqusa rFkk ̂UX;su* vFkkZr~
lquukA bls nsoh Ygkeks ;kaxpsuek }kjk èkkj.k fd;k tkus
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okyk ,d vkè;kfRed laxhr ok| ekuk tkrk gSA

Hkiax& Hkiax jktLFkku dk ,d vuwBk rr~ yksd ok| gSA
;g Me: ds vkdkj dh yach vky ds
rqacs dk cuk gksrk gSA Rkqacs ds uhps dk
Hkkx [kky ls e<+ fn;k tkrk gS vkSj
Åij dk Hkkx [kkyh tksM+ fn;k tkrk
gSA [kky ds chp esa ls rkj fudkyrs
gq, ,d [kwaVh ls ckaèk fn;k tkrk gSA
[kwaVh dks rkurs o <hyk djrs gq,
blls fofHkUu èofu;ak fudkyh tkrh gaSA

;g ok| jktLFkku ds vyoj ;k esokr {ks= esa
izpfyr gSA Okknd bls dka[k esa nck dj Mksj ;k rkar dks
[khap dj nwljs gkFk ls ml ij ydM+h ds VqdM+s ls vk?kkr
djrk gSA

cqXpq& ̂ ^cqXpq̂ ^ iatkc dk ,d ikjaifjd yksd ok| ;a= gSA
bls ̂cqXMw ̂;k ̂cq?kMŵ  vkfn dbZ ukeksa ls Hkh tkuk tkrk gSA
bldk ç;ksx iatkc {ks= yksd laxhr o yksduR̀; tSls&
HkkaxM+k] eyokbZ] fx)k vkfn esa fd;k tkrk gS ¼HkSjoh] 86½A

;g ydM+h vFkok dn~nw ls cuk;k tkrk gSA ;g
lkèkkj.k fn[kus okyk fdarq vuwBk
ok| ;a= gSA cqXpq dk rqack ̂ jsr dh
?kM+h^ ¼hourglass½ ;k Me: ds
vkdkj dk gksrk gS] ftldh lrg
ij peM+k e<+k jgrk gS vkSj ,d
eksVh Mksjh mlds chp esa Nsn dj
nsrh gS rFkk Mksjh ds nwljs fljs ij
ydM+h dh ,d ?kqaMh ;k xkaB caèkh gksrh gSA cqXpq oknu gsrq
gkFk dks FkksM+k eksM+ dj ;k Vs<+k dj bls idM+k tkrk gS vkSj
ftl gkFk esa ;g ok|;a= gksrk gS mlh gkFk dh gFksyh esa
Mksjh dks Hkh j[kk tkrk gSA fQj blesa ls èofu mRiUu djus
ds fy, nwljs gkFk dh vaxqfy;ksa ;k LVªkbdj dh enn ls
rus gq, rkj dks [khapk tkrk gSA Mksjh dks [khaprs le; Mksjh
ij ruko dks c<+kdj ;k ?kVkdj èofu dh fip dks
fu;af=r fd;k tkrk gSA ;g ok| vius uke ^cqXpq̂  ds
leku gh èofu fudkyrk gSA

yksd Rkky ok|

Xkksxksuk& ;g ,d izdkj dh eq[k oh.kk gSA ;g cSar ls cuk

daiueqDr ok| gS ftldk iz;ksx eq[; :Ik ls vle esa
ikjaikfjd fcgw uR̀;@laxhr esa fd;k tkrk gSA cksjks Hkk"kk
esa bls xksfxuk Hkh dgrs gaSA ;g ckal ;k lhax ds VqdM+s
ls Hkh cuk;k tkrk gS ftlds ,d fljs ij foHkktu gksrk
gSA Bksl fljs dks nkarks ls idMrs+ gaS vkSj fQj eqDr fljs
dks vaxqfy;ksa ls idM+ ckj&ckj vkèkkr fd;k tkrk gSA
ftlls xksxksuk dh fof'k"V èofu fudyrh gSA ;g ewy:i
ls izkphu phu ¼dkSfDl;u½ esa fodflr fd;k x;k Fkk vkSj
phu&frCcrh tu
tkfr;ksa ds ikl
pyk x;k tks vle
esa pys x,A vc
eq[; :i ls lfn;ky dpkjh] pqfj;k] nsvksfjl] lksukscky
vkfn tkfr;ksa }kjk bldk iz;ksx fd;k tkrk gSA blds nks
izdkj izpfyr gSa& jkeèku xksxksuk rFkk ykgksjhs xksxksukA

fcukbZ& jktLFkku ds eksjpax dk gh ,d Lo:Ik mÙkjk[k.M
jkT; esa fcukbZ ds :Ik izkIr gksrk gSA LFkkuh; yksgkjksa }kjk
yksgs ls cuk;k tkrk gS ftls mRrjk[kaMh
yksd xhrksa esa iz;ksx fd;k tkrk gSaA

Ekksjpax& ;g jktLFkku dk vR;ar
yksdfiz; ,oa vuwBk rky ok| ;a= gS
tks ewyr% yksgs dk cuk gksrk gSA blds ,d fdukjs ij
yksgs dk thHkuqek ;a= yxk gksrk gSA bls ck;sa gkFk ls idM+
dj gksBksa ds uhps dldj Qaawd nsrs gq, nk;as gkFk dh vxqayh
ls [khap dj ctk;k tkrk gSA bl yksd
okn~; dks jktLFkku ds xMfj;s ctkrs
gaSA *oknd dk eqag bl fØ;k esa xwat
mRiUu djus okys vuquknd dk dk;Z
djrk gSA fganh lkfgR; esa bl ok| dks
eq[k pax Hkh dgk x;k gS D;ksafd ;g
eq[k esa j[kdj ctk;k tkrk gS* ¼nso] 23½A

?ku yksd ok|

uwV& d'ehjh laxhr esa ikjaifjd ok|;a=ksa dk ,d yEck
bfrgkl jgk gS A d'ehj ds egku dfo dYg.k us vius
xzUFk ̂jkt rjafx.kh* esa d'ehj ds ok|&;a=ksa ds bfrgkl dk
mYys[k fd;k gS ftlesa ,d ?ku ok| gS& uwVA

d'ehj ds uwV ok| dk vkdkj nf{k.k Hkkjr ds
^?kVe* ,oa jktLFkku ds ^eVdh ^ ds leku gksrk gS A
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dukZVd ¼nf{k.k Hkkjr½ ds ̂ eVdk* ;k ̂ ?kVe* dk vkdkj
gq&c&gw d'ehj ds uwV ds leku gksus dk dkj.k ;g gS
fd mldh mRifÙk Hkh ewy :i
ls d'ehj esa gh gqbZ ftls ckn
es a iafMr 'kkjaxnso ¼ewyr%
d'ehjfuoklh ½ nf{k.k Hkkjr ys
x, FksA

uwV ?kM+k#ih feêh] yk[k vkSj èkkrq ls cuk ,d
Bksl ?ku ok| gSA ;g ok| eq[; :i ls lwfQ+;kuk dyke
vkSj d'ehj ds vU; Hkfä vkSj ikjaifjd laxhr esa jckc
vkSj larwj ds lkFk y;c) laxr ds fy, mi;ksx fd;k
tkrk gSA bldk Åijh vkèkk Hkkx yksd :ikaduksa dks n'kkZrs
gq, yk[k ls fpf=r gksrk gSA bls oknu ds le;] xksn esa
;k tehu ij] ,d NksVh xsM+h ;k fjax ij j[kk tkrk gS vkSj
nksuksa gkFkksa dh vaxqyh ls ctk;k tkrk gSA

xqeV& xqeV ;k ?kqeV xksok jkT; dk ,d f>Yyhnkj ?ku
yksdfç; ok| gSA ?kqeV feêh ds crZu dk ,d rky ok|
gS ftlds nksuksa fdukjs [kqys gksrs gSaA cM+s fNæ ij peM+k
yxk gksrk gSA vke rkSj ij ?kqeV ds lkFk ̂'kesy^ Hkh ctrk
gS] tks ydM+h ds Mªe vkSj cdjh ds peM+s ls cuk ,d vU;
ikjaifjd ok| gSA vxLr 2019
esa] xksok us ?kqeV ¼xqeV½ dks viuk
fojklr ok| ?kksf"kr fd;kA ?kqeV
xksok ds yksd] èkkfeZd vkSj eafnj
laxhr] fganw vkSj bZlkbZ nksuksa dk
,d vfHkUu vax gSA ;g yksd
xhrksa] ekaMks laxhr ,oa fo'ks"k :i
ls x.ks'k mRlo ds laxhr esa egRoiw.kZ Hkwfedk fuHkkrk gSA
bldk mi;ksx xksok ds vfèkdka'k eafnjksa esa olar _rq ds
nkSjku ̂lqojh oknu* uked v‚dsZLVªk esa Hkh fd;k tkrk gSA
[kkçqekek ioZrdj bl ok|&;a= ds ,d çfl) dykdkj FksA

fxxj& ;g tEew ,oa d'ehj ds ikjEifjd laxhr esa iz;ksx
fd;k tkus okyk rky ok| gSA
;s ihry ;k èkkrq dk eVdkuqek
ok| gksrk gS ftls vkerkSj ij
dykdkj dh xksn esa ;k Q'kZ
ij j[kk tkrk gS] ftldk eqag
Åij dh vksj j[kk tkrk gSA

dykdkj fofHkUu èofu;ka mRiUu djus ds fy, blds
ckgjh lrg ij izgkj djus ds fy, vaxqfy;ksa] vaxwBs ;k
gFksfy;ksa ij ,d vaxwBh dk iz;ksx djrk gSA bl ok| ds
vyx&vyx Hkkxksa ij vk?kkr djds vyx&vyx Loj
mRiUu fd, tk ldrs gSaA

fxxj ds leku gh jktLFkku esa eVdk@eVdh
rFkk nf{k.k Hkkjr esa ?kVe yksdok| ns[kus dks feyrs gSa
fdUrq os èkkrq ds u gksdj feV~Vh ds cus gksrs gSaA

fu"d"kZ %

Hkkjr ds fofHkUu jkT;ksa dh Hkk"kk] dyk o laLdf̀r
,d&nwljs ls fHkUu gksrh gSaA blhfy, blds miknku Hkh
vyx&vyx gksrs gSaA bu lcds xhr] uR̀; vkSj ok| le;]
ns'k rFkk dky ds vuqlkj viuk ìFkd~ vfLrRo ,oa lkSUn;Z
j[krs gSaA yksd laxhr ewy:i ls ekuoh; Hkkoukvkssa dks izdV
djus dk lkèku gS vkSj izns'k dksbZ Hkh gks ekuoh; Hkkouk,a
rks ogha jgrh gSa vkSj mudh vfHkO;fDr esa Hkh lekurk jgrh
gSA vke tu vius thou ds lq[k&nq%[k] rht&R;kSgkj]
ekaxfyd vk;kstu ¼tUe] fookg½] _rq lacafèkr Hkkoukvksa
dks yksdxhrksa] yksd ùR;ksa ds ekè;e ls gh vfHkO;Dr djrk
gSA blhfy, lHkh izns'kksa&vapyksa ds yksdxhrksa ds vkèkkj]
mís'; ;k muds ihNs Nqis Hkko lHkh essa dqN&u&dqN lekurk
ifjyf{kr gksrh gSA varj gS rks cl Hkko] Loj ;k izns'k&fo'ks"k
dh èkkfeZd ekU;rkvksa] yksd nsoh&nsorkvksa esa fo'okl vkfn
dkA yksdxhrksa dh ;gh lekurk vkSj fofHkUurk gesa muesa
iz;qDr yksd ok|ksa esa Hkh ns[kus dks feyrh gSS fdUrq ftl
izdkj yksdxhrksa esa ewyHkwr fo'ks"krkvksa esa lekurk,a ikbZ
tkrh gaS] oSls gh yksd ok|ksa esa Hkh ikbZ tkrh gaSA

lUnHkZ xzaFk %

1- egkfnd] MkW- izdk'k] Hkkjrh; laxhr ds ra=hok|] eè;izns'k
fgUnh xzaFk vdkneh] Hkksiky] izFke laLdj.k&1994] i ̀la 1

2- https://www.india-instruments.com/various-string-
instrument-details/ektar-gopi-yantra.html

3. https://farsightnepal.com/news/192
4- olar] laxhr fo'kkjn ]laxhr dk;kZy;]gkFkjl]23oka laLdj.k

1999] i ̀la 576

5- HkSjoh] ¼MkW½] iatkc dh oknu laxhr ijEijk] dfu"d ifCy'klZ]
fMLVªhC;wVlZ] ubZ fnYyh] izFke laLdj.k&2015] i ̀la 86

6- nso] ch- pSrU;] ¼vuqoknd] vydk ikBd½] ok|;a=] us'kuy
cqd VªLV] bafM;k] izFke laLdj.k&1993]i ̀la 23
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lkexzh@rF;ksa dk ladyu&

izkFkfed lzksr& blesa losZ{k.k fofèk }kjk lEcfUèkr dyk
fo}kuksa o f'k{kdksa ls tkudkjh izkIr dh xbZA f}rh;d
L=ksr&blesa iqLrdky;ksa] laxzgky;ksa] iqLrdksa] 'kksèk
i=&if=dk,¡] U;wt isij] osclkbV vkfn dh lgk;rk ls
lEcfUèkr lkexzh dk vè;;u dj tkudkjh yh x;h gSA

vè;;u {ks=& bl 'kksèk&Ik= dk vè;;u {ks= dsoy
ekyok&'kSyh ds jfldfiz;k y?kq fp=ksa rd gh lhfer gS
ftuesa jfldfiz;k dkO; ds lkFk yksd rÙoksa dk vè;;u
fd;k x;k gSA

izLrkouk& ekyok viuh dykRed laLdf̀r ds fy,
izfl) gSA iwokZapy] nf{k.kkapy] if'pekapy ,oa mÙkjkapy
ds eè; Hkkjr ds ân;LFky esa fo|eku ekyok izns'k
dykdkjkas dk O;ogkj {ks= jgk gSA1 16oha&17oha 'krkCnh esa
fufeZr ekyok ds jfldfiz;k y?kqfp= vius lkSUn;Z ds fy,
fo'ofo[;kr gSaA vksjNk ds ije izrkih jktk bUnzthr ds
vkxzg ij dfo ds'konkl us ukf;dk&Hksn lEcfUèkr
jhfrdkyhu Ük`axkfjd dkO; jfldfiz;k dh jpuk lu~ 1591

· 'kks/k Nk=k] fp=dyk foHkkx] jktLFkku fo'ofo|ky;] t;iqj
· · 'kks/k&funsZ'kd] foHkkxk/;{k] fp=dyk foHkkx] jktLFkku fo'ofo|ky;] t;iqj

jfldfiz;k y?kqfp=ksa esa yksd rÙoksa dk ifjn`'; & ^ekyok 'kSyh*

izks- vkbZ- ;w- [kku· · 'ksfjy xqIrk·
lkjka'k

ekyok 'kSyh ds jfldfiz;k y?kqfp=ksa esa yksd rÙoksa dh lH;rk vkSj laLd̀fr dk og :Ik
nf̀"Vxr gksrk gS ftlesa Ükàxkj jl ds lkFk lkekU; tu&thou dh vkRek ds Hkh fnXn'kZu gksrs gSaA ekyok
'kSyh ds fp=dkjksa us yksd rÙoksa ds lkFk dkO; vkSj fp=.k dks ,d gh èkjkry ij lkeatL; LFkkfir
dj fp=kafdr fd;k gSA blfy, buesa ikjEifjd o lkaLd̀frd la;kstu ds lHkh rÙoksa dk feJ.k gS
ftlls lgt jpukRed psruk dh yksd vfHkO;fDr gksrh gSA ekyok dye esa yksdkRed] dkO;kRed o
èkkfeZd 'kSyh dh izèkkurk vfèkd izcy jgh gS] jfldfiz;k y?kqfp=ksa esa ftldk Li"V :Ik ifjyf{kr gksrk
gSA blfy, bu fp=ksa ds }kjk uk;d&ukf;dkvksa dh fofHkUu euksn'kkvksa dks n'kkZus ds fy, ekyok 'kSyh
ds fp=dkjksa us yksd rÙoksa dk izrhdkRed iz;ksx fd;k gSA bl izdkj] bu lHkh yksd 'kSyhxr fo'ks"krkvksa
ls dkO; dh vkRek dks Li"V djrs gq, fp=dkjksa us jfldfiz;k y?kqfp=ksa dh HkkoHkwfe dks mHkkjus dk
,d lQy iz;Ru fd;k gSA

eq[; 'kCn % ekyok 'kSyh] jfldfiz;k] dkO;] yksdrÙo] y?kqfp=.k A

'kksèk izfofèk % bl 'kksèk&i= esa ,sfrgkfld] o.kZukRed ,oa fo'ys"k.kkRed vuqlaèkku i)fr dh lgk;rk ls fu"d"kksZa dks izkIr
fd;k x;k gSA

esa dh FkhA2 jfldfiz;k fp=ksa dk izkjEHk lEHkor% lezkV
vdcj us djok;k Fkk] blds Ik'pkr~ ekyok] jktLFkkuh]
igkM+h vkfn vusd fp=&'kSfy;ksa esa bu dkO; inksa ds
vkèkkj ij y?kqfp= cus ysfdu fo'ks"k :Ik ls ekyok ds
jfldfiz;k y?kqfp=ksa dks ns[kus ls ;g Kkr gksrk gS fd
buesa yksd rÙoksa o izrhdksa ds xq.k vR;ar dykRed :Ik
ls n'kZuh; gSaA3 ekyok yksd fp=dyk rFkk dkO; ls izsfjr
gksdj gh fp=dkjksa us jfr Ükàxkj o yksd la;kstu ds lHkh
rÙoksa dk feJ.k fd;k ftldk Lo:Ik ekyok 'kSyh ds
jfldfiz;k y?kqfp=ksa ls Li"V gksrk gSA4

bl 'kksèk&i= dk mís'; ekyok jfldfiz;k
y?kqfp=&'kSyh esa dkO; ds lkFk yksddyk ds rÙoksa o
vyadj.kksa dk vè;;u dj mlds dykRed lkSUn;Z dks
izdk'k esa ykuk gSA

ekyok dh fp=kadu&ijEijk fo'ks"k :Ik ls 16oha
lnh ls vfLrRo esa vkbZ gS rFkk blds Ik'pkr~ fujUrj
fodflr gqbZA ekyok 'kSyh dks ̂lsUVªy bf.M;u isafVax* ds
uke ls Hkh tkuk tkrk gSA eè; izns'k esa y?kqfp= 'kSyh dk
izkjEHk ekyok ls gqvk vkSj ek.Mq esa gh fpf=r dYilw= bl
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'kSyh dk izkphure Kkr mnkgj.k gSA bl izdkj ekyok
'kSyh esa jfldfiz;k y?kqfp=ksa dk vadu yxHkx 1634bZ- ls
'kq: gqvkA5 jhfrdkyhu dfo ds'konkl }kjk jfpr
^jfldfiz;k* xzaFk ykSfdd thou dk Ük̀axkfjd dkO; gS rFkk
bl dkO; ls izsfjr gksdj ekyok 'kSyh ds fp=dkjksa us
vusd lkSUn;Ziw.kZ y?kqfp=ksa dk fuekZ.k fd;k ftlesa yksdrÙoksa
ds lHkh xq.k lekfgr gSaA bl izdkj yksddyk dk izkjEHk
gh lkaLdf̀rd Hkkoukvksa] jhfr&fjoktksa] ikSjkf.kd fo'oklksa
,oa ijEijkvksa vkfn ij vkèkkfjr euq"; ds l̀tukRed
iz;kl ls fodflr vyadj.kksa ls gqvk rFkk blds Ik'pkr~
yksddyk fujUrj lfØ; jgh vkSj ekuo ewY;ksa ds izfr
laosnu'khy gksdj mlds dY;k.k o vkuUn gsrq lEiw.kZ :Ik
ls lefiZr jghA bl dyk us fp=dkjksa dh dYiuk dk
lgkjk ysdj dyk ds fu;eksa dk mYya?ku djrs gq, Lora=
fp=.k dks viuk iFk&izn'kZd ekuk] bUgha lc dkj.kksa ls
yksddyk dHkh lekIr u gksdj cfYd vius uohu Lo:Ik
esa Qyh&Qwyh] ftldk izHkko ekyok dh 'kSyhxr fo'ks"krkvksa]
vkdf̀r;ksa] Lora= js[kkvksa] mTToy jax ;kstuk o y;kRed
xfr vkfn esa fn[kk;h nsrk gSA6 bl izdkj lnSo gh
yksddyk ds ;g lHkh rÙo ekyok ds jfldfiz;k y?kqfp=ksa
esa Hkh niZ.k ds leku Li"V :Ik ls nf̀"Vxkspj gksrs gSaA
blfy, bu fp=ksa esa vkè;kfRedrk vkSj jl dk eèkqj izokg
n'kZdksa dks viuh vksj vkdf"kZr djrk gSA ;g fp= o.kkZRed
vkSj izrhdkRed vkèkkj ij cuk, x, gSa rFkk vkys[ku
dkO;;qDr ijEijk ls Hkh lè) gSaA ekyok&'kSyh ds jfldfiz;k
y?kqfp=ksa esa ,sfrgkfld] lkaLdf̀rd] njckjh o xzkeh.k
tu&thou ds izHkko ls ifjiw.kZ uk;d&ukf;dkvksa dks
d"̀.k vkSj jkèkk dh vkdf̀r;ksa esa fo'ks"k :Ik ls fofHkUu
la;ksx&fo;ksx dh voLFkkvksa esa n'kkZ;k x;k gS rFkk vU;
ukf;dkvksa dk fp=.k lf[k;ksa ds :Ik esa gqvk gSA bl jfld
dkO; ds vuq:Ik gh jkèkk&d"̀.k dh fojg&feyu dh
vuqie csyk dks vR;ar je.kh; :Ik ls fpf=r fd;k x;k
gSA bu lHkh fo"k;ksa esa yksd rÙoksa dk iz;ksx dj fp=dkjksa
us vewrZ èkkj.kkvksa] èkeZ o laLdf̀r vkfn dks thoar :Ik ls
izLrqr fd;k gSA bl izdkj fp=dkjksa us vius dkYifud
vkn'kksZa dks vkRelkr dj jfldfiz;k y?kqfp=ksa esa yksd
rÙoksa dk Hkjiwj mi;ksx fd;k gS] tSls& lHkh fp=ksa esa NksVk
iVy] iVy foHkktu] izR;sd iVy dk vyx izlax rFkk
pVd vkèkkjHkwr jaxksa ds lkFk ekuo vkdf̀r;k¡] oL=kHkw"k.k]

Ik'kq&i{kh] ò{k] laxhr ;a=] LFkkiR; vadu vkfn gSA vr%
yksddyk ds ;g lHkh rÙo yksd thou ls gh lekfo"V
gq, gSaA MkWa- vkuUn dqekj Lokeh us viuh iqLrd *jktiwr
isafVx* esa jktLFkkuh y?kqfp=ksa dks dqN gn rd ekyok
y?kqfp=ksa ds leku crk;k gSA bl izdkj] ekyok rFkk
esokM+ 'kSyh lnSo gh ,d&nwljs ls izHkkfor jgh gSa fdUrq
ckn esa ekyok&'kSyh us viuh dqN ekSfyd fo'ks"krk,¡ jph
ftldk Lo:Ik jfldfiz;k y?kqfp=ksa ds ekè;e ls vfHkO;Dr
gksrk gSA7

jfldfiz;k y?kqfp=ksa esa yksd rÙoksa dk fo'ys"k.k&

izLrqr fp= la[;k 1& jfldfiz;k ds izdk'k xokZfHklkfjdk
¼dfoÙk½ ij vkèkkfjr gSA

panu p<+kb] pk: vacj] ds mj gk:]

lqeu&flaxkj lksgS vkuan ds dan T;ksaA

okjkS dksfj jfrukFk chu esa ctkoS xkFk]

ex̀t ejky lkFk ckuh txcan T;ksaA

pkSafd pkSafd pdbZ lh lkSfru dh nwrh

pyha]lkSarSa HkbZa nhuh vjfcan nqfrean T;ksaA

frfej fc;ksx Hkwys ykspu pdksj Qwys]

vkbZ cztpan pfy pankofy pan T;ksaAA8

vFkkZr~&l[kh uk;d ls dgrh gS& ukf;dk 'kjhj ij pUnu
yxk;s] lqUnj 'osr oL= igus] eksfr;ksa o 'osr iq"iksa dh
ekyk èkkj.k fd, 'kksfHkr gksrh gSA mldh lqUnjrk ij
djksM+ksa jfr U;kSNkoj gSa gs ukFk] og oh.kk ls vkidk xq.kxku
djrh gS] mlds lkFk ex̀ vkSj gal Hkh gSa ftlls og
ljLorh&lh fn[krh gSa ftls ns[k nwfr;k¡ Hkh pfdr gksdj
pyh xb± D;ksafd dksbZ mlds lkSUn;Z ds vkxs Bgj ugha
ldhA gs cztpan] og pUnkoyh dh Hkk¡fr pydj vkids
ikl vkbZ gSA bl izdkj ekyok&'kSyh ds fp=dkjksa us bl
dkO; jl ds vkèkkj ij fp= la[;k&1 dk fuekZ.k fd;k gS
ftlds fo'ys"k.k ds Ik'pkr~ ;g Kkr gksrk gS fd blesa
yksd rRoksa dk Hkh lekos'k gS] tSls& ekuo vkdf̀r;k¡
lqUnj] ljy] lgt] ,d p'e psgjs ds Hkko fy;s gq, yksd
rÙo ls ifjiw.kZ gS rFkk iq#"k vkdf̀r;ksa esa tkek] èkksrh]
iVdk o ixM+h ds lkFk dgha&dgha dyaxh dk vadu
fn[kk;h nsrk gSA bu fp=ksa esa oL=ksa dk vadu ekyok&'kSyh
dh yksd fp=.k&ijEijk ds vuqlkj gS ftlesa vkM+h js[kkvksa
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ls ;qDr ukjh ds ygaxsa rFkk ikjn'kZd vks<+fu;ka gSaA izLrqr
fp= esa ukf;dk ds gkFk esa yksd ok|&;a= ds :Ik esa oh.kk
dks Hkh fpf=r fd;k x;k gS blds lkFk gh yksd dyk esa
Ik'kqvksa dk fp=.k jgL;] 'kfDr o izse dk izfrfufèkRo djrk
gS rFkk e;wj lnSo ls gh lqUnjrk] [kq'kgkyh vkSj lef̀)
dk izrhd ekuk tkrk gS ftldk vadu ekyok jfldfiz;k
y?kqfp=ksa esa cgqyrk ls gqvk gSA blds vykok bu fp=ksa esa
pednkj xgjh jax&;kstuk dk lqUnj la;kstu gS tks
yksddyk dk ewy rÙo gSA blfy, bu fp=ksa dks ns[kdj
,slk izrhr gksrk gS fd budh jpuk dsoy euksjatu ds
fy, u gksdj vfirq yksd lkaLd̀frd Hkkoukvksa ds lkFk&lkFk
lkekftd] ekufld vkSj ckSf)d fodkl dks è;ku esa
j[kdj Hkh dh xbZ gSA

izLrqr fp= la[;k 2 & jfldfiz;k ds Jhjkfèkdktw dh
mis{kk ¼dfoÙk½ ij vkèkkfjr gSA

piyk u pedfr ped gF;kju dh]

cksyr u eksj canh l;u&lekt dsA

tgk¡ rgk¡ xktr u cktr nekes nhg]

nsr u fn[kkbZ fnuefu yhus ykt dsA

pfy pfy paneqf[k lk¡ojs l[kk iS csfx]

lks"kd tq dslkSnkl vfj&lq[k&lkt dsA

pf<+ pf<+ iuo&rqjaxfu xxu ?ku]

pkgr fQjr pan tksèkk rejkt dsAA9

fp= la[;k&1

vFkkZr~&ukf;dk dks vius lkSUn;Z ij vfHkeku gks x;k gS rks
mldh l[kh ukf;dk dk ?ke.M nwj djus ds fy, o"kkZ ls
rqyuk djrs gq, dgrh gS] ;s tks fctyh ped jgh gS oks
gfFk;kj dh ped gS] ;s tks eksj cksy jgs gSa os lsuk ds canh
gSa tks ohjrk ds xhr xk jgs gSa] ;s ckny dk xjtuk uxkM+s
ctus ds leku gSa ftlls Mj ds lw;Z Hkh fNi x, gSa
blfy, gs  panzeq[kh rw py] ugha rks ;s o"kkZ :ih 'k=q rq>s
u"V dj nsaxsaA bl izdkj] bl dkO;&jl ds vkèkkj ij
fp= la[;k&2 esa yksd rÙoksa dks vyadj.k ;qDr n'kkZ;k
x;k gS blds lkFk gh] uk;d&ukf;dk o l[kh dh vkd̀fr
Ükàxkj jl ls ifjiw.kZ gSA10 izLrqr fp= esa uk;d dks uR̀;
eqnzk esa vafdr fd;k gS rFkk ukf;dk o l[kh dks LFkkiR;
egy ds Hkhrj okrkZyki eqnzk esa n'kkZ;k x;k gSA ekyok&'kSyh
ds jfldfiz;k y?kqfp=ksa dh fo'ks"krk gS fd LFkkiR; vadu
esa csy&cwVs] iq"iksa dk fp=kadu vR;fèkd :Ik ls fd;k x;k
gS ftlls yksd rÙoksa dk vkHkkl gksrk gSA blds lkFk gh
xqact o Nrfj;ksa dh vkdf̀r;k¡ Hkh fn[kk;h nsrh gSaA fp=

fp= la[;k&2
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esa fgUnw lekt dk èot Hkh fpf=r fd;k x;k gSA lkFk gh]
e;wj vkSj gkFkh lkSUn;Z o lkgl dk izrhd gS ftuesa yksd
rÙoksa ds xq.k fojkteku gSaA ò{kksa ds lkFk&lkFk yrkvksa dk
vadu Hkh ekyok fp=ksa esa cgqrk;r ls fd;k x;k gS budh
vkyadkfjd izòfÙk esa ;FkkFkZrk o yksd izHkko n'kZuh; gSA

bl izdkj] ;g izrhr gksrk gS fd ekyok 'kSyh ds
jfldfiz;k y?kqfp=ksa ds :Ik lkSUn;Z esa js[kkvksa dh ljyhd̀r
vkdf̀r;k¡ Lora= :Ik ls cuk;h x;h gSa tks yksddyk ds
lEiw.kZ Hkko dks vius Hkhrj lekfgr fd;s gq, gSaA11 blds
lkFk gh bu fp=ksa ds vadu esa fp=dkjksa us yksddyk dh
Hkk¡afr jax&la;kstu ds fl)kUrksa dk fo'ks"k è;ku u j[kdj
viuh :fp ds vuqlkj] vyadj.k ;qDr vkSj Qcrs gq, jaxksa
dk gh mi;ksx fd;k gS tSls bu fp=ksa esa vuq:Ik ,oa fojksèkh
nksuksa izdkj ds o.kZ la;kstu nz"VO; gSaA ekyok 'kSyh ds
fp=dkjksa us bu fp=ksa esa yksddyk ds lgt lkSUn;Z dks
m)kfVr djus gsrq èkjkry ij fp= vkd"kZ.k mRiUu dj
fojksèkh o.kZ la;kstu dks Hkh izLrqr fd;k gS vFkkZr~ uk;d
dks d̀".k vkSj ukf;dk dks jkèkk ds :Ik esa fpf=r djus dh
tks ijEijk jgh gS og Lo;a fojksèkh jax&;kstuk dk izrhd
gS D;ksafd d"̀.k lkaoyk gS vkSj jkèkk xksjh gSA vr% ekyok
ds jfldfiz;k fp= dkO; ds lkFk&lkFk yksd rÙoksa dh
dykRed izHkko èkkjk ls Hkh ifjiw.kZ utj vkrs gSaA

fu"d"kZ %

ekyok 'kSyh eè;dkyhu dyk ijEijk dk ,d
,slk izfrfcEc gS ftlesa fofHkUu dykvksa dk laxe gqvk gS
ftldk ifj"dr̀ :Ik jfldfiz;k y?kqfp=ksa esa nz"VO; gSA
bu fp=ksa ds fo'ys"k.k vkSj la'ys"k.k ds Ik'pkr~ ;g Kkr
gksrk gS fd buesa dkO; jl o yksd rÙoksa ds lkFk
ǹ';kRed xfr fl)kUr] laxhrkRed izokg] Hkkjrh; BsBiu]
jaxksa dk egÙo o izrhdksa dk foèkku vkfn fn[kk;h nsrk gS

tks yksddyk ds ewy rÙo gSa rFkk bu yksd rÙoksa dks
uohu vk;ke nsdj gh ekyok 'kSyh ds fp=dkjksa us
jfldfiz;k y?kqfp=ksa dk Ük̀axkj jl;qDr vyadj.k fd;kA
bl izdkj ifj.kkeLo:Ik yksd] dkO; vkSj fp= dk lkeatL;
ekyok 'kSyh ds jfldfiz;k y?kqfp=ksa esa Li"V :Ik ls
ifjyf{kr gksrk gSA blfy, ;g fp= Hkkjrh; laLdf̀r dh
lkSUn;Zewyd miyfCèk gS tks ns'k esa gh ugha] vfirq fons'kksa
esa Hkh viuh fof'k"V igpku cuk, gq, gSaA

lanHkZ lwph %

1- 'kekZ] fcUnw ,oa fjrs'k] yksV ¼2019½- ekyok {ks= ds xkS.k
nsoh&nsork] ch-vkj- ifCyf'kax dkWjiksZjs'ku] fnYyh] i-̀ la- 1

2- uhjt] t;flag ¼2009½- jktLFkkuh fp=dyk vkSj fgUnh d"̀.k
dkO;] egkjktk ekuflag iqLrd izdk'ku] tksèkiqj] i-̀ la- 87

3- Coomaraswamy, Anand (1916). Rajput Painting,
Oxford University Press, London

4- lDlsuk] vuhrk ¼2017½- ekWM.kk ekyok dh ,d yksddyk]
ifCy'kj cqdoSy] i-̀ la- 3

5- mikè;k;] ueZnk izlkn ¼2018½- ekyok ds fHkfÙkfp=] izdk'kd
funs'kd& vkfnoklh yksd dyk ,oa cksyh fodkl vdkneh]
eè;izns'k laLdf̀r ifj"kn~] eè;izns'k tutkrh; laxzgky;]
';keyk fgYl] Hkksiky] eè;izns'k] i-̀ la- 324

6- ogh] i-̀ la- 325

7- ogh] i-̀ la- 325

8- fryd] fiz;k izlkn ¼2015½- vkpk;Z ds'konkl dr̀ jfldfiz;k]
izdk'kd] dY;k.knkl ,.M cznlZ Kkuokih] okjk.klh] izFke
laLdj.k] i-̀ la- 156

9- ogh] i"̀B la- 203

10- vxzoky] ';ke fcgkjh ¼2020½- Hkkjrh; fp=dyk dkO; ,oa
laxhr] izdk'kd] MkW- T;ksfr vxzoky] :if'kYi] 12 pd ¼thjks
jksM½ iz;kxjkt] i-̀ la- 68

11- Krishna, Ananda (1963). The Malwa Painting,
Varanasi
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çLrkouk

yksdlaxhr eq[; :i ls fdlh Hkh vapy] leqnk;
;k laLdf̀r ds Lo#i dks ltho :i ls fpf=r djus esa
egRoiw.kZ Hkwfedk fuHkkrk gSA Hkkjr ;g fofHkUu tkfr] èkeZ
rFkk laçnk;ksa ds lewg ls cuk gqvk ,d vn~Hkqr ns'k gS
ftlds varxZr euq"; thou ds leLr fØ;k&dyki
gj,d jk"Vª ds ogk¡ ds yksdxhrksa esa ifjyf{kr gksrs gaSA ns'k
ds gj ,d çkUr ds jgu&lgu] jhfr&fjokt] èkkfeZd
volj ,oa ijaijkvksa dk fuoZgu ogk¡ ds yksdxhrksa dh
çfrPNk;k esa Li"V :i ls ifjyf{kr gksrs  gSaA lkekftd]
lkaLdf̀rd ;k jktuSfrd nf̀"V ls Hkkjr ds fofHkUu çns'kksa
dk bfrgkl vius vki esa vHkwriwoZ ,oa vkd"kZd jgk gSA
yksdlaxhr dk ekèkq;Z] lkaxhfrd Lo#i rFkk jkspdrk tgk¡
,d vksj ;gk¡ dh lkekftd ijaijkvksa] jhfr&fjoktksa bR;kfn
lkaLd̀frd ifjos'k dks çLrqr djrs gaS mlh {k.k tu&ekul

· vflLVsaV çksQslj] fMikVZesaV v‚Q bafM;u Dykfldy E;wftd ¼oksdy½] QSdYVh v‚Q ijQkWfe±x vkVZ~l] n egkjktk l;kthjko ;wfuoflZVh

v‚Q cM+ksnk] oM+ksnjk

xqtjkr ds yksd laxhr dk Lo#i

çfo.k dk'khukFk vkfgj s·
lkjka'k

tks laxhr 'kkL=h; jhfr ls xzaFkc) ugha gS( tks fo}kuksa] fu".kkrksa }kjk ugha cuk;k x;k ijUrq
lkekU; tu&leqnk; esa f'kf{kr] vf'kf{kr rFkk iNkr ,oa vkfnoklh lHkh oxZ esa ijEijk ls pyk vk jgk
gS] og ^yksd laxhr* gSA ns'k ds gj ,d çkar ds jhfr&fjoktksa] èkkfeZd voljksa ,oa ijEijkvksa dk fuoZgu
ogk¡ds yksd xhrksa dh çfrNk;k esa Li"V :i ls ifjyf{kr gksrk gSA yksd laxhr dh O;kid ifjHkk"kk ds
vUrxZr yksdxhrksa] yksdok|ksa ,oa yksduR̀;ksa dk lekos'k gksrk gSA xqtjkr ds yksdxhr esa ftruk lkfgR;
gS mruk gh laxhr Hkh gSA xqtjkr ds yksdxhr ds çdkjksa esa lkekftd rFkk nSfud egÙo ds çlaxksa dks
ysdj dbZ çdkj ds yksdxhr xk;s tkrs gaS] tSls& gkysjka] >sfj;ka] gkscsyka] esgqyks bR;kfnA xqtjkr ds
yksdlaxhr esa xqtjkr ds yksdok|ksa dk Hkh vfxze LFkku jgk gS] tSls& jko.kgRFkk] xqtjh] jkelkxj]
pksudw bR;kfn ok|&;a=ksa dh egRoiw.kZ Hkwfedk jgh gSA blh çdkj] nf{k.k xqtjkr ds vkfnokfl;ksa dk
Mkaxh uR̀;] nso&Mkscjh] xkehr dk Mkscj bR;kfn uR̀; fo'ks"k egÙoiw.kZ gSA fo'o&Hkj esa çkS|ksfxdhdj.k
ds dkj.k lkekftd lkaLd̀frd dk;Z&ç.kkyh ,oa yksd&:fp esa ifjorZu gksus ds dkj.k yksdlaxhr ij
mldk çHkko iM+kA yksd laxhr ij çHkko iM+us ds dkj.k dbZ yksdxhr] yksdok| rFkk yksduR̀; çpkj
ls tkrs jgsA çkS|ksfxdh dk çHkko èofu&fo'ys"k.k ,oa ok|ksa dh fuekZ.k&fofèk ij Hkh ns[kus dks feyrk
gSA yksdlaxhr gekjh ,slh èkjksgj gS ftlesa yksd lekt dh Hkkouk,¡ vfHkO;ä gksrh gSaA g"kZ&'kksd]
jkx&fojkx bR;kfn vfHkO;atuk,¡ yksd laxhr ds ekè;e ls ljyrkiwoZd O;ä gksrh gSA

eq[; 'kCn % yksdlaxhr] yksdxhr] yksdok|] yksduR̀;] çkS|ksfxdhA

'kksèk&çfofèk % bl ys[k ds fy, f}rh;d lzksrksa dk mi;ksx fd;k x;k gSaA

dks Hkh çHkkfor djrs gSaA1

yksd laxhr dh fufeZfr

yksdlaxhr dh fufeZfr dksbZ Hkh ,d O;fä dh
gksrh gS] ,slk ugha gSA fdlh ,d fof'k"V lkaLdf̀rd lewg
dks fof'k"V dky esa dqN vuqHko tkudkfj;k¡ ,oa çsj.kk
feyrh jgrh gSA ;g fof'k"V ?kVuk] çlax vFkok vuqHko
bu lcds dkj.k mudh ckSf)d&ekufldrk] euksoSKkfud
çfØ;k ,d fof'k"V #i èkkj.k djus yxrh gSaA bldk gh
,d ifj.kkeLo#i yksdxhr ;k mldk Hkkx yksxkas ds eu
esa vkdkj ysus yxrk gSA ,sls le; esa iw.kZ okrkoj.k esa og
xhr xqatk;eku gksrk gSA Hkys gh mls 'kCn ;k lqj nsus dk
dke cknesa fdlh ,d O;fä us fd;k gks] ysfdu ;g ugha
dgk tk ldrk fd ml xhr dh miyfCèk fdlh ,d O;fä
dh gSA
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yksxksa esa tks xhr ;k xhr[kaM vukfndky ls :<+

gS] buesa gh dkV&Nk¡V vFkok tksM+ dj T;knkrj yksdlaxhr
dh fufeZfr gksus ls [kjs vFkZ esa bls iqufuZfeZfr dg ldrs
gaSA vkfn dkyesas fdlhus Hkh jpuk dh gks fQjHkh yksdxhrksa
dk dkykuqlkj] lkekftd ifjfLFkfr ds cnyko vuqlkj
ckj&ckj de&T;knk egÙo gksus ds dkj.k lekt mu ij
fØ;k&çfrfØ;k dj vius vuq:i viuklk cuk ysrk gSA
;g xhr ekuo&laLd̀fr esa vkjaHk ls gh gksuk LokHkkfod gSA
ftu lkaxhfrd  vko';drkvksa dks iwjh djus gsrq yksdlaxhr
dk tUe gksrk gS muesa gksusokys cnyko ds dkj.k yksdxhrksa
dk Lo#i Hkh cnyrk jgrk gS ;k ifjofrZr gksrk jgk gSA
,slk ifjorZu gksus dk dkj.k ;g gS fd ;g ,d O;fä dh
df̀r ugha gSA lacafèkr yksdlaxhr dh ijaijk tcrd
thfor gS] vfLrRo esa gS rc rd yksdxhr dh fufeZfr
fujarj gksrh jgsxhA

lkewfgdrk

çlkj ds lacaèk esa yksdlaxhr esa dqN çek.k esa
lkewfgdrk Hkh çHkkoh gSA T;knkrj yksdxhr lewg eas xk;s
tkrs gSaA ,d vFkZ esa] mudh voèkkj.kk lkewfgd gS] blhfy,
mudk okLrfod Lo#i lkewfgd vkfo"dkj esa gh lkdkj
gksxkA lkewfgdrk dk lacaèk yksdxhrksa ds Lo#i ls vfèkd
muds çHkko ls gSA oSls gh gj ,d çdkj ds yksdxhr ds
çLrqfr ds fo"k; esa lkewfgdrk ,d&tSlh gks] ;g Hkh
vko';d ugha gSA2

yksdlaxhr dk vFkZ& yksxksa dk laxhrA ̂ yksd*
'kCn ds vFkZ dks ysdj fo}kuksa esa dkQh erHksn gSA bl
'kCn dk vFkZ ̂tu&lkèkkj.k* ls gSA vkpk;Z gtkjh çlkn
f}osnh th ds vuqlkj yksd 'kCn dk vFkZ uxjkas vkSj xzkeksa
esa QSyh gqbZ lewph turk ls gSA M‚- lR;sUæ ds vuqlkj]
yksd 'kCn dh ifjHkk"kk bl çdkj gS % &Þyksd euq";
lekt dk og oxZ gS tks vfHktkR; laLdkj] 'kkL=h;rk
vkSj ikafMR; dh psruk rFkk vgadkj ls 'kwU; gS rFkk tks ,d
ijEijk ds çokg esa thfor jgrk gSA

yksd laxhr dh ifjHkk"kk

yksd laxhr dh O;kid ifjHkk"kk ds vUrxZr
yksdxhrksa] yksdok|ksa ,oa yksduR̀;ksa dk lekos'k gksrk gSA
;s rhuksa ,d&nwljs ls ìFkd~ gksrs gq, ,d&nwljs ds iwjd

Hkh gaSA dksbZ Hkh yksdxhr ;k yksduR̀; ,slk ugha gS fd
ftleas yksdok|ksa dk lekos'k u gksA3

xqtjkr ds yksdlaxhr dk Lo#i

xqtjkr dk yksdlaxhr flQZ rhu ls ik¡p Lojksa
ds chp esa gh gksrk jgrk gS] dHkh&dHkhik¡p ls T;knk Lojksa
ds chp esa Hkh gksrk gSA ;g vusd <+yku ¼p<+ko&mrkj½ ,oa
<ax fy, gq, gksrk gSA

'kkL=h; laxhr Loj&ekèkq;Z dk laxhr gSA ;g
O;fä çèkku gS tcfd xqtjkr dk yksdlaxhr O;fä çèkku
de vkSj la?k&òUn çèkku vfèkd gSA Loj ekèkq;Z ds vykok
yksdlaxhr esa LojleUo; fo'ks"k gSA yksdlaxhr ;g la?klaxhr
rFkk la?kuR̀; gh gSA tSls& ;g ,d ls nks ok|ksa ds lkFk
pyrk gS oSls ;g vusd lewg ds lkFk ukpk&xk;k Hkh
tkrk gSA blesa oknh] laoknh rFkk fooknh gh ugh] ijUrq
folaoknh Lojksa dk la?kxku Hkh gksrk gS rFkk tks ok|
'kkL=h; <ax dk vuqdj.k ugha djrs ,sls vusd yksdok|
folaoknh ukn dk laokn jprs gSaA4

xqtjkr dk yksdxhr

yksdxhr

yksdxhr dh çFke O;k[;k vysD>kaMj Øsi ds
erkuqlkj  rFkk nwljh O;k[;k nsohyky lkej ds erkuqlkj
bl izdkj gS %&

1 "The folk-song is a song i.e. a lyric poem
with a melody, which originated anonymously,
among unlettered folk in times past and which
remained in a currency for a considerable
time, as a rule for centuries." -(The Science
of Folk-lore, p. 153)

2 Þlkèkkj.kr% ;g lcdh ekU;rk gS fd og xhr yksdxhr
gS] tks tulkèkkj.k }kjk ç;qä gksrk gS vkSj tulkèkkj.k
dh Hkkoukvksa dks O;ä djrk gSAß5 &¼yksdèkehZ
çn'kZudkjh dyk,¡] ì- 1½

xqtjkr ds yksdxhr esa ftruk lkfgR; gS mruk
gh laxhr Hkh gS A laxhr ds lg;ksx ds fcuk u rks ;g xhr
cu ikrk] u fg bruk yksdfç; gks ikrk A xhr ds
p<+ko&mrkj ds vkèkkj fcuk blesa ubZ&ubZ iafä;k¡ tksM+us
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dk mRlkg u Hkh jgs vFkkZr~ xhr ds <+yku egRoiw.kZ gSa A

xqtjkr dk viuk fof'k"V ns'kh laxhr] Lo;a dk
laxhr&èku] blds yksdxhrksa ds <+yku ¼xhr dk p<+ko&mrkj½
esa gSA xqtjkr ds yksdxhrksa esa ls gh lksjB] xqtZjh bR;kfn
jkx&Lo#i Hkkjrh; laxhr esa vk, gSaA yksd daB ds xhr
ds fo"k; dks vuq:i jgdj] euksHkkoksa dks mfpr Loj&la;e
esa cgkdj vusd <+yku dh jpuk,¡ gqbZ gSaA yksdxhr ds
<+yku ljy] Jejfgr vkjksg&vojksg okys rFkk cgq/kk
nknjk] fgap] dgjok rFkk fnipanh bR;kfn rky çokg esa
gksrs gSaA fo'ks"kr% lksjB] dkQh] [kekt] egkM+] fiyw]
dY;k.k] lkjax bR;kfn jkxksa ds vax xqtjkr ds yksdxhrksa
ds <+yku ¼xhr dk p<+ko&mrkj½ esa ik, tkrs gSaA çFke
iafä dk mBko yksdxhr esa ges'kk vkd"kZd gksrk gSa rFkk
<+yku ds çokg esa çxV gksus okyh y; ds vuq:i gh gkFk
dh gFksyh ls rky fn;k tkrk gSA

yksdxhr dk vfLrRo mlds <+yku rFkk mls
xkrs jgus ls cuk jgrk gSA bu xhrksa ds ehBs lqjksa dk lzksr
xkoksa esa ns[kus dks feyrk gSA6

xqtjkr dk yksdxhr lkjax&çèkku gSA lkjax ;g
d#.krk dk rFkk eèkqjrk dk okgd gSA vkSj fQj cgqr lkjs
feJ Lojksa dk lkeatL; mlesa fijks;k tkrk gSA oSls gh
ftruk Loj&oSfoè; vkSj uR̀;&oSfoè; gS] mruk gh vius
yksd&ok|ksa dk ukn&oSfoè; Hkh gSA7

xqtjkr ds yksdxhrksa ds çdkj

xqtjkr ds yksdxhr ds çdkjksa esa lkekftd rFkk nSfud
egRo ds çlaxksa dks ysdj dbZ çdkjksa ds yksdxhr xk;s
tkrs gSa& 1½ tUe 2½ gkysjk 3½ ckydwnd.kka 4½ [kk;.kka
5½ ç.k;xhr 6½ fookgxhr ¼çHkkrxhr] fuea=.kxhr] eaMixhr]
vyadkjxhr½ 7½ yXuksRlo ¼xg̀'kkfUr] ekslkGqa] ojtku½
8½ fouksnxhr ¼te.k] oj?kksM+ks] eká#a] dU;kfonk;½
9½ nkaiR;thou ¼'k.kxkj½ 10½ >sfj;ka 11½ Jexhr
12½ vokZphu >sfj;ka 13½ gkscsyka 14½ fojgxhr 15½ _rquk
jkl 16½ lklfj;qa 17½ ekfgfj;qa 18½ okaf>;kegs.kka
19½ ;k=kxhr 20½ ?ksfj;k jkl 21½ uR̀; xhr 22½ yko.kh
23½ esgqyks 24½ dFkkxhr 25½ gfjdhrZu 26½ eR̀;q xhrA

gkysjka %  NksVs cPps dks ikyus esa >qykrs oä mls lqykus
ds fy, ekrk }kjk xk, tkus okyk xhr çdkj gSA

>sfj;ka % 'kq#okr esa èkheh y; esa jkl xjck xk;s tkrs gaS]
blls nqxquh y; esa xfr esa xjch xkbZ tkrh gS rFkk lcls
tyn xfr esa >sfj;ka xkrs gaSA >sfj;ka eryc thou dk
>juk gSA xjck&xjch esa ekrkth dh efgek xkbZ tkrh gSA
tcfd >sfj;ka esa L=h&thou ls lacafèkr ek,dk&llqjky
dk lq[k&nq%[k] nSfud thou dh èkwi&Nkao] vk'kk&fujk'kk]
vkHkw"k.k rFkk lqUnj oL= ls lacafèkr] jksftans ifjJe bR;kfn
dh jkedgkuh xkbZ tkrh gSA

gkscsyka % gkscsyka eryc dh ,d 'kq) Je xhr gSA ;g
Jfedksa }kjk okgu esa Hkkjh eky&leku p<+krs le;
Jfedksa }kjk xk;k tkrk gSA ̂gkscsyksa* ;k ̂gSlks* ;g mn~xkj
lewg dks çsfjr djrs gSa rFkk mudk gkSlyk cuk, j[krs
gSaA

esgqyks % xehZ dh Hk;adj èkwi ds fnuksa ds ckn [ksrh djus
okys yksxksa dks çrh{kk djokus okys es?k&jktk dh vkjkèkuk
gksrh gS( rc mRlo xhr xk, tkrs gaSA xzke&thou dk ;g
mRlo eryc ^es?k fuea=.k*&baænso ds vkg~oku dk o"kZ
vFkok cèkkbZ dk egksRloA yksd Hkk"kk esa bls ̂esokyks* dgrs
gSaA vk"kk<+ yxrs gh 20 ls 25 xzkfed ukfj;ksa esa ls ,d L=h
ds ekFks ij ikV j[kdj mlij bUænso dh NksVh&lh
çfrek fcBkdj mls dqan: dh osyh ds iÙkksa ls pkjksa vksj
ls <+d fn;k tkrk gS rFkk xko&Hkj ?kj&?kj fQjrs gaSA
blesa ftl ukjh us bUænso dks flj ij fcjkftr fd;k gS]
ml ukjh ij ?kj&?kj] vk¡xu&vk¡xu esa yksxksa }kjk ty ls
Hkjs ty&ik= }kjk ty Mkyk tkrk gSA ty ls Hkhxh gqbZ
ukjh Hkhaxrs gq,] [kqn ij es?kjkt dh ckfjl gksus dk vkuan
ysrh gSA bl çdkj] Hkhaxrs gq, ;s ukfj;ka xyh&xyh ?kwe
dj xhr xkdj esgqyks ekaxrh gSaA esgqyks dk rkRi;Z ckfj'k
ls gSA8

xqtjkr ds yksd ok|

xqtjkr ds yksdlaxhr esa xqtjkr ds yksd ok|
dk Hkh vfxze LFkku jgk gSaA xqtjkr ds yksd ok| dk
Øe&fodkl fdl rjg gqvk] bldk lgh bfrgkl rFkk
nardFkk ugha feyrh gSA yksdlaxhr ds lHkh ok|&;U=
gekjh ,slh èkjksgj gSa ftuesa lekt dh Hkkouk,¡ vfHkO;ä
gksrh gSaA g"kZ&'kksd] jkx&fojkx bR;kfn vfHkO;atuk yksd
ok|ksa ds ekè;e ls ljyrkiwoZd O;ä gksrs gSaA9
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Þxqtjkr ds yksdok|ß bl 'kh"kZd dks le>us ds

fy, rhu 'kCnksa dks le>uk vko';d gSaA 1½ xqtjkr
2½ yksd vkSj 3½ ok|A vkt ge ftls xqtjkr dgrs gaS og
çns'k 20 v{kka'k ls 24AA v{kka'k ds chp vkSj 68 js[kka'k ls
74 js[kka'k ds chp vk;k gqvk çns'k gSaA ijUrq ,d rjg ls
ns[kk tk; rks ;g jktdh; xqtZj js[kk gSA vkt ge ftruk
xqtjkr ns[k jgs gSa mruk ges'kk ugha FkkA ,d dky esa
xqtjkr ljLorh unh ls 'kq: gksdj ueZnk unh ds vkxs
iw.kZ gksrk FkkA if'pe esa vjch leqæ ls ysdj foaè; vkSj
jrueky dh fxfjeky ds vkxs bldh lhek iwjh gks tkrh
FkhA ckn esa bldk foLrkj c<+kA eS=d jktk ds dky esa
oyHkh dks eè; esa j[kdj og }kjdk ls eanlkSj vkSj
ljLorh ls iw.kkZ rd lhfer FkkA eè;;qx esa og fHkUueky
dks eè; esa j[kdj vtesj ls ysdj Hk:p rd vkSj leqæ
ls ioZr rd lhfer FkkA

xqtjkr dk yksd

xqtjkr ds yksd dks le>us ds fy, dqN rF;ksa
dks le>uk vko';d gSA xqtjkr esa loZçFke ckgj ls
vkusokys gM+Iih; laLdf̀r ds yksx Fks A og leqæ ekxZ ls
xqtjkr esa vk, vkSj ljLorh] ueZnk rFkk rkih unh ds
fdukjksa ij cl x,A buds vkus ls igys vkSj cknesa gkFk
esa èkuq"; j[kus okys fHkYy vkSj blds tSls vkfnoklh tkfr
ds yksx ;gk¡ jgrs Fks ¼lokZloZ Fks½A ;s lc muds <+ksy]
dq.Mh] xqtjh vkSj oa'kh ikok ds }kjk vkuan çkIr djrs FksA

blds ckn vk;Z nqanqHkh vkMacj] ufydk] xxZj
vkSj vusd çdkj dh oh.kk,¡ ctkrs gq, xqtjkr esa vk,A
bl çdkj] le;&le; ij vyx&vyx txg ls] mlh
çdkj] jktdh; myV&iqyV ds dkj.k dbZ txg ls dbZ
yksx vius ok| ds lkFk xqtjkr esa vk,] tSls& eknG] rwj]
?kkxGh] lkjaxh] MQ] HkwaxG] eathjk] >ka>] ek.k] ;k>]
f=iqLdj] dLrqEcj bR;kfn vusd èkkrq ds ok|&;a= lkFk
yk,A

bl çdkj] ns[kk tk; rks yksxksa dh nf̀"V ls
^xqtjkr* cgqr foLrr̀ çns'kksa ds lkFk lacaèk j[krk gSA
xqtjkrh dgh tkusokyh çtk fdrus cM+s dqVqac ls gS \
blesa fdruh çtk vius lkFk ykbZ gqbZ viuh laLdf̀r ds
lans'kksa dk lekos'k djrh gS \ laxhr dh nf̀"V ls ns[kk
tk; rks vHkh Hkh cM+s çek.k esa xqtjkr esa bLrseky gksus

okyk laxhr brus cM+s çns'kksa ij QSyk gqvk gS fd xqtjkr
ds yksd ok| bu çns'kksa esa ftl ?kkV ¼vkdkj½ esa xqtjkr
esa curs gSa mlh ?kkV esa ogk¡ Hkh cuk, tkrs gSa vkSj ftl
rtZ esa xqtjkr esa ctk, tkrs gSa mlh rtZ esa ogk¡ Hkh ctrs
gSaA10

xqtjkr ds yksd ok| ikok] tarj bR;kfn dk
Loj lIrd ns[kk tk; rks og ik¡p Loj dk cuk gqvk gS
vkSj dbZ txgksa ij 'kq) Loj ds LFkku ij lehi dh
Jqfr;ksa dk ç;ksx gksrk gSA ;g lIrd eè; ,f'k;k ds
laxhr lIrd ls vfèkd lkE; j[krk gSA

vius yksd laxhr ds çpfyr rky Hkh ,f'k;k ds
vU; ns'kksa ds rky ls feyrs&tqyrs gSaA blls ;g dg
ldrs gSa fd yksd laxhr dh mRØkafr ,f'k;kbZ ns'kksa ds
lk>k ç;klksa dk ifj.kke gSA vkt Hkh d>kdLrku]
m>csfdLrku] fdjfxtLrku] T;ksft;kZ] bjku] vjcLrku
bR;kfn ns'kksa dk yksdlaxhr xqtjkr ds yksdlaxhr ls cgqr
feyrk&tqyrk gSA

f'k"V&laxhr ds tSlk gh yksd laxhr ds yksd
ok|ksa dks pkj Hkkxksa esa ck¡Vk x;k gS& 1½ rr~ 2½ vou)
3½ ?ku 4½ lqf"kjA xqtjkr ds vou) yksdok|ksa esa Me:]
Mkdywa] <ksy] rcyk] uxkjk bR;kfn dk lekos'k gksrk gSA
yksd lqf"kj ok|ksa esa ikok] calh gSaA blds mijkar 'kjukbZ]
'kad] HkqaxG] bR;kfnA xqtjkr ds vkfnoklh ok|ksa esa rkMiq]
Mksc#] ujfgYyks] ?kkaxGh] eyaxks] bR;kfn ok| çpfyr gSaA
rarq ok| esa jko.kgRFkk] rEcwjk vkSj tarj ok| gSaA tarj
ok| :æ oh.kk dk çkdf̀rd Lo#i gSA bls xkus ds lkFk
laxr ds fy, ç;ksx fd;k tkrk gS vkSj ?ku ok| esa eathjk]
>ka> rFkk djrky dk lekos'k gksrk gSaA11

xqtjkr ds yksd ok| ds çdkj

xqtjkr ds vusd yksd ok| gSa] ;Fkk& 1½jkelkxj
2½ pksadw 3½ xqtjh 4½ lkjaxh 5½ vackMkuh fu FkkGh 6½ eknG
7½ rwj 8½ i[kkot 9½ pkax 10½ MqxMqxh 11½ [katjh
12½ dwaMh 13½ <kdks 14½ pks?kfM;ka 15½ =kalka 16½ nkafM;k
17½ djxsl 18½ [kikV 19½ dkafltksMka 20½ ek.k 21½ >kyj
22½ FkkGh 23½ ?kaVMh 24½ ?kq?kjk 25½ egqoj 26½ j.kf'kaxq
27½ ukxQ.kh 28½ dSukV 29½ dkuh 30½ jksGh 31½ figks ;k
os.kks 32½ ikojh 33½ VksVk 34½ dkgyks 35½ lqj
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jko.kgRFkk %

xqtjkr ds rr ok|ksa esa jko.kgRFkk rFkk jkelkxj
çpfyr ok| gSA xqtjkr ds jko.kgRFkk esa nks ;k rhu rkj
gksrs gaSA bldh cukoV esa yxus okyh ukfj;y dh dkpyh
dks cjkscj Hkkx eas dkVk tkrk gSA mlds mijkar Åij
xtjs okyh iqM+h j[kdj rcys ds MXxs dh rjg rkar dh
ckfn;ksa ls ck¡èkh tkrh gSA xqtjkr ds jko.kgRFkk ds lkFk
ges'kk tksxh iq#"k gh xkrs gaSA jko.kgRFkk ctkus gsrq èkuq"k
vkdj&tSlh ydM+h esa Mksjh ckaèkdj rFkk mlesa rky dh
ek=kvksa dh lwpuk ds fy, dqN ?kqa?k: yxk, tkrs gSaA

xqtjh %

jko.kgRFkk tSls ?kkV dk nwljk ok| ̂xqtjh* gSA
;g lwjr vkSj Hk:p ftyk ds vkfnokfl;ksa esa olkok tkfr
esa ç;ksx fd;k tkrk gSA blesa ukfj;y dh dkap dh txg
rqeM+h dk ç;ksx fd;k tkrk gSA rcyh ds fy, peZ dk
mi;ksx gksrk gSA 'ks"k jpuk jko.kgRFkk tSlk gksrk gSA
oknu&'kSyh Hkh oSlh gh gSA bl ok| esa rkj dh txg ?kksM+s
ds cky dk mi;ksx gksrk gSA

pksudq %

^pksudq*&;g ,d fofp= çdkj dk ,drkjk gSA
blesa rqEc dh txg uykdkj I;kys ds vkdkj ds ydMs
ds vkl&ikl ,d rjQ peM+s ls e<+k gqvk gksrk gSA blds
chpks&chp rkj fudkydj [kw¡Vh ds lkFk yisV fn;k tkrk
gSA ;g ok| egkjk"Vª ls vkdj xqtjkr esa çpfyr gqvk gSA
xqtjkr ds ,dra=h pkaMky ok| ds uke ls ftldh fxurh
gksrh gS] 'kk;n ;g ogh ok| gSA blds ̂moax* vkSj ̂mikax*
;s nks uke vkSj Hkh gaSA12

xqtjkr dk yksd u`R;

jkl] xjck] >sfj;ka rFkk ?ksfj;kjkl tSlkgh ,d
fof'k"V yksd uR̀;] Hkhy gGifrvksa dk ̂rqjFkkyh dk lewg
uR̀;* gSA [kkl dj yXuksRlo] gksyh&nhokyh tSls R;kSgkjksa
ds volj ij ;g uR̀; fd;k tkrk gSA

Mkaxh u`R;

jkek;.k dky dk ̂naMdkj.;* gh vkt dk Mkax
gSA ;g lfn;ksa iqjkuk gSA viuh laLdf̀r ls cgqr nwj gksus
ds dkj.k bl uR̀; esa dksbZ Hkh cnyko ugha vk;k gSA ;g
ùR; cgqr gh yfyr vkSj yko.;iw.kZ gSA buds <ksy&'kgukbZ

tSls ok| ;a=kas esa Hkh fof'k"V eèkqjrk gksrh gSA iq#"k vkSj
fL=;k¡ ;g uR̀; liZ vkdkj esa djrh gSa] yM+ds ds daèks ij
yM+dh [kM+h jgrh gS rFkk uR̀; djrs gSaA

nso&Mkscjh

nso&Mkscjh ds lkFk ds ùR; esa fL=;k¡ ckfèkr gksrh
gaSA bl uR̀; esa dsoy iq#"k gh Hkkx ysrs gSa] D;ksafd ;g
uR̀; Hkwr&çsr dks o'k esa djus gsrq] mUgsa fj>kus gsrq] Hkwruh
vFkok ekrkth dh LFkkiuk ds oä nso&Mkscjh ctkdj
ùR; djrs gSaA ukpus okyksa ds gkFkeas cM+k MaMk gksrk gS ftls
xqtjkrh esa ̂ Mkax* dgrs gaS] mls lkFk ysdj ukprs gaSA ,d
gkFk nwljs ds dej ij vkSj nwljs gkFk ls Mkax ls Hkwfe ij
rky nsrs gaSA nso&Mkscjh ls gksus okys Lojksa dk vlj ,slh
eknd] euksgj ,oa tknqbZ gksrh gS fd ;g ok|&;a= ctrs
gh vktw&cktw esa [kM+s gq, fdrus gh yksxksa ij blds laxhr
dk vlj gksus yxrk gS rFkk blds vkd"kZ.k ls vUnj dwn
iM+rs gaSA budks vius 'kjhj dk Hkh Hkku ugha jgrk( ik¡o ds
?kqaVukas ij fxjdj èkquus yxrs gaSA ;g lwjr ftyk ds
okyksM rkyqds ds nqe[ky rFkk d.ktksM xk¡o ds xkfer
rFkk pkSèkjh Hkhy tkfr ds vkfnokfl;ksa dk uR̀; gSA13

fu"d"kZ %

fo'o&Hkj esa çkS|ksfxdhdj.k ds dkj.k] u,&u,
cnyko vkus dh otg ls] dbZ u, ok|&;a= gekjs le{k
vkus ds dkj.k] dqN iqjkus ok|ksa ls yksd#fp gVrh jghA
vkt dbZ iqjkus ok| vkfgLrk&vkfgLrk yqIr gksrs tk jgs
gSaA tSls&tSls mUufr gksrh xbZ gS] oSls&oSls lkaxhfrd
èofu&fo'ys"k.k rFkk ok|ksa ds fuekZ.k&fofèk esa Hkh cnyko
vk;k gS rFkk çkS|ksfxdhdj.k ds dkj.k lkekftd jhfr&fjokt
rFkk nSfud dk;Z&ç.kkyh ij Hkh bldk çHkko fn[kkbZ nsrk
gS vFkkZr~ dky ds çHkko esa vusd yksdxhr] yksdok|
bR;kfn lekIr gks pqds gSa tks gesa vkt flQZ xzFkksa esa feyrs
gSaA

lUnHkZ lwph %

1- 'kekZ] dSyk'k pUæ- ¼2001½- Lojlsrw- Jhjke dYpjy VªLV]
Bk.ks- i-̀ 13

2- jkukMs] v'kksd nkeksnj- ¼1975½- yksd laxhr 'kkL=- Hkkjr
eqæd vkSj çdk'kd] vkSjaxkckn- i-̀ 13] 14] 15

3- xksjax] laxhrk- ikl ;w-th-lh- usV bu E;wftd- laxhrk
ifCyds'ku] djuky- i ̀111
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4- jkoG] bUæ'kadj- ¼1972½- xqtjkruka yksdok|ks- xqtjkr jkT;

laxhr uR̀; ukVî vdkneh] xkaèkhuxj- i-̀ 8] 11

5- jkukMs] v'kksd nkeksnj- ¼1975½- yksdlaxhr'kkL=- Hkkjr eqæd
vkSj çdk'kd] vkSjaxkckn- i-̀ 11

6- iVsy] eèkqHkkbZ- ¼1950½- xqtjkruka yksdxhrks- f=Hkqoankl d-
BDdj] ljrq lkfgR; eqæ.kky;] jk;[kM] vgenkckn-
i ̀22] 23

7- jkoG] bUæ'kadj- ¼1972½- xqtjkruka yksdok|ks- xqtjkr jkT;
laxhr uR̀; ukVî vdkneh] xkaèkhuxj-  i ̀9

8- iVsy] eèkqHkkbZ- ¼1950½- xqtjkruka yksdxhrks- f=Hkqoankl d-
BDdj] ljrq lkfgR; eqæ.kky;] jk;[kM] vgenkckn-  i ̀1]
33] 110] 128] 191

9- olar- ¼1998½- laxhr fo'kkjn- laxhr dk;kZy;] gkFkjl- ì- 583

10- jkoG] bUæ'kadj- ¼1972½- xqtjkruka yksdok|ks- xqtjkr jkT;
laxhr uR̀; ukVî vdkneh] xkaèkhuxj- i ̀17 ls 19

11- 'kqDy] gjdkUr- ¼1978½- xqtjkruqa laxhr vus laxhrdkjks-
ekfgrh [kkrq] xqtjkr ljdkj] lfpoky;] xkaèkhuxj- ì 11]13

12- jkoG] bUæ'kadj- ¼1972½- xqtjkruka yksdok|ks- xqtjkr jkT;
laxhr uR̀; ukVî vdkneh] xkaèkhuxj- i ̀2 ls 5] 27 ls 29

13- egsrk] je.kyky NksVkyky- gLrys[k izfr] 'kh"kZd& nf{k.k
xqtjkr ds yksdxhrksa vkSj yksduR̀;ksa dh vuwBh 'kSyh vkSj
vuks[kk laxhr] iqLrdky;&QSdYVh vkWQ ijQkWfe±x vkV~Zl]

,e-,l- ;wfuoflZVh vkWQ cM+kSnk] cM+ksnjk] i ̀5] 14
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{ks= %

yksdxhrksa esa Hkkjrh; yksdlaL—fr dks çfrfcafcr
djus okys yksdxhr] tSls& fookg] iq=&tUe] tufç;
uk;d ls lacafèkr vkfn dk o.kZu gksxk rFkk nsoh&nsorkvksa
ds yksdxhrksa ds çk:i dk laf{kIr vè;;u gksxk tks gekjs
laL—fr dk ewykèkkj rÙo gSA

v/;;u %

fopkj ,oa O;ogkj ds ml ifj"—r :i dk uke
laL—fr gS tks lR;a f'koa lqanje~ dh f=os.kh ds :i esa çdV
gksrh gSA fdlh Hkh tkfr vFkok lekt dh laL—fr ;fn ,d
lè) uxjh gS rks xhr ml f=os.kh dh ,d èkkjkA lkSan;Z:ih
,d gj&Hkjk miou vkSj laxhr ds fofoèk çdkjA ml
miou ds os gjs&Hkjs ikSèks gSa tks Loj dh feêh esa fctk;rh
gksrs gSaA rky&:ih ty ls flafpr gksrs vkSj y; :ih ok;q
ls iYyfor gksrs gSA laxhr vFkkZr xhr] ok| vkSj uR̀;
budk laxe gS] blh laxhr dk thoUr ,oa vR;ar yksdfç;
çdkj gS yksdlaxhrA yksdxhr yksd dk gh ògn :i
yksddkO; gSA yksdlaxhr ,d vR;ar çkphu foèkk gSA ;g
ekuo ds lkFk gh tUek vkSj fodflr gqvk gSA yksdlaxhr

Hkkjrh; laL—fr ds ewyk/kkj rÙo esa yksdlaxhr dk LFkku

çk- M‚- lkfjdk foosd Jko.ks·
lkjka'k

laxhr fo'oO;kih fojkV psruk dk /oU;kRed Lianu gSA laxhr vkRek dh laosnu'khy Hkkoqdrk&Hkjh
y;kRed ok.kh gS tks psruk ds ,d fof'k"V vk;ke dks vfHkO;ä dj /kquksa ls çkIr Lo:i ds vkuan dh vuqHkwfr
nsrk gSA fdlh Hkh ns'k ds lkekftd ,oa lkaL—frd fuekZ.k esa dbZ ns'kksa dh laL—fr dk ;ksxnku gksrk gS rFkk mlds
lkaxhfrd fodkl esa vusd ns'kksa dh laxhr ç.kkfy;ksa ds leh{kkRed fo'ys"k.k lgk¸;d gksrs gSA fofHkUu ns'kksa ds
chp gksusokys lkaL—frd vknku&çnku fo'o dyk eap ds fuekZ.k] laxhr ,oa laL—fr ds mÙkjksÙkj fodkl esa lg;ksx
nsdj varjkZ"Vªh; –"Vhdks.k dks LoLFk vkSj lcy cukrs gS rFkk fo'o esa lq[k] 'kkafr ,oa Lusg dh LFkkiuk dj
fo'o'kkafr ,oa fo'o ,drk ds liuksa dks lkdkj djrs gSA

ges ,sls laxhr dh [kkst djuh pkfg,] tks cgqtufugk;] cgqtulq[kk; rFkk ^losZ Hkoarq lqf[ku%^ ds vkn'kZ
okD;ksa dks fo'o esa tu&leqnk; esa txkdj rFkk {ks=h;] çkarh;] ns'kh; ,oa tkrh; HksnHkko feVkdj fo'o&HkzkrÙ̀o
dks lkdkj djs tks tu&tu esa yksdfç; gksA gekjs {ks= ds yksdlaxhr dh ,slh [kq'kcw gks tks loZfç; gks] ;gh
gekjh ewy laL—fr gSA

eq[; lkj % yksdlaxhr] Hkkjrh; laL—fr] uSlfxZdrk] lkaL—frd ,oa vkfRed fodkl] Hkkouk

izfof/k % bl 'kks/k&i= dks rS;kj djus ds fy, f}rh;d ek/;eksa ls lgk;rk ysdj fo'ys"k.k fd;k x;k gSA

· 'kks/k funsZ'kd] lg;ksxh çk/;kid] laxhr foHkkx] Lo- N- eq- d<h dyk egkfo|ky;] vpyiwj dWEi] ftyk& vejkorh] egkjk"Vª

dk eq[; vkèkkj lkekftd fo'okl] jhfrfjokt] mRlo]
R;ksgkj ,oa vU; fof'k"V ewY; gSa tks lkekftd :i esa
lkekftdrk ls ;qä gksrs gSaA mlesa lgt lqyHk euksjatu
,oa jlkfn dh vuqHkwfr fo'ks"k :i ls fo|eku gSA mldk
tUe vo'; gh lkewfgd u gksdj O;fäxr gS fdarq mlesa
fdlh O;fä&fo'ks"k ds Lo;a ds uSfrd vFkkZr~ O;fäxr
ewY;ksa dh LFkkiuk ugha gksrhA laiw.kZ lekt vFkok fdlh ds
fof'k"V {ks= ds lekt dh vk'kk] vkdka{kkvkas] lq[k&nq[k]
jkx&fojkx vkfn dk vkdyu gksrk gSA vkSj] bl –f"V ls
og O;fä&çèkku u gksdj lkewfgd cu tkrk gSA

tu&Hkkouk gh ukn dk vkJ; ysdj yksd&xhr
ds :i esa m}sfyr gSA ekuo&Hkkouk gh yksdxhr ds :i
esa ijaijk ls çokfgr gksrh vk jgh gSA vr% yksdxhr gh
loZO;kih gS vkSj lgh ek;us esa èkjrh dk laxhr gSA
yksdxhr dgha ds Hkh gksa] Hkk"kk dh fofHkUurk ns'k vkSj LFkku
dh gks ldrh gS fdUrq eu ds Hkko rks ogh jgrs gSa] tks
ekuo ek= esa fo|eku gSA lkekftd vk;kstu] mRlo] ioZ]
R;kSgkj] èkkfeZd vuq"Bku vkSj _rqvksa ds vuqdwy voljksa
ij rks budk xk;k tkuk vfuok;Z gh gSA xhrksa ds fcuk u
rks lkekftd vk;kstu vkjaHk gksrk gS vkSj u fg lekiuA
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loZçFke ge yksdlaxhr] yksdlaL—fr dh ifjHkk"kk,¡ ns[ksa
rks ^yksd&Lef̀r^ ls pys vkusokys xhrksa dks Lo:i dks
mlh :i esa j[k lduk laHko ugha gksrkA ;s rks ,d daB
ls nwljs daB rd] ,d ih<+h ls nwljh ih<+h rd Lo;a gekjh
yksdlaL—fr ds çgjh cu] fujarj gekjs thou esa jlòf"V
djrs jgrs gSaA ;g rF; fo'ks"kdj ikfjokfjd xhrksa ds fy,
egÙoiw.kZ lR; gSA ^^çpfyr yksd xhrksa dk Lo:i o
pyu ns[krs gq, fl) gksrk gS fd] yksd èkqu gh Hkkjrh;
laxhr ds jkxksa dh ì"B Hkwfe gSA ekpZ] 1972 ̂laxhr* if=dk
esa mYys[k gS fd] ̂ ^yksd èkqusa gh Hkkjrh; laxhr dk vkèkkj
Lo:i gSA loZçFke tulewg us xhrksa dh èkqusa lkewfgd :i
ls jphaA èkqusa ekuoh; ân; ds mnxkj FksA^^1

fo"k; dks è;ku es j[krs gq, bu xhrksa dk
foHkktu fd;k x;k gSA gekjh Hkkjrh; laL—fr ds ewykèkkj
rÙo yksdxhrksa ds ekè;e ls tuifjfpr ,oa yksdfç; gksrs
gSaA budk foHkktu vxj djsa rks ^^Hkfä&lacaèkh xhr]
çkd`frd lkSan;Z&lacaèkh xhr] f'kdkj&lacaèkh xhr]
vkjkèkuk&lacaèkh xhr] _rq&lacaèkh xhr] ;a=&ea=&lacaèkh
xhr] —f"k&lacaèkh xhr] yksdfo'okl&lacaèkh xhr] ioZ&lacaèkh
xhr] laLdkj&lacaèkh xhr] foæksg&lacaèkh xhr]
ohj&ç'kfLr&lacaèkh xhr] ;q) xhr] thoukHkko&lacaèkh xhr]
vR;kpkj&vukpkj& lacaèkh xhr] èkeZ&lacaèkh xhr] ùR;&lacaèkh
xhr] çsgfydk xhr vkfnA^^2

blh rjg yksdxhrksa esa xzkE;&oxZ ;k lkèkkj.k
tu dk Hkh ltho fp=.k Hkh vafdr gksrk gS vkSj bl fp=.k
esa yksd laL—fr dks çfrfcafcr djus okys yksdxhrksa dks
ge dSls Hkwy ldrs gaS&

1-  fookg ds volj ij yksdxhr

2-  iq= tUe mRlo ij yksdxhr

3-  tufç; uk;d ls lacafèkr yksdxhrs3

fookg ds yksd xhr&

ikoZrh ls fookg djus ds fy, tc Hkxoku f'ko
tk jgs Fks] ckjkr esa cãk] fo".kq] baæ] f'ko ds x.k vkfn FksA
fcuk xk;u&oknu ds ;g lc fofèk dSls iwjs gksrs \ vr%
xaèkoZ dh Vksfy;ksa us nwYgs ds efgek;qä xhr xk,&

fo'okolqçkxzgjS% çoh.kS %

laxh;ekuf=iqjkonku%^^4

vFkkZr~& fo'okolq vkfn xaèkoZ çeq[kksa us f=iqjnkg ls lacafèkr
f'ko ds xhr xk,A vkt Hkh fookg ds le; ge ns[krs gSa
fd dqN xhr rks c¡èks&c¡èkk,] dqN rRdky jps gq, ,oa dqN
rksM+&ejksM+dj uohu cuk, gq, xhr gasS] ftuesa nwYgk&nqYgu
ds lkFk ifjokj ds vU; lnL;ksa ds uke Hkh tksM+s tkrs gSaA
;g gekjh Hkkjrh; laL—fr gh rks gS tks rc ls vkt rd
ijaijkxr Lo:i esa yksdxhrksa dh èkjksgj fujarj cgrh vk
jgh gSA le; ds lkFk ifjorZu t:j gqvk gS ijarq vFkZ ugha
cnys] mís'; ugha cnyk vkSj blesa dksbZ lansg Hkh ugha gSA

iq=&tUe mRlo ds xhr

ftl ?kj esa iq= ;k iq=h tUe ysrk gS] ml
ifjokj ds fy, og lcls cM+k mRlo gksrk gSA bl volj
ij nku&iq.;] fofoèk vk;kstu] xk;u vkfn dk mYys[k
feyrk gSA dkfynkl ds xhrksa esa Hkh ;g o.kZu vafdr  gSA

^dqekjlaHkoa* eas f'ko vkSj ikoZrh ds iq= dkfrZds;
ds tUe ij Hkh cèkkbZ nsusokys xaèkoksZ dh Vksfy;k¡ Fkha] xaèkoZ
,oa lqanfj;ksa us eaxy xhr xk,&

egksRlo r= lekxekuka

xaèkoZ fo|kèkj lqanjf.ke-A

laHkkforkua fxjhjktiq=;k

xg̀sHkoUeaxy xhr XykfuAA5

vFkkZr& bl egksRlo esa xaèkoZ] fo|kèkj] lqUnfj;ksa vkfn us
tks eaxy xhr xk,] mu lcdh ikoZrh us cM+h vkoHkxr dhA

tufç; uk;d&lacaèkh yksdxhr&

ohjrk] drZO;ijk;.krk] çtkoRlyrk] R;kx vkfn
xq.kksa ls vusd jktk] ea=h vkfn tuuk;d cu tkrs gSaA
lkèkkj.k tu muds pfj=ksa dks xkrs ugha v?kkrsA ,sls esa bu
yksduk;dksa dk pfjr lgt gh yksdxhrksa dk fo"k; cu
tkrk gSA bl –f"V ls çkphu Hkkjr esa vusd nso:i
egkiq:"kksa dh thouh&xkFkk,¡ feyhaA lokZfèkd çflf) jke
dh thouh gS vkSj bl ckr dk xgjk vuqHko dkfynkl dks
Fkk ftUgksaus vius 'kCnksa eas bls of.kZr fd;kA yksdlaxhr dk
,d vkSj Lo:i dq'k vkSj yo ds ̂jkek;.k^ xk;u ls Li"V
gksrk gSA yksdèkqusa vR;ar eueksgd gksrh gSaA os lkekU;
turk dks vk—"V djrh gSa] jkek;.k xk;u dh yksdfç;rk
dk ;g ,d çeq[k dkj.k Fkk fd mUgksaus viuk xk;u yksd
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èkquksa esa çLrqr fd;k tks gekjs Hkkjrh; laL—fr dk ewykèkkj
rÙo gSA

^dqHkkjlaHkoa* egkdkO; esa f'ko vius iq= dkfrZds;
ds ohjRo dk Hkkoh funsZ'k djrs gq, ikoZrh ls dgrs gaS fd
;g nsoksa dh fot; dk dkj.k cusxk vkSj blds bl ohjRo
dk o.kZu yksdxhrksa dk fo"k; cusxk&

^^nsfo RoesokL; funkuekLls rks%A

lxsZ txReaxyxkugsrks%̂ ^6

vFkkZr~& nsoh] lalkj&Hkj ds eaxy&deksaZ esa ftl ckyd
dh dhfrZ xkbZ tk,xh] og rqEgkjk ;g iq= gSA blh çdkj
tc n'kjFk us baæ dh lgk;rk dj mlds 'k=qvksa dk uk'k
fd;k rc nso&fL=;ksa us n'kjFk ds ckgqcy ds xhr xkus
çkjaHk dj fn,A ;gk¡ Hkh yksd xhrksa dk çHkko ifjyf{kr
gksrk gSA bl çdkj] çkphu ;qx eas Hkh yksdxhrksa dh lè)
ijaijk FkhA fookg] tUeksRlo vkfn g"kZ ds voljksa ij
yksdxhr çpfyr FksA tuuk;dksa dk xq.kxku djuk Hkh
yksdxhrksa dk fo"k; FkkA

fookg laLdkj gks ;k iq=&tUe laLdkj] lkou
ds >wys gksa ;k Qkxqu ds jax] vFkok [ksrksa eas Je dh cwansa
fxjkrs gq, d"̀kd vFkkZr~ gj ifjos'k esa JelaLdkj xhr
xw¡trs gh jgrs gSa vkSj ;s çfrèofu djrs gSa fd bruh fodV
vkSj fo"ke ifjfLFkfr;ksa esa Hkh fdruk egku eukscy gSA ;g
ckr dgh tkrh gS fd vHkko esa gh lkfgR;] laxhr vkSj dyk
vfèkd iuirs gSaA ;gh ugha] Hkkjrh; dyk ,oa laL—fr
dsoy gekjs ns'k rd gh lhfer ugha oju~ laiw.kZ fo'o esa
Hkyh&Hkk¡fr ifjfpr gSA ;g dyk ,oa laL—fr Jksrkvksa ds
xys dh gkj gSA oLrqr% fo'o dh lkoZHkkSe Hkk"kk] Loj vkSj
y; us lalkj dh vla[; Hkk"kkvksa o cksfy;ksa dks çHkkfor
djus esa vf}rh; lQyrk çkIr dh gSA

Hkkjrh; ok|ksa ds fons'k esa Hkze.k ,oa dykdkjksa
}kjk dyk&çn'kZu us Hkkjrh; laxhr dks fo'o ds laxhr
eapksa ij mtkxj fd;k gSA ;wukbZVsM LVsV~l ds ^LDosMj
Mkal^] feL= ds osyjhuk] vkblySaM ds yksol cksfyfo;k ds
^yksdlaxhr^ dh rjg Hkkjr ds Hkh ̂yksdùR;^ ,oa ̂yksdlaxhr*
fons'kksa esa yksdfç; jgs gaSA

;g dguk dfBu gS fd fdl ns'k dk laxhr

loksZR—"V gSA laxhr pkgs fdlh ns'k dk ;k egkns'k dk gks]
og ;fn gekjs ân; dks Liafnr dj ldus eas l{ke gS] rks
ogh loZJs"B laxhr gSA oLrqr% Hkkjrh; laxhr laL—fr esa
,d vykSfdd 'kfä gS] tks bls fo'o esa vU; fdlh Hkh
laxhr ls loZFkk Js"B fl) djrh gSA fo'o ds lkaxhfrd
fodkl dk vFkZ gS ^fo'o dk lkaL—frd ,oa vkfRed
fodkl*A  laxhr ç—fr dh vuar ,oa vlhe laink gSA bls
ge fdlh [kkl ns'k dh lhekvksa esa ugha ck¡èk ldrsA laxhr
rks fo'o dh lkoZHkkSe ok.kh gS tks Loj&y; ds lgkjs fo'o
dh vkRekvksa dks tksM+rh gSA

fu"d"kZ %

yskd xhrksa esa ç;qä Lojksa esa ,d rjg dh
uSlfx±d yksp gksrh gSA ;g lhèks gh euq"; dh Hkkoukvksa dks
Liafnr djrs gSaA lkaxhfrd –f"V ls yksdxhrksa esa ljyrk]
eèkqjrk ,oa jatdrk dk çpwj ek=k esa ç;ksx gksrk gSA
yksdlaxhr dh fofHkUu ijaijk,¡ gSa vkSj ijUrq vkt foèkk,¡
'kuS% 'kuS% u"V vFkok fo—r gksrh tk jgh gSaA vkèkqfud
ih<+h esa :fp ifjoÙkZu le;kuq:i okrkoj.k ;k çlkj
ekè;eksa ds dkj.k gekjk yksdlaxhr o gekjh laL—fr lgh
:i esa igq¡p ugha ik jgh gSA T;s"B Js"B yksd dykdkjksa
ds lkFk gh ;g Hkh yqIr gks jgh gSA bl –f"V ls] eSa
vk;kstdksa dh cgqr vkHkkjh gw¡ ftUgksaus çLrqr laxks"Bh esa
yksdlaxhr tSls egÙoiw.kZ fo"k; dk p;u fd;k gSA
yksdlaL—fr ds izfr tqM+s jgus ds fy, yksdlaxhr ls pko
cuk, j[kuk t:jh gSA blhfy, ,sls ikjaifjd 'kSyh ds
xk;dksa dks mfpr laj{k.k vkSj fj;kt ds mfpr ekè;e
fn, tkus pkfg, vU;Fkk yksdlaxhr dh ,d vVwV dM+h ds
fNUu&fHkUu gksus dk iwjk Hk; gS] blesa dksbZ lansg ughaA
xq.kh yksd dykdkjksa dks mudk mfpr LFkku] eap vkSj
lEeku feyuk pkfg,A çkarh; yksdlaxhr&laxks"Bh vk;ksftr
dj ljdkjh Lrj ij gekjs ljdkj us Hkh bu egku
dykdkjksa dks bl ekè;e ls lEeku nsdj mudh dyk dks
U;k; nsuk gh mfpr gksxkA ,slk 'kksèkd=hZ dk çLrqr
'kksèk&fucaèk ds ekè;e ls vuqjksèk gSA rHkh gekjk Hkkjrh;
laxhr vkSj laL—fr ds ewykèkkj rÙo ̂yksdlaxhr foèkk dks
ge vkxs dh ih<+h rd lgh ek;us esa gLrkarfjr dj ldrs
gSaA
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Introduction

Allow me put forth a cultural maxim right
at the begining of this paper. India lives in its
villages and so does Indian culture. Urbanisation,
migration, electricity, connectivity, media and
internet have created new awareness and
aspirations, which has altered our lifestyle (rural
and urban). We may accept this social change
as development in a forward looking approach,
with respect to our future generation, or we may
crib about a distant past, which we never
experienced at the first place. In effect, nostalgia
(Boym, 2001) can be empowering to our present

Diminishing Relevance of Folk Traditions in Urban Life
Vishal Vijay*

Abstract

India lives in its villages and so its culture. Modernisation, awareness, aspirations,
disconnect with dialect, easy availability of modern entertainment options have largely
impacted us. A tradition losing their relevance is a side effect of social evolution. We may
accept this social change or crib with nostalgia over some lost essence of culture. Folk
has either survived as rituals or performance. Patronage & guru-shishya parampara
have been the only catalyst in continuation of folk. Thanks to Indian festivals folk is still
captivating as a performance. It’s the artists who give form to art, it’s their true passion
that fascinates the students and draws the audience. Those artists who left their main
livelihood and solely committed to the art, it’s them who thrived, survived & faded with
time. A creative director incorporating elements of folk in a masterwork receives accolades,
shouldn’t the folk artist also explore new possibilities in folk. In a way what’s classic or
folk today was once modern & contemporary in its first generation. Purists have
undoubtedly conserved the form but the onus of evolving the art falls on the artist as much
as it falls on the society to preserve it.
If we are going back to organic, yoga, ayurveda then why aren’t we coming back to
indigenous folk. Religion has surely never lost its relevance then why has its representation
in performing arts lost our attention? I believe we are getting impatient & stressed with
our aspirational fears. Technology has made us passive & multiple options have made us
inadequate. We are forever pretending & dissatisfied. It’s when we lose our substance, we
lose our music within. We aren’t just losing folk, we are losing substance in our lives. Folk
is robust, it vanishes in artificiality & thrives in innocence.

Keywords : Folk Tradition, Collective Responsibility, Instant Gratification, Aspirational Fears
Methodology : This paper echoes personal observation & conviction. The study is supported with secondary

sources.
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times and also to our future generations. Yet,
when dislocated from our reminicence of an
experiential memory, the same nostalgia can
distort our sense of reality.

In effect an encounter with our folk,
tunes in a special relation with our nostalgia. On
one hand, their rememberance has been
preserved through individual patrons and cultural
agencies. To a large extent, our folk tradition
have literally survived the test of times, either as
rituals or performance (Schechner, 1981).
Temple patronage and guru-shishya parampara
have been pivotal in continuing folk forms. On
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the other hand, disconnect with mother tongue /
regional dialect and easy availability of digital
entertainment has impacted the organic
relevance of folk traditions.

Retrospectively, if we seek to ponder
over the question of development, technological
advancement and/or migration, then the flip
question remains to be answered or least
acknowledged – then what is to be blamed for
apathy towards folk traditions. There are still
many Indian villages which are untouched or
unadulterated from urbanisation, then why are
their folk traditions facing the test of time. One
factor could be the sheer repetitiveness year
after year what once fascinated the audience
loses its charm with time no matter how sacred.
If the presentation has not evolved with time
then it reduces to an exhibition (Hansen, 1991)
rather than an involving interpersonal folk form.

Let’s divide folk into categories for easy
understanding –

1. Songs of prayer and celebration – like
marriages, childbirth, worship of gods..

2. Dances of celebration related with harvest
and worship – which require training

3. Stylized performances depicting gods and
kings - which require training

4. Performances which evolved into classical
form – with similar origins

Folk is just not the sacred ritual or the
worship per say, it’s the performative expression
of belief through dance, music, drama, etc
(Mecwan, 2017). How interested is the next
generation in folk will define its longevity. If the
coming generation doesn’t find a folk relevant
they won’t practice it and some new activity
will fill up that social void. This void is the
consituting element of all human behavior in the
social sphere as it remains constant with every
generational leap. What remains to be assesed

that as we “progress” in every epoch, what are
we losing and where are we going ? Are we
complaining about the ignorance of folk traditions
in urban centres or is folk losing its relevance at
villages too? I believe the problem lays in the
relevance of folk traditions for next generation.
We continue what interests us either as a belief
or a performance. If belief itself is diminishing
then its manifested folk will disappear too and if
the performance has lost its charm then it will
lose both its audience and its actor. Traditions
losing relevance is a side-effect of social
evolution.

Discussion: Artists and Patron

It is the artists who give a form to art, it
is their presentation style and craft, which
fascinates the aspiring actor and draws the
audience. Folk may lose its religious relevance,
but it could still be captivating as a performance.
If the folk actor (dancer / singer) has inspired
the aspiring actor and entertained the audience
then he has done his part in carrying forward
the tradition (Hansen, 2011).

Conventionally people in the village get
together around festivity to put up a performance.
As the demand of frequent performance
increased people across villages  left their
livelihood jobs and solely committed to art, they
became the artist, it’s them who thrived, survived
or faded with time.

Fairs and festivals funded by cultural
institutions (state, temples or cultural agencies)
have played a pivotal role in drawing huge
audiences for folk performances and provided a
stage to folk artist. But what about those folk
practices (of certain sect, clan or tribe) which
don’t fall under the ambit or nomenclature of
“folk”.

Villages make, produce and perform
what is sellable in cities, be it handicraft,
handloom, food or art. Certain performances will
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have their relevance in rural India and some will
work in cities. Similarly many contemporary
works of art might not have its relevance in rural
India.

Let’s divide the nature of folk
performances from audience perspective –
1. Nostalgic performance – what once excited

you but now it’s a habit
2. Exhibition performance – might attract you

as a show but not be relevant
3. Ritualistic performance – it’s the way of life
4. Religious performance - retelling of a

relevant story
Audience changes their behaviour

towards folk performance with time as folk is
repetitive in nature, it’s a loop related with season
and auspicious occasions hence it can’t always
be captivating for the spectator. Folk is defined
by community celebration in circular
arrangements with no conscious orchestration
or presentation. Any art that becomes
predictable it loses its charm.

Folk theatre of Nautanki, Tamasha,
Jatra and Parsi kept evolving with new dramas,
even in classical forms exponents improvise
within the given parameters. But folk songs and
dances rarely do that for a simple reason that
folk is more of community celebration then a
conscious exhibition. Anything ticketed will
always offer variety like a magician’s hat it will
pull out a new illusion.
Collective Responsibility

A contemporary director incorporating
folk elements in an urban performance receives
accolades, when a performances is devised with
a right blend of imagination, experience and
observation. But at large, the folk artists within
the same performance staged to cater an urban
audience, do they explore new possibilities in
their form, remains to be asked ?

The onus of evolving the art falls on the
artist as much as it falls on the society to preserve
it. Exponents of the art have undoubtedly
conserved the form but how welcoming they are
to improvisation is a sensitive area as over
freedom might distort the originality.

Recent trend of fusion-music has made
indigenous melodies peppy, at times retaining the
rustic aesthetic. This trend is influenced by the
“jugalbadi” of classical music. Independent artist
in collaboration with folk artist curate a new
genre of club music. The urban artist with his
skills and equipment can recreate this music live
events but it may not be possible for the folk
singer and with his orchestration.

Similar fusion are happening in
contemporary dance recitals where various
dance forms for are incorporated for unique
expression. Such trends in music and dance have
an urban appeal even the artists don’t repeat
them. One of the prime feature of folk is its as it
is repetition, which is only possible with less
orchestration and minimalistic approach as these
forms are continued by dedicated families. It’s
the individual patrons, tribes, communities, art
agencies and temples who have survived the folk
artists –

1. Folk performed at domestic events

2. Folk performed at community level on
religious festivals

3. Folk performed at village fairs for recreation

Certain folk songs and dances are
forever contemporary as they are related with
benediction or celebration, as long as we are a
living culture related folk tradition will co-
survive. Also the fun factor of certain folk songs
and dances have given them a longevity, folk
theatre on the other hand had to struggle for
survival because of the sheer size of the troupe,
patronage and audience interest in the form.
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the families and with right patronage survive the
test of time. If we look at Indian demography
spread across states, cities, villages, tehesil, etc
there still are far of regions and communities
urban dweller has disconnected with. Whatever
folk traditions we indulge in are the upper layer
of belief, practice and entertainment our
patronage hasn’t reached the micro level to
remotest Indian village, for that matter entire
development itself hasn’t happened nationwide
even in most developed economies.

Aesthetics

Let’s leave folk for an instant and ask
ourselves – are we pleased as an audience with
the popular media today? Not just in terms of
profanity, nudity and violence, but with entire
gambit of aesthetics, the dramatic structure,
storyline, characters, synthetic imagery, poetry
etc.

We the audience are ridiculously
consuming this surfacial entertainment much
faster than ever before. Haven’t we as audience
gone down in our aesthetic quench or have we
been cornered to this mediocrity. Though there
are folk songs of profanity sung on specific
occasions and there are folk dances inappropriate
for a certain audience (Mee, 2008).

My point of departure is of creative
aesthetics – maybe I should not be comparing
popular media with folk performances as both
are very different in its genesis. Media is outcome
of technological sophistication while live arts
thrive within collective patronage.

Folk themes have no room for
vulgarization as they represent gods and kings
and they are performed at community festivals.
Such aesthetic norms don’t apply for popular
media. Media is like mixed martial arts here
anything is possible irrespective of censorship.
Folk has never had audience-awkwardness it’s

always a family entertainer but in popular media
instant-gratification precedes aesthetic quench.

Revival

For health reasons we are going back
to organic, yoga, ayurveda then why aren’t we
coming back to folk. Religion has surely never
lost its relevance in our society then why has its
representation in performing arts lost our
attention?

In the times of instant gratification we
are losing inner music in our lives, we have lost
touch with our rich poetry and literature. We
are stressed with our aspirational fears, pretence
has taken over our behaviour. We have become
passive through technology and inadequate
through multiple choices and forever dissatisfied
and angry.

It’s when we lose our substance, we
lose our smile, our rhythm, our music.

We aren’t just losing folk, we are losing
music in our lives. Folk is robust in form, it thrives
in innocence and vanishes in artificiality.

Folk brings the community together, it
celebrates beliefs, it’s participative and it
rejuvenates people. And modern society is
becoming exact opposite of this the AI is keeping
us occupied, we prioritise me-time above
socialising and our education and social status is
hindering our participation. Thankfully not all of
have social complexes.

Peer pressure, performance stress,
competitive jealousy and our materialistic
aspirations are distorting our inner peace
equilibrium. This equilibrium has our innocence,
spirits, ease, vigour all that inspires music and
dance. Music and dance is a state of trance, its
physical manifestation of inner bliss. How can
artificial and over stressed individuals be joyous
enough to plunge festivity?
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As a society we must retain what’s
survived, we must document what’s lost, we
must impart and pass-on the folk form to next
generation and retain the Indian community
flavour.

No matter how individualistic man
becomes he will always be a social animal. If
uprooted from tradition he will create new folk
like Halloween and new gods like Santa. Even
ascetics who renounce family settle in
communes, brotherhood substitutes for blood ties.

Yes villages must be modernised but by
retaining their purity, we can’t just selfishly
exploit villages for supplies (food and culture)
we will have to participate in surviving rural
ethos in urban lands only then can we retain our
identity and culture / folk.
Conclusion :

We won’t be able to retain any of our
traditions if we do not practice them, if our
younger generation is forever migrating, if AI
occupies most of our energies and if we keep
perceiving ourselves with borrowed aesthetics
rather than indigenous beliefs.

Yes we must progress but not imitate
an illusionary lifestyle for self-deception. No
matter what cosmetic lifestyle we may plant
around us our DNA won’t change nor will our
last-rites. Yes any superstition and ill practices
must be eradicated and exploitation in all forms
must be curbed. Yes we have to develop and
evolve as nations and societies keeping our
cultural colours alive.

Like a vicious circle of problems, folk
traditions are an organic circle of the folk artist
and community. Both need each other, societies
need folk traditions to celebrate their culture and
folk artist carries the onus of retaining the form.

Burdened individuals will lose their inner
rhythm eventually vanishing outer celebration.
Only if individuals retain their smiles they will be
able to rejoice artistic expression. I don’t see
diminishing relevance of folk as an social-
evolution phenomena I perceive it as an
individual’s inability of enjoying simple pleasures
of life. I believe folk can be a remedy for today’s
complexed-man, it may purge us of routine
stress, connect us to our cultural roots and give
us rejuvenating moments of elements.
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fHk[kkjh Bkdqj dk tUe 18 fnlEcj 1887 dks
fcgkj jkT; ds Nijk ftys ds NksVs ls xk¡o 'kkgckn
dqrqciqj ds ,d lkèkkj.k ukbZ ifjokj esa gqvk Fkk A mUgksaus
vius Nijk ftyk vkSj blds izeq[k LFkyksa ds ckjs esa dgk
gS&

^^mÙkj [kyiqjk] egkjktxat] nfj;koxat] Mksjhxat] fpjkUnx<+]

eksjèot ds tykysok] xaxk lj;w ikj esa vjkM+ ij

xksYVsuxat ekSts e[knexat Ms<+ nw dksl ikosyk

'ksjiqj] ?ks?kVk] jkStk] ?k:Vksyk] rsyik rd

fn;jk ds cf'kank u;dk dgkosyk

dgr fHk[kkjhnkl Nijk 'kgj g]

lVys usokth Vksyk in gksbZ tkykA**1

buds firk dk uke nyflaxj vkSj ekrk f'kodyh nsoh FkkA
iwjk ifjokj tkfrxr is'kk gtker cukuk] iSj jaxuk]
uk[kwu dkVu] cky dkVuk ds lkFk&lkFk 'kknh&fookg]
tUe&Jk) vkSj vuq"Bkuksa rFkk laLdkj ds dk;Z ds volj
ij ttekuh O;oLFkk ds vUrxZr U;kSrk nsus dk dk;Z djrs
FksA buds iwjs ifjokj esa nwj&nwj rd ukVd] xhr&laxhr]
uR̀; vkfn dk dksbZ ekgkSy ugha FkkA

fHk[kkjh Bkdqj dk izkjafHkd thou Hkh lkekU;
xzkeh.k ;qod dh rjg gh vius ?kj vkSj tkfrxr is'kk dj
fdlh rjg thou&;kiu Fkk vkSj jksth&jksVh ds fy, xk¡o
NksM+dj foLFkkfir gksuk iM+kA 'kgj tkus ds ckn os vius
dke ls larq"V ugha FksA dke djus esa mudk eu ugha
yxrk FkkA èkhjs&èkhjs mudk eu Hktu&dhrZu ds lkFk&lkFk

yksd jaxeap ds egkuk;d fHk[kkjh Bkdqj
vfouk'k frokjh·

lkjka'k

Hkkstiqjh Hkk"kk ds egkuk;d fHk[kkjh Bkdqj fcgkj ds lcls yksdfiz; urZd] ys[kd] xhrdkj]
yksd xk;d] dfo] ukVddkj ,oa yksdfiz; vfHkusrk ds :i esa tkus tkrs gSaA Hkkstiqjh ds ^'ksDlih;j*
vkSj ^jk; cgknqj* dgs tkus okys ml egkuk;d us ntZuksa ukVd] dfork] yksdxhr] Hktu vkfn fy[kdj
Hkkstiqjh Hkk"kk dks izfrf"Br ,oa lEekutud Lo:i iznku fd;kA

eq[; 'kCn % jaxeap] yksd] ukVd] lekt] xhr&laxhr

izfofèk % bl 'kksèk&i= dks izkFkfed ,oa f}rh;d ekè;eksa ls izkIr lk{;ksa ds vkèkkj ij rS;kj fd;k x;k gSA

· 'kksèk Nk= ¼ukVd½] fo'ofo|ky; laxhr ,oa ukV~; foHkkx] y- uk- fefFkyk fo'ofo|ky;] njHkaxk

jkeyhyk] ukp vkfn esa cl x;kA os vius dke dks
NksM+dj okil xk¡o vk x;sA ;gk¡ bUgksaus jaxeap dh
'kq#vkr 'kknh&fookg ds 'kqHk volj ij tk&tkdj
ukp&xkuk ls vkjEHk fd;kA blfy, bUgsa ^ukp* yksd
jaxeap&ijEijk ds ̂ tud* ds :i esa Hkh tkuk tkrk gSA
tc efgyk,¡ jaxeap ij ugha vkrh Fkha rks mudh txg
efgykvksa dh Hkwfedk esa mUgksaus n'kZdksa ds fnyksa dks NwvkA
bUgsa efgyk ik= dh Hkwfedk esa cgqr vkuan vkrkA ̂Hkkstiqjh
yksd jaxeap ds lezkV* dgs tkus okys ;s igys O;fDr
Fks ftUgksaus jaxeap ij Lo;a L=h&ik= dh Hkwfedk dhA
èkhjs&èkhjs bu lc ls izHkkfor gksdj fy[kuk vkSj xkuk
Hkh 'kq: fd;kA budh [kkl ckr ;g Fkh fd os lekt ds
izfr ges'kk tkx:d FksA lekt dh dqjhfr;ksa ij budh
iSuh ut+j FkhA lkFk&gh&lkFk lekt esa izpfyr
xhr&uR̀;&ukVd dh foèkkvksa dh Hkh vPNh le> Fkh vkSj
fnu&c&fnu budh le> c<+rh pyh xbZA^^egkiafMr
jkgqy lkadR̀;k;u us bUgsa ̂ ghjk* dh laKk nh gSA**2

^ukp* ds lanHkZ esa fHk[kkjh Bkdqj dh pan iafDr;k¡
^^ukp g dkap] ckr g lkap] ,g esa ykxs uk vkap** cgqr
izpfyr gSA ;s iafDr;k¡ ukp foèkk dh dbZ fcUnqvksa dks
bafxr djrh gSaA bUgksaus bu iafDr;ksa ds ekè;e ls crk;k
gS fd ̂ ^ukp dPpk vkSj {k.kHkaxqj gksrs gq, Hkh lPpkbZ dh
ckr djrk gS ftls fdlh dk Hkh Mj ugha gSA

Hkkstiqjh ̂ukp* foèkk ds bl lcls izfl) dykdkj
us lu~ 1917 bZ- esa viuh ^ukp eaMyh* dh LFkkiuk dj
Hkkstiqjh Hkk"kk esa fcnsfl;k] xcjf?kpksj] csVh&cspok] udy
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HkkaM] HkkbZ&fcjksèk] fi;k fulby] xaxk&Luku] usVqvk vkSj
ukbZ&ckgj lfgr dbZ ukVdksa] lkekftd èkkfeZd
izlax&xkFkkvksa vkSj xhrksa dh jpuk dhA bUgksaus vius
ukVd vkSj xhrksa ds ekè;e ls Hkkstiqjh lekt dh leL;kvksa
vkSj dqjhfr;ksa ij izLrqfr;ksa ds ekè;e ls djkjk izgkj
fd;kA buds ukp esa fd;k tkus okyk ^fcnsfl;k* lcls
izfl) ukVd jgk gSA mlds ckn fHk[kkjh Bkdqj us
,d&ls&c<+dj&,d ukVd] xhrksa dh jpuk dh ,oa ?kwe&?kwe
dj lekt ds le{k izLrqr fd;kA ukVdksa ds ekè;e ls
mUgksaus ,sls dFkkudksa dks pquk] tks lekt esa gh pkjksa vksj
O;kIr leL;kvksa ij vkèkkfjr Fks ftuds lqèkkj gsrq dksbZ
è;ku ugha ns jgk FkkA mUgksaus bu leL;kvksa dks mBkdj
èkeZ ds Bsdsnkjksa vkSj èkkfeZd vkMacjksa ls vke turk dks
lkoèkku fd;kA

Hkkjrh; Lokèkhurk vkanksyu ds le; lekt&lqèkkj
,oa Lora=rk&vkanksyu dk izpkj&izlkj iwjs ns'k esa py
jgk FkkA ;g og le; Fkk tc fHk[kkjh Bkdqj us lekt&lqèkkj
gsrq yksdèkehZ 'kSyh dk p;u fd;kA fcgkj ds izfl)
yksd&ikjaifjd ukp ^yksfjd ukp* ds ekè;e ls vius
lekt dh rRdkyhu leL;kvksaa dks viuk Loj fn;kA lkFk
gh] yksxksa esa psruk txkus dk iz;kl fd;kA og le;
Hkkjrh; Lokèkhurk vkanksyu dk ;qx FkkA os flQZ yksdèkehZ
dykdkj gh ugha] cfYd lkekftd dqjhfr;ksa ls yxkrkj
yM+us vkSj tw>us okys lekt lqèkkjd Hkh FksA budk lcls
T;knk è;ku iyk;u&òfÙk dks jksduk Fkk A blds fy,
mUgksaus ̂ fcnsfl;k* ukVd dks thoUr fd;kA ;g ̂ yksfjd
ukp* dk gh ,d :i FkkA mUgksaus jkstxkj ds fy, iyk;u
dj jgs ;qokvksa dh leL;kvksa dks] xk¡o ,oa 'kgj esa cl jgs
ukjdh; thou dks cgqr djhc ls eglwl fd;k FkkA lkFk
gh] iwjs lekt esa yksxksa dks vusdkusd leL;kvksa ls yM+rs
ns[kk ftlesa ;qokvksa dk iyk;u] O;fHkpkj dh leL;k]
cky&fookg] oSèkO; thou] csesy fookg] laifÙk fookn]
vaèkfo'okl] cgqfookg vkfn ,slh leL;k,¡ Fkha tks fdlh Hkh
lekt ds fy, vfHk'kki gSaA blds fy, iwjs lekt dks
tkxr̀ gksdj la?k"kZ djuk pkfg,A ;gh dk;Z bUgksaus vius
ukVdksa ds ekè;e ls ?kwe&?kwe dj iwjk fd;kA

buds bl dk;Z esa ikjlh fFk,Vj eaMfy;ksa dk
Lo:i ns[kus dks feykA ftl izdkj ikjlh ukVd eaMfy;ksa
dks ukVd djkus ds fy, jktk&egkjktk] cM+s O;kikjh]

iw¡thifr oxZ bUgsa vius jkT;ksa esa cqyk;k djrs Fks] Bhd
mlh izdkj fHk[kkjh Bkdqj dh ukp eaMfy;ksa dks vusd
jkt?kjkuksa] tehankjksa vkfn ds }kjk ukp ds fy, vkeaf=r
djus dh izFkk FkhA ukp&eaMfy;ksa dh ,d fo'ks"krk vkSj Hkh
Fkh fd og ikjlh ukVd eaMfy;ksa dh rjg [kqn ls tqxkM+
yxkdj vkSj fVdV cspdj ukp fn[kk;k djrh FkhaA ftl
izdkj ikjlh ukV~; eaMfy;k¡ vusdkusd 'kgjksa rFkk jkT;ksa
esa tk&tk dj fVdV cspdj ukVd fn[kk;k djrh Fkh]
mlh izdkj fHk[kkjh Bkdqj dh ukp eaMfy;k¡ us caxky]
usiky] vlke vkfn txgksa ij tk&tk dj [kwc fVdV&'kks
fd;kA bl izfØ;k ls cgqr Qk;nk gqvk] txg&txg ds
dykdkj ,d gksrs x, xfrfofèk vkxs c<+rh x;hA yksx
,dtqV gksrs x,A blds ekè;e ls gekjs vius thou vkSj
lkspus ds rjhds esa vUrj vk;kA gesa vius vuqHko] vius
fl)karksa dh leh{kk djus rFkk gekjs vkSj gekjs fiz;tuksa
dks izksRlkfgr djus dk vuqHko izkIr gqvkA

ns'k dh lHkh lhek,a Hkwydj mUgksaus viuh eaMyh
ds lkFk&lkFk flaxkiqj] usiky] ekWjh'kl] dsU;k] fczfV'k
xq;kuk] lwjhuke] ;qxkaMk] E;kaej] eSMkxkLdj] nf{k.k vÝhdk]
Qhth] f=fuMkM vkfn txgksa ij Hkh nkSjk fd;k tgk¡
Hkkstiqjh laLdf̀r dks lEeku feykA

fcgkj ds vkèkqfud jaxeap dh 'kq:vkr Hkh fHk[kkjh
Bkdqj ds ̂ fcnsfl;k* ukVd ls ekuk tkrk gSA Bhd mlh
izdkj] tSls Hkkjrsanq gfj'panz ls fgUnh jaxeap dk vkjEHk
ekuk tkrk gSA lkekftd Lo:i dks ns[krs gq, fHk[kkjh Bkdqj
us lkjs ukVd efgykvksa dks dsUnz esa j[kdj [ksyk tks vius
vki esa egRoiw.kZ ;ksxnku gSA fo}kuksa ls Hkjs bl lalkj esa
;g dsoy dYiuk gh gks ldrh gS fd ,d vui<+] vux<+]
xaokj vkSj fcYdqy nsgkrh Hkh jaxeap ij dksbZ ,slk deky
djsxk] ftudks ns[kus ds fy, vaèksjh jkr esa unh&ukyk]
taxy&>kM+ dh Hkh ijokg u djrs gq, yksx ^ukp*
ns[krs&ns[krs bl dnj [kks tkrs Fks fd dc jkr chr xbZ]
irk gha ugha pyrk Fkk] D;ksafd fHk[kkjh Bkdqj ds ̂ukp@ukV~;*
esa mUgsa viuh feêh] Hkk"kk ,oa laLdf̀r dh lqxaèk vkSj
viukiu ds Hkko feyus yxs FksA mUgksaus Lo;a dgk gS&

^^vcfg uke Hkby ck Fkksjk] tc b ru mB tkb eksjk]

rsdjk ckn uke gks tbgu] iafMr dfo&lTtu tl xbgu

ub[kha ikB i<+y HkkbZ] xyrh cgqr ymdrs tkbZ AA**3
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budh yksdfiz;rk ls fQYe txr us Hkh [kwc

ykHk mBk;k gSA ^fcnsfl;k* ukVd dh dgkuh ij bUgsa
fQYe cukus dk izLrko fn;k x;kA fHk[kkjh Bkdqj dks eqacbZ
ys tkdj eap ds cSuj rys cSBkdj ,d xkuk xokdj 'kwV
fd;k x;kA 1963 esa ̂ fcnsfl;k* fQYe fjyht gqbZA fQYe
dks ysdj cM+s iSekus ij izpkj&izlkj fd;k x;k fd
fHk[kkjh Bkdqj igyh ckj cM+s insZ ij ̂ fcnsfl;k* fQYe esa
[kqn dykdkj ds :i esa ekStwn gSA muds uke dk izHkko
bruk Fkk fd fcgkj] mÙkj izns'k] caxky] vlke lfgr ns'k
ds vU; fgLlksa esa fHk[kkjh Bkdqj dks fQYe esa ns[kus ds fy,
yksx flusek gkWy ij VwV iM+sA 'kq: esa rks fQYe [kwc pyh]
ysfdu tks turk igys ̂ fcnsfl;k* ukVd ns[k pqdh Fkh]
mudks fQYe ls fujk'kk gqbZA fQYe dh dgkuh ewy
^fcnsfl;k* ukVd ls fHkUu Fkh] ftldk ̂fcnsfl;k* ukVd ls
dksbZ ysuk&nsuk ugha Fkk A fHk[kkjh Bkdqj dh yksdfiz;rk
dks bl fQYe esa dsoy iz;ksx fd;k x;kA

10 tqykbZ 1971 bZ dks fHk[kkjh Bkdqj dh eR̀;q gks
tkus ds ckn Hkh mudh ̂ukp eaMyh* dks muds iwjs ifjokj
,oa fj'rsnkjksa us dbZ o"kks± rd pyk;kA èkhjs&èkhjs le;
cnyrk x;k vkSj mudh ukp eaMyh fc[kj xbZA dqN
dykdkjksa dh eR̀;q gks xbZ] dqN dykdkjksa us dke NksM+
fn;s] dqN dykdkj xk¡o ds nwljs ukp ikVhZ esa 'kkfey gks
x, rFkk dqN u,&iqjkus dykdkj feydj la;qDr ukp
ikVhZ ^jaxeaMy* cukdj fQj ls dke djus yxsA bl
jaxeaMy ukp ikVhZ esa fHk[kkjh Bkdqj ls izf'kf{kr vkSj
muds lkFk dke dj pqds jkepanz ek¡>h] f'koyky ckjh]
yf[kpan ek¡>h tSls fnXxt dykdkjksa us feydj jaxeaMy
ds }kjk fHk[kkjh Bkdqj ds ukVdksa dks iquthZfor fd;kA
fHk[kkjh Bkdqj ds jaxeaph; ;k=k dks ̂ ukp* ds ekè;e ls
jaxeaMy ds dykdkjksa dks laxhr ukVd vdkneh ,oa vU;

laLFkkvka ls Hkh lg;ksx feykA fHk[kkjh Bkdqj dh jaxeaph;
;k=k ij nwjnw'kZu ,oa ih,lchVh ds vkfFkZd lg;ksx ls
MWD;wesaVªh fQYe dk fuekZ.k Hkh fd;k x;k ftlds ekè;e
ls vkt Hkh budh jax&;k=k ̂ukp* ls u, yksx ifjfpr gks
jgs gSaA Hkkjr ljdkj ,oa laxhr ukVd vdkneh }kjk
^ukp* foèkk vkSj fHk[kkjh Bkdqj dks lEeku nsrs gq, bl foèkk
ds ofj"B yksd jaxeaph; dykdkj jkepanz ek¡>h dks laxhr
ukVd vdkneh vkSj ̂in~eJh* lEeku iznku fd;k x;kA
^^fcgkj jktHkk"kk foHkkx }kjk jaxeap vkSj yksddyk ds {ks=
esa mRd̀"V ;ksxnku ds fy, ̂ fHk[kkjh Bkdqj Lèfr iqjLdkj*
iznku fd;k tkrk gS A4 1917 ls 'kq: gqvk ;g lQj vkt
Hkh tkjh gS] vkxs Hkh vo'; tkjh jgsxkA

fu"d"kZ %

vkt Hkh fHk[kkjh Bkdqj ds ukVdksa vkSj mudh
yksd jpukvksa dk cgqr egÙo gSA ukVdksa esa lkekftd
fp=.k vfr izHkko'kkyh gSA vusd izfrfufèk dykdkjksa]
;qokvksa] jaxdfeZ;ksa }kjk fHk[kkjh Bkdqj dh jpukvksa dk
eapu fd;k tkrk gSA ljdkjh] xSj ljdkjh laLFkkvksa }kjk
bls vkSj Hkh le)̀ cuk;k tk ldrk gSA ubZ rduhd ds
fodkl ds ckn bl fo/kk ds izpkj&izlkj dk dk;Z fd;k
tk ldrk gS] fd;k Hkh tkrk gSA

lanHkZ lwph %

1- flag] MkW- dqekj fou; eksgu] lkj.k dk lkaxhfrd lkaaLdf̀rd
vè;;u] i-̀ 38

2- ;kno] izks- ohjsUnz ukjk;.k] fHk[kkj Bkdqj jpukoyh] fcgkj
jk"VªHkk"kk ifj"kn] 2001

3- Nijk fuoklh MkW- dqekj fou; eksgu flag ls lk{kkRdkj }kjk
izkIr A

4- flag] MkW- izHkqukFk] xk¡èkh ds b;kn] Lekfjdk] prqFkZ vf[ky
Hkkjrh; laxhr lEesyu] Nijk] 26&27 ebZ 1984
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vkfne dky esa fp=ksa esa laxhr ls lEcfUèkr
n'̀;ksa dk vadu gqvk gS vkSj ;g bl ckr dks izekf.kr
djrk gS fd izkphure ;qx ls gh ekuo esa dyk&psruk
vusdeq[kh :Ik esa izLQqfVr gksrh jgh gSA gkykWfd vkfnedky
ds fp=ksa esa vusd fo"k;ksa dk lek;kstu gS vkSj blh ,d
lek;kstu esa laxhr dk fp=.k Hkh iqjkru dky ls vU;
dykvksa ds izfr fp=dkj dh mUeq[krk n'kkZrh gSA laxhr
;w¡ rks 'kSy&fp=ksa esa lqukbZ ugha fn;k ijUrq laxhr ok|&;U=ksa
dh mifLFkfr o 'kkjhfjd eqnzkvksa ls muds laxhr dh
vuqHkwfr dh tk ldrh gS] vkSj blls ;s Hkh irk pyrk gS
fd ftl lekt esa vkfne fp=dkj thou&;kiu djrk
Fkk] og lkewfgd :Ik ls dyk dh vU; fo/kkvksa ds izfr Hkh

· 'kksèk Nk=k] fp=dyk foHkkx] yfyr dyk ladk;] jktLFkku fo'ofo|ky; t;iqj] jktLFkku

vkfne dky ds laxhrkRed fØ;kdyki ,oa vuqHkwfr

fufèk 'kekZ·
Lkkjka'k

vkfne ;qx ls gh dyk,¡ lcls egRoiw.kZ jgh gSa D;ksafd bldh mifLFkfr ds lkFk gh fodkl
dh lcls etCkwr Nykax gh vDlj euq"; ls tkuoj dks vyx djus esa lgk;d fl) gqbZ gSA dyk
O;fDr ds lkoZHkkSfed fodkl ds fy, dk;Z djrh gSA ;g ,slh O;oLFkk gS tks ekuo }kjk fufEkZr gS vkSj
ekuo gh blds vax gSaA ;fn bl èkjk ij fp=dyk] laxhr] uR̀; ,oa ukV~; dyk vkfn rRoksa dk fuoZgu
djus ds fy, ekuo&tkfr dk va'k u jgs rks lekt Hkh ugha jgsxk] nksuksa lfn;ksa ls ,d&nwljs ds lkFk
dk;Z djrs vk jgs gSa vkSj ,d&nwljs ds fcuk vèkwjs gSaA

blh ds o'khHkwr vkfn ekuo us oSf'od iVy ij ;wjksi] mÙkjh vÝhdk vkSj nf{k.k ,f'k;k esa
Nr vkSj xqqQkvksa vkSj nh?kkZvksa dh nhokjksa ij jkWd isafVx ds ekè;e ls laxhrkRed vfHkO;fDr dks fpf=r
fd;k gS ftlds izek.k gesa fofHkUu LFkkuksa ls izkIr fp=ko'ks"kksa ls feys gaS] ftUgsa ns[kdj ;g irk yxk;k
tk ldk fd laxhrkRed fØ;k&dyki vkfne dky ls gh pyk vk jgk gSA mDr fp=ksa esa vkfn ekuo
f'kdkj ds ckn vfHkO;fDr djrs gq, vkuUnnk;d {k.k gesa Hkkjrh; 'kSykJ;ksa esa ns[kus dks izkIr gksrs gSa]
ftlesa fy[kqfu;k] iape<+h] HkhecsVdk bR;kfn {ks= izeq[k gSaA 'kSy&fp=ksa esa vkfn ekuo vius f'kdkj ds
pkjksa vksj ?ksjk cukdj ,d&nwljs ds lkFk gfM~M;ksa] feV~Vh ds ik= ,oa izd̀fr }kjk iznRr rqEch ds cuk;s
ok| ;a=ksa ds lkFk fpf=r gq, gSaA gyk¡fd gesa laxhr lqukbZ ugha fn;k ij ok|&;a=ksa dh mifLFkfr ;g
n"kkZrh gS fd vkfne ekuo us ok|&;a=ksa ls y;kRed èofu mRiUu djuk rks lh[k fy;k Fkk] vkSj mlh
y; ij f"kdkj esa fot;h gksus ij ;k lkekftd voljksa ij vkfn ekuoksa dks laxhrkRed fØ;kdyki
dh vuqHkwfr djrs ik;k x;k gSA

ge dg ldrs gaS fd vkfne dky dk ekuo mijksDr laxhrkRed fØ;kdykiksa ls fHkK Fkk vkSj
mDr xfrfofèk;ksa ds ekè;e ls ekuo dh lkekftdrk dks lkFkZd fd;kA ;gh xq.k fujUrj ifj"d̀r gksrs
gq, orZeku esa ekuo&lekt esa gLrkUrfjr gq, gSaA

eq[; 'kCn % 'kSyfp=] vkfn ekuo] 'kSykJ;] lekftd fØ;kdyki] ok| ;a=A

izfofèk % xq.kkRed ,oa ,sfrgkfld 'kksèk&fofèkA iqLrdsa] 'kksèk&xzUFk] i= bR;kfnA

lfØ; :fp j[kus okyksa dk lekt FkkA vkfne euq";
fgald f'kdkj vkSj oU;&thou&'kSyh ds eè; dykvksa ds
izfr brus mUeqDr fopkjksa ds lkFk laxhr dh xfr] y;
rFkk Lojksa dk lkeatL; lgt :Ik ls izdV dj ldsA ;g
f'kyk&fp=ksa ls fufOkZokn fl) gksrk gS fdUrq uR̀;koLFkk
rFkk ok|;U=koLFkk esa vkfn ekuoksa dh oU;&thou fLFfr
dh ,slh ljy vkSj ek= bruh gh O;k[;k vi;kZIr yxrh
gSA ml le; ds Loj ;k ukn dh O;k[;k rks ugha dh tk
ldrh ijUrq 'kSyfp=ksa ds vadu ls izkIr gksrk gS fd vius
thou ds vkUkUn dks vkfn ekuo vius lkaxhfrd fØ;kdyki]
tSls& uR̀; vkSj ok| ;U=ksa ds oknu ds }kjk eukrs Fks]
ftlesa fp=dyk dk lEcUèk vusd izdkj dh vkfne
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;krqewyd vkLFkkvksa rFkk iwtk
vfHkpkjijd d̀R;ksa esa ns[kh tkrh
gS] ftl izdkj orZeku esa efUnj
esa izos'k&}kj ls ysdj efUnj ds
eq[; izkxa.k rd ,d ?kaVs o 'ka[k
dh èofu lqukbZ iM+rh gS] Bhd
mlh izdkj laxhr Loj iqjkru
:iksa dks Hkh ekuo eu dh tfVy
eufLFkfr;k¡ rFkk vfèknSfod izdkj
ds vfrfo'oklksa ls lEcUèk j[krs
gSa] mlh izdkj euq"; vius vkuUn

dks ;k fdlh dks izlUu djus ds fy, laxhr ds ekè;e ls
vpZuk djrs gSaA vkfne&dky esa vkfn ekuo dk thou&la?k"kZ
vR;Ur foijhr Fkk] fo"ke ls fo"ke fLFkfr esa uR̀; dh
dYiuk bl ckr dks fl) djrh gS fd os mRlo ,sls
vfHkpkj&ijd fo'oklksa ls ;qDr gksaxs ftuesa mu fLFkfr;ksa
ij fot; ikus dh Hkkouk fufgr jgh rFkk ;g urZu] oknu
ls vkuUn&mYykl dh lgt vfHkO;fDr ek= u gksdj
,d vlkèkkj.k mn~ns'; vkSj egRo dk deZ Hkh le>k tkrk
FkkA

Jh oh0 ,l0 okd.kdj ds Ýsap esa izdkf'kr ys[k
ds lkFk eqfnzr eksM+h ds nks f'kykfp= bl rF; dks izekf.kr
djrs gSa( fo'ks"kr% igyk fp= ftlesa ,d vksj lkr dVs gq,
Ik'kq&'kh'kksa ls lfTtr osfndk fpf=r gS] nwljh vksj lewg
urZu dk ǹ'; Hkh vafdr gSA oknu vkSj xk;u dh fLFkfr
mlls ìFkd ugha yxrh] ;g nwljh ckr gS fd fp=.k ds
}kjk urZu vkSj oknu dh vfHkO;fDr ftruh lqxe gS
mruh xk;u dh ughaA fp= dh e;kZnk :Ik rd gh gS] Loj
mldh lhek esa ugha vkrk] mldh vfHkO;fDr fdlh miy{k.k
ls vFkok izrhdkRed fofèk ls gh laHko gSA gksBksa dh fLFkfr
ls Hkh mldh O;atuk gks ldrh gS ij f'kyk&fp=ksa esa
ekuokdf̀r;k¡ viokn :Ik esa gh eq[k ds lw{e vo;oksa ls
;qDr fpf=r feyrh gSaA mnkgj.kkFkZ fp= la0&01 ds
rUrqoknd rFkk lehiorhZ L=h ds [kqys gq, eq[k ls xk;u
dk vuqeku fd;k tk ldrk gSA vUrr% iw.kZ laxhrdh
ifjdYiuk ǹ'; :Ik esa izLrqr uR̀; vkSj ok| ds vkèkkj ij
gh djuh iM+rh gSA1 egknso ioZrekyk ds f'kykfp=ksa dh
js[kkvksa dh ml y;kRedrk dks ns[kk tkrk gS ftlls
muds }kjk mnkgj.kr% uR̀;&fp=ksa esa xfr'khyrk dk

lQy vkys[ku fd;k x;k gSA iape<+h {ks= esa Hkh laxhrkRed
vuqHkwfr ds fp= gSa rFkk vU; {ks=ksa&gks'kaxkokn] Hkksiky]
lkxj esa ,d Hkh fp= ugha  gSA

urZu vkSj oknu nksuksa esa gh oSfoè; vkSj vusd:irk
feyrh gSA ,dkdh urZu ds nks mnkgj.k gesa iape<+h {ks=
esa feyrs gSa ftuesa eqnzk,¡ fHkUu&fHkUu gSaA blh izdkj]
lguZru Hkh vusd izdkj dk yf{kr gksrk gSA L=h&iq:"k
ds ;qXe&urZu ds n'̀;ksa esa ls ,d esa gkFk esa gkFk nsdj
uR̀; djus dk fp=.k gS rFkk nwljs esa iq:"koknd gS vkSj
L=h fuoZluk urZu djrh gSA ¼fp= Qyd&02½

Ýkal dh =k; QsvlZ vFkok rhu Hkkb;ksa dh xqQk
bldh [kkst gsujh cSaxos rFkk mlds rhu iq=ksa us dh Fkh]
blls bldk uke ^rhu Hkkb;ksa dk xqQk* iM+kA bldk
vUrjax d{k] tks ifo= Hkwfe ¼lsaDpqvjh½ ds uke ls izfl)
gS] xqQk ds lokZfèkd egRoiw.kZ fp=ksa ls lqlfTtr gSA ;s
fp= vk¡fjXusf'k;u ;qx ds izrhr gksrs gSaA ,d LFkku ij
efg'k dk eq.M igus ,d ekuo Hkh fpf=r gS tks uR̀; dh
eqnzk esa gSA lEHkor% ;g vks>k gSA mlds gkFk esa ,d lqf"kj
ok| gS ftls og Qw¡d dj ctkus gsrq eq[k esa yxkrs gq;s
fpf=r gSA lEHkor% og oa'kh gSA blh izdkj dh vusd ;krqd
vkdf̀r;k¡ xqQkvksa esa LFkku&LFkku ij fpf=r gSaA ;s izk;%
Ik'kq&vkdf̀r;ksa ds chp&chp esa gSaA xqQk esa vusd fodr̀
ekuo eq[kkdf̀r;k¡ Hkh vafdr gSaA bUgsa Ik'kq&vkRek,¡ le>k
x;k gSA ;gk¡ Hkh fge;qx dh dyk dk ,d vk'p;Zizn :Ik
*_{k&ekuo* vafdr gSA lEHkor% ;g ;gk¡ ds lcls cM+s

¼fp= Qyd&02½

¼fp= Qyd&01½
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vks>k dk fp=.k gS ftldh *3* QhV dh Å¡pkbZ ls leLr
xqQk ij nf̀"Vikr dj jgk gSSSA2 ¼fp= la0&03½

Bhd blh izdkj ds 'kSy&fp= bVyh dh xqQk
yhokUtks esa Ýkadks&ds.rkfczvu 'kSyh esa vafdr xqQkvksa dh
[kkst esa loZizFke 1950 bZ0 esa yhokUtks uked }hi esa
mRdhZ.k xqgk&fp=ksa dk irk pyk A ;g }hi fllyh ds
fdukjs ls dqN nwj if'pe esa gSA xqQk ds eè; fLFkr
vkd̀fr;k¡ Ik;kZIr lqjf{kr gSaA bu ij xgjs jaxksa dh ysi p<+h
gSA fge;qxhu i'kqvksa ds vfrfjDr ;gk¡ fofp= uj&Ik'kq
vkdf̀r;k¡ Hkh vafdr gSaA lEHkor% ;s Nn~e os'kèkkjh euq";
gSa tks uR̀; dj jgs gSaA3

iwohZ Lisu dh ik"kk.k;qxhu dyk dk lokZfèkd
izfl) dyk&e.My dksxqy ¼Cogul½ gS ftldk irk
vkjEHk esa gh py x;k FkkA ;g ysfjM+k uked LFky ds
nf{k.k esa gSA ;gk¡ yky rFkk dkys jaxksa esa fpf=r *urZdh
lewg* ds lEcUèk esa 1980 bZ0 ls gh Ik;kZIr [kkstiw.kZ lkexzh

izdkf'kr gqbZ FkhA bl fp= esa ,d uXu L=h ds pkjksa vksj
?kk?kj igus dqN fL=;k¡ ukp jgh gSaA lEHkor% ;g fp=
dkekpkj&nh{kk ls lEcfUèkr gSA4 bu fp=ksa dk fo"k;
dsoy brus rd gh lhfer ugha gSA eèkq lap; djus okyksa
dk mYys[k igys gh fd;k tk pqdk gSA dksxqy ds
urZdh&lewg dk Hkh ladsr fd;k tk pqdk gSA tgk¡ yky
,oa dkys jax ls fpf=r ukfj;ksa dk lewg ,d L=h ds pkjksa
vksj ukp jgk gSA lEHkor% blesa fdlh mRlo&ijd uR̀;
dk fp=.k gSA5

vkfne dykdkj us xqIr vaxksa dks mHkkj dj
fpf=r fd;k gS vkSj mUgsa ekuo 'kjhj dh egRoiw.kZ
fo'ks"krk ekuk gSA bu fp=ksa esa vk¡fjXusf'k;u ;qx ds gksus
dk Hkze gksrk gS( fdUrq budh 'kSyh esa tks Js"Brk gS og dqN
fuf'pr vkSj FkksMs+ ls gh rwfydk ?kkrksa }kjk izkIr dh x;h
gSA tgk¡ vèkZ&ekuo ,oa vèkZ&Ik'kq vkfn ds :Ik esa vusd
vkdf̀r;k¡ oU; Ik'kqvksa dh thokRekvksa vFkok ò{k nsorkvksa
dh izrhd vFkok eq[kkoj.k igus urZdksa ds :Ik esa iz;qDr
gqbZ gSaA

vÝhdk ds lgkjk {ks= esa ;qXe&uR̀; dk ,d
f'kykafdr n'̀; bl ckr dks fl) djrk gS fd ekuo
bfrgkl esa ,sls ùR; dh ijEijk Hkh vR;Ur izkphu gS ftUkesa
gkFk esa gkFk nsdj L=h&iq:"k iafDrc) gksdj la;qDr :Ik
ls uR̀; djrs gaS] ,sls vusd n'̀; fofHkUu {ks=ksa esa O;kid
jhfr ls f'kykafdr fd;s x;s gaSA fons'kh f'kykfp=ksa esa Hkh
,sls urZu&n'̀; vusd'k% izkIr gksrs gaSA lkewfgd uR̀; ds
vkfne :iksa esa dnkfpr~ ;g lcls izpfyr ,oa iqjkru :Ik
gSA eq[kkPNknu;qDr ;qXeksa ds lgurZu ds Hkh nks n'̀; bl
[k.M esa lekfo"V gSa ftuesa ,d dks *dfiurZu* rFkk nwljs
dks *Ik'kqeq[k urZu* dgk tk ldrk gSA nf{k.kh vÝhdk esa
Nn~eos"k;qDr urZd ds izek.k oq'keSu fp=ksa esa cgqèkk feyrs
gSaA ,sls lewg urZu ftuesa dsoy iq:"k Hkkx ysrs gq,] ds
vusd n'̀; pEcy ?kkVh esa vafdr feyrs gSaA ,sls n'̀;ksa esa
igyk O;fDr fo'kkyrj vkdkj vkSj fo'ks"klfTtr f'kjksHkwik
okyk gksrk gSA nks iq:"kksa ds chp ,d L=h ds ;ksx ls
fofufeZr =;h dk uR̀; Hkh vafdr fd;k x;k gS ftlesa ,d
iq:"k laHkor% xk;u dh eqnzk esa gkFk mBk;s gq, gSA ;g
fofoèkrk bl ckr dks izekf.kr djrh gS fd ùR;ijd ǹ';ksa
dk vadu mu LokHkkfod fLFkfr;ksa ls lEc) gS tks fdlh
:f<+ ;k fuf'pr ifjikVh esa dlh gqbZ ugha FkhA6

¼fp= Qyd&03½

¼fp= Qyd&04½
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vkfne fp=ksa dh jpuk dk mn~ns'; dykijd

vFkok lkSUn;Z&nf̀"V ewyd u gksdj dsoy mi;ksfxrkoknh]
vfHkpkjijd vfrfo'oklksa ls vuqizsfjr vkSj vkfne vFkZ esa
èkkfeZd gh FkkA dgrs gSa fd fp= fdlh O;fDr dh ilUn
ds fy, ugha cuk;s tkrs Fks] mudh jpuk Ik'kqvksa dks o'khHkwr
djus okyh 'kfDr;ksa dks izlUu djus ds fy, dh tkrh Fkh
vkSj blhfy, os ,d ds Åij ,d cuk fn;s tkrs FksA
oLrqr% vkSj 'kSyhxr lekurk dgha&dgha vo'; fey
tkrh gSA uR̀;&ok| ls lEcfUèkr fp=ksa esa laxhrkRed
fØ;kdyki dh vuqHkwfr iape<+h ¼tEcwnhi] ofu;kosjh]
MksjksFkhMhi] fuEcwHkkst] ekMknso] beyh[kksg] oh MSedso½]
fy[kfu;k&1] fy[kfu;k&2 fetkZiqj] dadkdksV igkM+] dcjk
¼jk;x<+½] eksMh ¼pEcy?kkVh½ ds fp=ksa esa miyCèk gksrh gSA

iape<+h ds f'kykJ;ksa esa tEcw}hi esa lQsn jax ls
iwjd 'kSyh esa vafdr ,d oknd vkSj urZdh ds ;qXed
lgurZu dk ewy ls gh vuqòr vkd"kZd n'̀; gSA ,d
uR̀;;qXe ftlesa nksuksa O;fDr eq[kkPNknu èkkj.k fd;s gSaA
Jàx&;qDr Ik'kq&eq[k dk gS vkSj nwljs dk iwoZ fp= tSls
okuj&eq[k dk] fdUrq bl fp= esa fdlh dh Hkh iw¡N ugha
cuk;h x;h gSA blesa urZu vkSj oknu nksuksa dh xfre;
fLFkfr ikjLifjd laxhr ds lkFk iznf'kZr gSA urZdh ds
nksuksa gkFk vkxs dh vksj ,d&lh rjaxf;r eqnzk esa vafdr
gSA dksgfu;ksa ds dks.k urZu dh fo'ks"k Hkafxek dks n'kkZ jgs
gSaA ygjkrh gqbZ os.kh] iSjksa vkSj Åijh nsg&Hkkx dk vkxs dks
>qdku rFkk xzhok dh rnuq:Ik mBku 'kjhj dh y;kfUor
lthork dk ifjp; nsrh gSA vusd O;fDr ,sls gh ok|;U=
fy;s gq, iznf'kZr gSaA iape<+h ds ofu;kosjh dh xqQk&Nr
esa eVeSys lQsn jax ls vafdr vèkZLi"V urZu n'̀; ftlesa
ik¡p urZd iafDrc) gksdj gkFk esa gkFk fn;s iSjksa dh iw.kZ
xfr'khyrk ds lkFk uR̀; dj jgs gSa] os oL= cksèkd izrhr
gksrs gSa vkSj mUgsa iq#"k ekuuk gh lqlaxr yxrk gSA ¼fp=
Qyd&06½ % MksjksFkhMhi ds f'kykJ; esa ,d urZd;qXe

ftlesa ,d okuj&o'k esa eq[kkPNknu ;qDr gS vkSj mlds
iw¡N Hkh yxh gSA bls ;q) n'̀; ugha ekuk tk ldrk D;ksafd
gkFkksa vkSj iSjksa dh ikjLifjd :Ik esa larqfyr xfr'khyrk
rFkk y;kfUor vax&Hkafxek uR̀; dk gh ifjp; nsrh gSA
fuEcwHkkst esa ,d ;ks)k&;qXe tks lqnh?kZ eq[k&ok| ctkrk
tk jgk gSA nksuksa ;ks)k la'kL= gS vkSj mudh :i&jpuk
T;kfefrdrk fy;s gq, gSA rUrqok| ;U= oknu dk ;g
izeq[k fp= ewy :Ik esa pVd 'osro.khZ iwjd&'kSyh esa
vafdr gS vkSj izLrqr cká js[kkuqd̀fr dk vkèkkj gS rUrqok|
ds fupys fljs ls layXu èofu&foLrkjd ik= ¼Sound
Box½ ds Åij fcUnqvksa dk Hkh vadu gS( tks oLrqewyd u
gksdj vyadj.kewyd izrhr gksrk gSA beyh[kksg esa nks
eǹax oknd vkosx;qDr lg&oknu dh eqnzk esa fpf=r gSaA
gkFkksa dh :i&js[kk y;kRed jhfr ls rhoz Fkki nsus dh
l'kDr vkSj LokHkkfod eqnzk dks O;aftr djrh gSA nksuksa
vkdf̀r;k¡ bruh ltho gSa fd dYiuk eǹaxksa ls fudyrs
gq, Loj rd dks lquus dh vksj izcy gks tkrh gSaA iSjksa dh
lapj.k&fofèk oknd Øe ls laxfr j[krh gqbZ fpf=r gSA
vkfne vk[ksVd viuk èkuq"k&ck.k vkSj Qjlk ihNs j[kdj
fuf'pr Hkko ls ik¡p rUrqvksa okys vèkZpUnzkdkj ok| dks cSBs
gq, ctk jgk gSA ;g fp= vk[ksVd ds laxhre; ikfjokfjd
okrkoj.k dks iwjh vfHkO;fDr iznku djrk gSSA ;gk¡ ,d
oknd flrkj tSls ok| dks xksn esa j[kdj LokHkkfod eqnzk
esa ctk jgk gSA mlds Åijh fljs dks idM+us okyk gkFk
ewy fp= esa vLi"V gksus ds dkj.k vuwekur% fcUnq&js[kk
ls iznf'kZr dj fn;k x;k gSA ;gk¡ lHkh 'kSykJ;ksa esa fp=ksa
dh jaxksa esa yky o lQsn Hkwfet jaxksa dk iz;ksx dj l'kDr
vkSj lèkh gqbZ js[kkvksa dk vadu gSA

¼fp= Qyd&05½

¼fp= Qyd&06½
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fu"d"kZr %

;g dguk gh Bhd gksxk fd yfyr dyk,¡ tks
dk;Z&O;kikj ls fofPNUu gksrh gaS] lnk vkRe ltxrk esa
yhu gks tkus ds Hk; ls xzLr jgrh gSaA fQj Hkh dyk ogk¡
ls vkjEHk gksrh gS tgk¡ dk;Z&O;kikj lekIr gks tkrk gSA
vkfne fp=dyk esa :i&la;kstu ds lkFk thou dk izpqj
lekos'k feyrk gS tks dyk dh mDr ifjHkk"kk dks iwjh rjg
pfjrkFkZ djrk gSA vkfne voLFkkesa euq"; vius
lkSUn;Z&ijd fØ;k&dyki dks thou ds vusd igyqvksa
esa n'kkZrk gSA Hkkjrh; dyk&nf̀"V us js[kk ds fp=kadu esa
rÙor% laxhr dks lek;ksftr dj egÙkk nh vkSj fp=ksa esa
js[kkadu dk vn~Hkqr vkSj oSfoè;iw.kZ iz;ksx dj mDr èkkj.kkvksa
dks vkSj vfèkd iq"V fd;k gS rFkk mldh ì"BHkwfe dks
vdYiuh; foLrkj fn;k gSA Hkkjrh; ifjizs{k esa vkfn ekuo
us vutkus esa gh lgh yfyr dykvksa dks c[kwc gh n'kkZ;k
vkSj fo"ke ifjfLFkfr;ksa esa uR̀;&oknu dj mls 'kSykJ;ksa
esa vafdr fd;kA vfufHkK gksrs gq, Hkh fHkK laxhr ijd dks
lkFkZd dj vkuUn ds ewy dk loksZiku djk;k rFkk uR̀;
oknu dh fofHkUu ifjfLFkfr;ksa dks vius fp=ksa ds ekè;e ls
n'kkZ;kA ;gh 'kSyfp= n'kZdksa dks vkt Hkh ogh vkUkUn nsrs
gSa tks o"kkZas iwoZ nsrs Fks rFkk fnu&izfrfnu laxhr ok|&;U=ksa

esa Hkh izxfr'khyrk ns[kus dks feyrh gS ftldk ewy ;gh
xqQk fp= jgs gSaA orZeku ls Hkwr dk rkjrE; oLrqr% leku
gS] cl ifjfLFkfr;ksa esa ifjorZu vk;k gSA ftl izdkj vkfn
ekuo f'kdkj djus ds ckn ;k iwtu ¼tks fd dkfeZd gS½
djus ds ckn laxhr dk vkuUn ysrs gSa] Bhd mlh izdkj
orZeku esa Hkh ;gh xq.k gLrkUrfjr gqvk vkSj vkt vkèkqfud
ekuo Hkh ok|&;U=ksa ds ekè;e ls vius bZ"V dh vkjkèkuk
dj iqjkru O;oLFkk dk fuoZgu fujUrj djrs gq, 21 oha
lnh dh dykRed psruk dks vkèkqfudrkoknh rFkk iz;ksxoknh
fopkjèkkjkvksa ls izsfjr gksdj uohu lalkèkuksa dks ,d ekè;e
ds :Ik esa iz;ksx dj jgk gSA

lUnHkZ lwph %

1- xqIr] MkW- txnh'k] izkxSfrgkfld Hkkjrh; fp=dyk] us'kuy
ifCyf'kax gkml] fnYyh&7] 1960] i"̀B la- 374&374

2- v'kksd] if'pe dh dyk] yfyr dyk izdk'ku] vyhx<+ ¼m0iz0½]
2014&2015] ì"B la0 13&13

3- ogh] i"̀B la0 19&19

4- ogh] i"̀B la0 20&21

5- ogh] i"̀B la0 23&23

6- xqIr] MkW- txnh'k] izkxSfrgkfld Hkkjrh; fp=dyk] us'kuy
ifCyf'kax gkml fnYyh&7] 1960] i"̀B la0 375&376
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ifjp;

'ks[kkokVh mÙkj&iwohZ jktLFkku dk vèkZ&'kq"d
,sfrgkfld {ks= gS] jktLFkku ds orZeku lhdj] >aq>quw vkSj
pq: ftys ds {ks= dks 'ks[kkokVh ds uke ls tkuk tkrk gSA
uke {ks= ij vktknh ls igys 'ks[kkor {kf=;ksa dk 'kklu
gksus ds dkj.k bl {ks= dk uke 'ks[kkokVh çpyu esa vk;kA

ljnkj'kgj chdkusj ls 85 ehy iwoksZÙkj esa clk
gSA egkjktk ljnkj flag us flagkluk#<+ gksus ds iwoZ gh
;gka ,d fdyk cuok;k FkkA 'kgj ds pkjksa rjQ Vhysa gSa]
ftlls bldk lkSan;Z cgqr c<+ x;k gSA ,sfrgkfld nf̀"V
ls egÙo j[kus okyh ,d Nrjh Hkh gSA ;gk¡ dk xk¡èkh fo|k
eafnj çfl) gS rFkk bPNkiqju ckykth efUnj Hkh çfl)
gSA blds vykok ?kaVk?kj ,f'k;k dk nwljk lcls cM+k
?kaVk?kj gS ftlds uhps ls ;krk;kr dk vkokxeu pkjksa
fn'kkvksa ls gksrk gSA bldh Å¡pkbZ 60 QhV gS vkSj blds
ehukj dh yEckbZ yxHkx 35 QhV gS ftlesa fLoV~tjySaM
dh ?kM+h yxh gqbZ gS rFkk bldk fuekZ.k lu~ 1972 bZ esa

'ks[kkokVh ds yksd dykdkj % yknqjke uk;d

ykypUn dkaofy;k·

lkjka'k

'ks[kkokVh ds vkapy esa cls ljnkj 'kgj ds ikl xkao vklikylj esa tUes yknqjke uk;d
us yksddyk ds laxhr {ks= esa viuk uke ns'k&fons'k esa pedk;k gSA uk;d dk eq[; ok|&;a= Ms:
gS vkSj gkjeksfu;e o rUnqjk ij Hkh gkFk tek;k gS] tks yksd laxhr esa vxz.kh ok|&;a= gSA jktLFkku
ds yksd nsork xksxkth] ikcqth] jkensoth] dsljksth] rstkth] ekrkth vkfn ds yxus okys tEes] tkxj.k]
lRlax esa uk;d Hktu dk dk;Z fd;k djrs FksA xksxkth ,oa ekrkth dh dFkk o Hktuksa ds dkj.k {ks=
esa T;knk çflf) feyh] uk;d us dchj] nknwn;ky] jSnkl] xksj[kukFk vkfn larksa ds Hktu xkus ds
lkFk&lkFk vius Lo;a ds fufeZr Hktuksa dh jpuk,a dhA

'ks[kkokVh mRlo ekseklj] tokgj dyk dsUæ t;iqj] Cyq&yksVl QsfLVoy iq"dj] jktLFkku
bUVjus'kuy QksdQfLVoy tks/kiqj] eqEcbZ vkfn vU; txgksa ij vius Ms: dh Nki NksM+us ds ckn
yknqjke uk;d dks ;wjksi tkus dk volj çkIr gqvkA ;wjksi ds dbZ ns'kksa ds eq[; 'kgjksa esa dk;ZØe
gq,] tgka yknqjke uk;d us jktLFkku dk uke jks'ku fd;k vkSj yksddyk esa viuk uke LFkkfir fd;kA
yksd ok| ;a= Ms: dks vUrjkZ"Vªh; Lrj ij çflf) fnykbZA

eq[; 'kCn % uk;d] Ms:] tEek] tkxj.k] rUnqjkA

izfof/k % izkFkfed ,oa f}rh;d lzksr

· 'kks/kkFkhZ] fp=dyk foHkkx] jktLFkku fo'ofo|ky;] t;iqj

VkafV;k ifjokj us djok;k FkkA

pq: ftys ds ljnkj'kgj ls 15 fdyksehVj mÙkj
esa vklikylj uke dk xk¡o gS tgk¡ yksddyk yknqjke
uk;d dk tUe 15 vDVwcj 1938 esa gqvkA yknqjke uk;d]
uk;d tkfr ls vkrs gSa] tks laxhr esa vfèkd :fp j[krs
gSaA uk;d dk cpiu ls gh Hktu&dhrZuksa ds çfr yxko
gksus ds dkj.k laxhr dh vksj yxu c<+rh gh xbZA

uk;d fganw gSa vkSj Hkksiksa dh rjg] ikcwth o
xksxkth muds eq[; nsork gSaA os T;knkrj df̀"k vkSj
fuekZ.k {ks=ksa esa fngkM+h etnwj ds :i esa dke djrs gSa]
ysfdu muds leqnk; esa xhrksa vkSj dgkfu;ksa dh ,d
le)̀ ekSf[kd ijaijk gSA tkte QkmaMs'ku ds lhbZvks
fouksn tks'kh ds vuqlkj] os lHkh is'ksoj lefiZr dykdkj
gSa] tks lkoZtfud dk;ZØeksa] R;ksgkjksa vkfn esa laj{kdksa ds
fy, çn'kZu dj viuh vkthfodk dekrs gSaA iq#"k urZdksa
vkSj Ms: ikVhZ dks l{ke gksus ds fy, dqN vU; vfrfjDrdk;Z
Hkh djus iM+rs gSaA
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vkèkqfud lekt esa ikjaifjd çn'kZu dykvksa ds
ekè;e ls thfodksiktZu ,d pqukSrh gS vkSj ;g dsoy
nqyZHk i;ZVu xfrfofèk gS tks LosPNk ls ikjaifjd dykdkjksa
dh vkthfodk dh ftEesnkjh ysrh gSA

laxhr {ks= esa yknqjke uk;d ds dk;Z

yknqjke uked laxhr ds {ks= ds yksd laxhr dk
dk;Z xk¡o ds efUnjksa esa yxus okys tEes&tkxj.k esa
Hktu&dhrZu dk dk;Z fd;k djrs FksA eq[; :i ls {ks=
esa xksxkeh] dsljksth] ekrkth] usr nknkth vkfn yksd
nsorkvksa ds tkxj.k gksrs gSa ftuesa uk;d viuh e.Myh
ds :i esa dk;Z djrs Fks] e.Myh esa fejklh vkSj nekeh
tkfr ds dykdkj Hkh gSa] tks yksd laxhr esa vxz.kh tkfr
gSA

uk;d }kjk mi;ksx esa fy;k x;k ok|;a=

laxhr esa uk;d Ms: vkSj gkjeksfu;e ok|;a=
dk mi;ksx djrs Fks] uk;d dk çeq[kr% ok| ;a= Ms: gh
jgk gS] tks Hkxoku f'ko ds Me: ds lEeku gh gksrk gS] ij
Me: ds vkdkj ls FkksM+k cM+k gksrk gS] Ms: ds lkFk&lkFk
gkjeksfu;e] <ksyd] NksVs dkals ds dVksjs] djrky lkFk
ctk;k tkrk gSA Ms: dh èofu cgqr gh eèkqje; gksrh gS]
ftldks lqudj Hkxrx.k >we mBrs gSA

yksdu`R;

xksxkth dh esM+h ¼xksxk th ds efUnj dks ̂ esM+h*
dgk tkrk gS½ tUeLFkku nnjsok vkSj lekfèk LFky dks
^xksxkesM+h* dgk tkrk gSA blds vykok cgqr xkaoksa esa
NksVh&NksVh xksxkesM+h gksrh gS] tgk¡ Hkkæin ds eghus
esa tkxj.k yxrs gS] bUgha tkxj.kksa esa xksxkth dh dFkk
vkSj fdaonarh lqukbZ tkrh gS] Ms: uR̀; esa iSjksa esa ?kqa?k:
ckaèkdj mekok vkSj Nkoyh xk;h tkrh gS] ftldks lqudj
xksxk th ds HkDrksa esa Nkoyh vk tkrh gSA Ms: yksd uR̀;
eq[; :i ls xksxkth dks eukus esa fd;k tkrk gS] dgrs gSa
fd tc xk¡o esa fdlh dks lkai dkV tkrk gS rks mldk
tgj mrkjus ds fy, Ms: ctkdj dj xksxkth ds efUnj
esa Hktu djrs gq, uR̀; djrs gSa vkSj fQj lkai ds dkVs gq,
bUlku ds xys esa ,d èkkxk ckaèkk tkrk gS] ftlls og cp
tkrk gSA bUgha Hktuksa esa Ms: dh rky ij Hkxrx.k uR̀;
djrs gSaA

xksxkth ds lkFk gh ekrkth ds Hktuksa vkSj dFkk
esa Hkh Ms: uR̀; fd;k tkrk gSA Ms:uR̀; esa eq[; rkSj nl
;k ckjg dykdkj gksrs gSa] tks N%&N% dh iafä cukdj
vkxs&ihNs uR̀; djrs gSaA

uk;d }kjk nh xbZ eq[; çLrqfr;ka %

1- 'ks[kkokVh mRlo ekseklj %

'ks[kkokVh ds vkapy esa xkao ekseklj esa 'ks[kkokVh
ds mRlo ds :i esa gj o"kZ euk;k tkrk gS tgka nwj&nwj
ds xkaoksa ds yksd dykdkj vkdj viuh&viuh çLrqfr;ka
nsrs gSaA blh mRlo esa 2006 ls 2018 rd uk;d us viuh
çLrqfr nhA ;g mRlo ml le; gp ,oa t;iqj fojklr
Qkm.Ms'ku }kjk vk;ksftr fd;k FkkA

2- Cyw&yksV~l QsfLVoy iq"dj %

iq"dj es a Cyw&yksVl QsfLVoy&2013 es a
Mh&dYijE;wftd dEiuh }kjk vk;ksftr fd;k x;k] ftleas
yknqjke uk;d us viuh ikVhZ ds lkFk bl QsfLVoy esa
Ms: uR̀; dh çLrqfr nhA
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3- jktLFkku varjkZ"Vªh; yksd&mRlo tksèkiqj %

tksèkiqj fLFkr esgjkux<+ esa fnukad 25 ls 29
vDVwcj 2007 rd gq, jktLFkku varjkZ"Vªh; yksd mRlo
esa yknqjke uk;d us viuh Ms: uR̀; dh çLrqfr nh ftlesa
ns'kHkj ds yksd dykdkjksa us Hkkx fy;kA

4- Hkkjrh; lkaLd`frd lEcaèk ifj"kn~] ubZ fnYyh %

Hkkjrh; lkaLdf̀rd lEcUèk ifj"kn~] ubZ fnYyh
}kjk vk;ksftr 2011 ds mRlo esa vkeaf=r yknqjke uk;d
us yksd uR̀; lewg ds :i viuh çLrqfr nhA

5- eqaEcbZ yksd mRlo %

eqEcbZ esa gq, yksd mRlo esa Hkh yknqjke uk;d
us Hkkx fy;k ftlesa ns'kHkj ds yksd dykdkjksa us viuh
çLrqfr;ka nhA

6- tokgj dyk dsUæ] t;iqj %

yknqjke uk;d ds Ms: uR̀; leqæ us tokgj
dyk dsUæ ds vusd mRloksa esa viuh çLrqfr;ka nhA dyk
dsUæ ds eè;kòfRr o f'kYixzke esa yksdjax] t;jaxe~ vkfn
yksd&mRlo esa uk;d ds yksd uR̀;&lewg us Hkkx fy;kA

7- vUrjkZ"Vªh; Lrj ij uk;d dh çLrqfr;ka %

uk;d dks ns'k&Hkj esa vius Ms: dh Nki NksM+us
ds ckn fons'k tkus dk ekSdk feykA ;wjksi esa dbZ ns'kksa ds
'kgjksa esa Ms: uR̀;dh çLrqfr;ka nh ftlesa isfjl] yUnu]
Lyksokfd;k] :l] teZuh] bVyh] Ýkal] iqrZxky lfgr
vusd ns'kksa ds 'kgjksa esa viuh dyk dh çLrqfr;ka nh] ogk¡
dkQh ç'kalk gqbZA Hkkjrh; yksd ok|&;a= Ms: ds uke dk
ijpe fo'o Lrj ij ygjk;k ftlls fo'o Lrj ij yksx
Ms: ok|&;a= dks tkuus yxsA

blds lkFk gh jktLFkku] gfj;k.kk vkSj ns'k ds
dbZ 'kgjksa Hkh Ms:&dyk dh Nki NksM+h vkSj Ms: uR̀; dk
vkuUn yksxksa rd igqapk;kA

yknqjke uk;d Ms: u`R; lewg %

uk;d }kjk cuk;s x;s tkxj.k ds eq[; Ms:
uR̀; lewg dk;Z djrs gSaA blds lkFk gh] bl lewg us
ns'k&fons'k ds dbZ eq[; 'kgjksa esa Ms: uR̀; dh çLrqfr
nhA bl lewg eas yknqjke uk;d ds vykok eksgu [kk¡]
yky eksgEen] iIiq [kk¡] eqLrkd [kku] cyjke] euhjke]
galjkt] dq'kky jke] Bkdj jke] nkjs [kku] gqlSu [kku
fQjkst [kku] cq)jke] fd'ku] ykypUæ vkfn dykdkj
'kkfey gSaA

uk;d }kjk xk;s x, Hktu %

uk;d eq[; :i ls rks xksxkth ds Hktu vkSj
ekrkth ds HkDr Fks] ftlds dkj.k budh dFkkvksa ds Hktu
gh xkrs Fks vkSj tkxj.kksa esa budh dFkk,¡ lquk;k djrs Fks]
fQj vU; yksd nsorkvksa ds Hktu Hkh xkus yxs] ftlesa
Hksa:th] dsljhth] ikcqth] rstkth vkfn yksd nsork FksA
buds lkFk&lkFk ehjkckbZ] lwjnkl th] nknwn;kyth]
dchj]jSnkl vkfn ds Hktu&dhrZu Hkh xk;k djrs FksA

uk;d }kjk Lojfpr Hktu %

uk;d us vius thou&dky esa yxHkx 40 ls
vfèkd Hktuksa dh jpuk dh tks vHkh rd çdkf'kr ugha gS]
ijUrq LFkkuh; {ks= esa xk;s tkrs gSa] mlesa dqN fuEufyf[kr
gS %



Lrkse 2024 ¼fo'ks"kkad&2½

[ 292 ]

1- eu js ih ys jke jax I;kyks------

2- dj fØ"kk.kksa esjk HkkbZ-----

3- eu js igjks jk[kys esjk HkkbZ-----

4- eu dh ygj dks jksdks------

5- uko ls izhr ykxh-----

6- lr xq# lj.k tk;-------

7- vkt èku xq# vk;k-----

8- lr xq# lk ls lj.kks-----

9- èku larka FkkjkS ns'k-----

10- eq[kZ cUnk uk HkVdks nj esa-------

11- lqjrk lar nqvkjs pkyk ,s-------

12- er xjc djks èku eky dks------

13- lkèkks HkkbZ fiyks rek[kq xq.k I;kjh-----

14- cUnks gj lkxj j‚ djys uk.k----

15- cUnk dn yslh gjh xks uke js----

16- gl yks fe= ugha gS rsjks------

17- Hktu fcuk dq.k uj mrkjs ikj------

18- lkojh;k U;k eksjh gqcrh us R;kjks------

19- ys ys eu js xq# vi.kks jks] Kku-----

20- lapks esjk lar xq# vk;k ,s------

yknqjke uk;d yksd laxhr ds {ks= esa yxkrkj
cgqr Js"B dk;Z djrs jgsA mUgsa ns[k dj vU; yksd
dykdkjksa dk mRlkg Hkh c<+rk FkkA os fiNys 60 lkyksa
ls yksd dyk ls tqM+s gq, FksA o"kZ 2020 esa dksjksuk&dky
esa dksjksuk ls laØfer gks tkus ds dkj.k mudh eR̀;q
23 ebZ 2021 dks ljnkj'kgj esa gks xbZA ;g yksd laxhr
dh viwj.kh; {kfr gqbZ A

fu"d"kZ %

viuh yksd&xk;dh ls jktLFkku dk uke
ns'k&fons'k esa jks'ku djus okys bl dykdkj us Ms: uR̀;
dh vyx gh igpku cukbZA vkt dh ih<+h esa T;knkrj
Ms: dk uke Hkh ugha tkurs gSa] bUgksaus vius Hktuksa ds
ekè;e ls bl yksd&ok|;a= vkSj yksd laxhr dks ,d ubZ
ÅtkZ çnku dhA uk;d }kjk jfpr Hktu laxzg dks vxj
çdkf'kr fd;k tk; rks ;g yksd laxhr ds fy, ,d
egÙoiw.kZ ;ksxnku gksxkA

bl dykdkj us Ms: uR̀; dh ns'k&fons'k esa
igpku cukbZ vkSj jktLFkku dk uke jkS'ku fd;k] buds
ckjs esa vHkh rd dqN ugha fy[kk x;k] ftlds dkj.k
vè;;u djus vkSj tkuus esa dfBukbZ;ka vkrh gSaA vxj
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bl dykdkj ds thou o buds }kjk jfpr Hktu laxzg
vkSj yksd dyk esa fn;s x;s ;ksxnku dks latks;k tk; rks
bl yksd&dyk esa iqu% u;kiu feysxk vkSj Ms: dks vkSj
vfèkd igpku feysxhA

lanHkZ lwph %

1- izek.k&i=] 'ks[kkokVh mRlo] ekseklj] 2006

2- izek.k&i=] 'ks[kkokVh mRlo] ekseklj] 2018

3- i=] Hkkjrh; lkaLdf̀rd lEcUèk ifj"kn~] 2011

4- izek.k&i=] dyk laokn] t;qij fojklr QkamMs'ku] 2017

5- dsVykWx jktLFkku bUVjus'kuy Qksd QfLVoy tksèkiqj] 2007

6- i=] Cyw&yksVl QsfLVoy] iq"dj] 2013

7- >ydks bafM;k] 2021

8- QLV bafM;k U;wt] 2021
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fcgkj izkphu Hkkjr dk dsUnz jgk gS ,oa fefFkyk
dk HkO; lkaLdf̀rd ijaijk ds fy, fcgkj ds bfrgkl esa
egRoiw.kZ LFkku gSA fefFkykapy dh laLdf̀r vHkh Hkh viuh
ijaijk latks;s gqbZ gSA ;gk¡ vHkh Hkh vius laLdf̀r ds
vuqdwy gh dksbZ Hkh 'kqHk dk;Z lEiUu gksrk gSA ̂ fefFkyk ds
12 ukekas dk mYys[k feyrk gS*1] ijarq fonsg] fefFkyk]
frjHkqfDr uke gh fo'ks"k :Ik ls izpfyr gSA

bl izns'k esa _f"k xkSre] jktk tud ,oa
egkdfo fo|kifr ds Kku vkSj izfrHkkvksa ds izHkko ls tu
thou vR;ar 'khry] larq"V vkSj cká vkMacjksa ls jfgr
fn[kkbZ iM+rk gSA vkè;kfRed ,oa yksd jatukRed rRoksa ls
Hkjiwj bl laLd̀fr esa tgk¡ ,d vksj f'ko] 'kfDr] fo".kq vkSj
fuxqZ.k lEIkznk; ls lac) xhr gSa rks nwljh vksj nSfud
fØ;k&dykiksa ls vusdkusd laLdkjksa ,oa ioksZa&mRloksa ls
lacafèkr yksdxhr fefFkyk ds yksd laxhr ds fofoèk Lo:Ik
dks eq[kfjr djrs gSA

fefFkyk esa izpfyr ,d yksdxhr esa bldh HkO;
ijaijk ,oa xkSjoe; vrhr dk o.kZu bl izdkj gS&

· 'kksèkkFkhZ ¼laxhr½] yfyr ukjk;.k fefFkyk fo"ofo|ky;] njHkaxk ¼fcgkj½

fcgkj ds yksd laxhr dk Lo:Ik
¼eSfFkyh yksdxhrksa ds fo'ks"k lanHkZ esa½

jke ukjk;.k >k·

Lkkjka'k

fcgkj izkphu Hkkjr dk dsanz jgk gS ,oa fefFkyk tks viuh HkO; lkaLd̀frd ijaijk ds fy, tkuh
tkrh gS] fcgkj ds bfrgkl esa egRoiw.kZ LFkku j[krh gSA ;g ogh Hkwfe gS tgk¡ dfiy eqfu] jktk tud]
iafMr ykspu ls ysdj fo|kifr] pank >k ,oa ckck ukxktqZu us tUe ysdj viuh Kku&xaxk dh èkkjk
dks izcy osx ls izokfgr fd;k gSA fefFkyk ds yksdxhrksa dks lkekU;r% eSfFkyh yksdxhr dgk tkrk gSA
eSfFkyh xhrksa dk ekèkq;Z vizfre gSA lkaxhfrd nf̀"V ls Hkh ;s xhr mPp dksfV ds gSa D;ksafd buesa yxus
okys Loj ,oa rkyksa dh xfr bls vR;ar ân;Li'khZ cukrs gSaA eSfFkyh yksdxhrksa dks fefFkyk dh ijaijkuqxr
èkkjk dks v{kq..k j[kus dk cgqr cM+k Js; izkIr gSA bu xhrksa esa lkaLd̀frd psruk dk lqLi"V ,oa ltho
fp= fo|eku gSA eSfFkyh yksd xhrksa ds èkquksa dk lkaxhfrd fo'ys"k.k djrs gq, gesa dqN jkxksa dh Nk;k
Lor% gh feyus yxrh gSA vr% bl 'kks/k&i= esa dqN eSfFkyh yksd xhrksa ds lkaxhfrd ,oa lkfgfR;d
Lo:Ik dk v/;;u fd;k x;k gSA

eq[; 'kCn % fefFkyk] xkslkmfud xhr] egs'kok.kh] ijkrh] lka>A

izfof/k % izkFkfed ,oa f}rh;d ek/;eksa dk mi;ksx fd;k x;k gSA

ije fiz; ikou frjgqr ns'k

tueh tgk¡ fonsg ru;k Hkh lhrk eq¡tqy ns'k

tklks ikou Hk;s j?kquUnu j?kqdqy dey fnus'kA

;kKoYD;] xkSre] d.kkn vkS dkSf'kd dfiy f}ts'k

egk egks] xksdqy] okpLifr] tue leku ujs'kA

v"VkoØ O;kllqr 'kqHeqfu ije 'kkar 'kqfpos'kA

vk; fonsg jkT; lkS ikpks KkurRo tfuos'kA

eaMufeJ ln'̀k tgk¡&iafMr] Jh f'koflag ujs'kA

eatq papjh fo|kifr dgq¡ xqaftr dkO; lqns'kAA2

fefFkykapy dh Hkk"kk ^eSfFkyh* vR;ar vkd"kZd
,oa lkfgfR;d gSA eSfFkyh Hkk"kk dks ̂ frjgqr;k* uke ls Hkh
tkuk tkrk gSA ^vcqy Qt+y* dh vkbus vdcjh esa &
^eSfFkyh Hkk"kk* dks Lora= Hkk"kk ds :Ik esa of.kZr fd;k x;k
gSA3 oSls rks fcgkj ds eqtQjiqj] njHkaxk] ljglk] Hkkxyiqj]
iwf.kZ;k rFkk eqaxsj ds vfrfjDr >kj[kaM ds laFkky ijxuk]
xksM~Mk vkSj nsoèkj vuqeaMyksa dh Hkk"kk eSfFkyh gh gS ijarq
fo'kq) :Ik ls eSfFkyh njHkaxk( eèkqcuh vkSj ljglk ftyksa
esa cksyh tkrh gSA
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fefFkyk ds yksdxhrksa dks lkekU;r% eSfFkyh

yksdxhr dgrs gSaA fefFkyk ds lEiw.kZ xhrksa dks loZizFke nks
oxksZ esa foHkDr fd;k x;k gS& ¼d½ eqDrd ¼[k½ izcaèkkRed

¼d½ eqDrd xhr ds varxZr& ¼1½ èkkfeZd
xhr ¼2½ laLdkj xhr ¼3½ _rq xhr ¼4½ R;ksgkj xhr ¼5½
O;olk; xhr ¼6½ f'k'kq xhr ¼7½ fofoèk xhrA

¼[k½ izcaèkkRed xhr& ¼1½ xkFkkRed xhr ¼2½
egkxkFkkRed xhrA

eqDrd ,oa izcaèkkRed xhrksa esa eqDrd xhrksa dk
izpyu vfèkd gSA eqDrd xhr ds varxZr vkus okys
mi;qZDr lHkh izdkj vius lkaxhfrd ,oa lkfgfR;d :Ik ls
vR;ar vkd"kZd gSA bu lHkh izdkjksa dk o.kZu ,d 'kksèk&i=
esa laHko u gksus ds dkj.k flQZ èkkfeZd xhrksa dh lkfgfR;d
,oa lkaxhfrd Lo:Ik ij ppkZ dh xbZ gSA

èkkfeZd xhrksa ds varxZr fefFkyk esa fuEu izdkj
ds xhr izkIr gksrs gSa& ¼1½ xkslkmfud xhr ¼2½ egs'kok.kh
¼3½ upkjh ¼4½ dhrZu ¼5½ fo".kq in ¼6½ ijkrh ¼7½ lka> ¼8½
xaxk ds xhr ¼9½ 'khryk ds xhr ¼10½ czã ds xhr ¼11½
xq: ds xhrA buesa xkslkmfud xhr] egs'kok.kh] upkjh]
ijkrh] lka> izeq[k gSaA

xkslkmfud xhr& ^xkslkmfu* dk fganh vFkZ
Hkxorh ;k nsoh gksrk gSA vFkkZr~ Hkxorh Lrqfr esa xk;k tkus
okyk xhr gh xkslkmfud xhr dgykrk gSA egkdfo
fo|kifr us Hkxorh dh oUnuk bu 'kCnksa esa dh gS&

t; t; HkSjfo vlqj Hk;kmfu] Ik'kqifr Hkkfeuh ek;k

lgt lqefr oj fnvÅ xkslkmfu] vuqxr xfr rqv ik;kAA

?ku ?ku ?kuu ?kq¡?k: dr ctk,] gu&gu dj rqv dkrk

fo|kifr dfo rqm in lsod] iq= fol: tuq ekrkAA4

LFkkbZ

Xk Xk js Lkk Lkk & Lkk Lkk fUk+ js Lkk lk fUk+ & èk+ èk+

t ; t ; HkS · j fo v lq j Hk ;k · m fUk

× 2 0 3

èk fUk js js x js Xk Ek Xk & js & Lkk & & &

Ik 'kq Ik fr Hkk · fe fu Ekk · · · ;k · · ·

x× 2 0 3

nwljh iafDr blh izdkj

varjk

fu+ lk x ex Ik & Ik Ik Xk fUk èk Ik Xk Ik Ek Ik

?k Uk ?k u· ?k Uk Uk ?kq¡ ?k : d r ck · t ;

× 2 0 3

Xk Xk Xk Xk Ek js x Ik Ek & & & Xkjs Xk js Lkk

g u g u d j rq v dk · · · Rkk · · ·

x× 2 0 3

'ks"k nwljh iafDr ds leku

bl xhr esa lkaxhfrd rÙo ds :Ik esa gesa dgjok rky ,oa lHkh 'kq) Loj ds vfrfjDr dksey fu"kkn dk vYi
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iz;ksx izkIr gksrk gS tks lgt gh fcykoy FkkV ds varxZr
vYgS;k fcykoy ds rjQ ladsr djrk gSA

,d vU; yksdxhr esa dkyh Hkxorh dh oUnuk
bu 'kCnksa esa dh xbZ gS&

Ekb;k dkyh gs] gfj fy;gq ldy taxky

lcds nsfy, eb;k vuèku y{eh] gejk ds nfjnz daxky]

lcds osfy, eb;k pkfj inkjd] gekjk Qqfj;ks ds rkdqA5

bu xhrksa esa vR;ar lgt ,oa ljy Hkko ls
Hkxorh dkyh dks vius ldy lkalkfjd dfBukb;ksa dks gj
ysus] vFkkZr~ nwj djus dh izkFkZuk dh xbZ gSA viuh vfMx
fo'okl ls vHkh Hkh fefFkykoklh Hkxorh ikoZrh ,oa lhrk
¼tkudh½ dks lqiq=h le>rs gq, fefFkyk dks mudk ubgj

¼ekr ̀xg̀½ le>rs gSA izLrqr xhr esas HkfDr jl dh izcy
èkkjk ds lkFk HkDr ds d:.k Hkko dks lgt gh ns[kk tk
ldrk gSA egkdfo fo|kifr }kjk jfpr&

egs'kok.kh ¼upkjh½& egkdfo fo|kifr jfpr&
^mxuk js eksj dr; xsykA*6 bl xhr esa egkdfo
fo|kifr vius vkjkè; nso f'ko ¼Hkksyk½ ds fonjus ls
O;kdqy gksdj mUgsa <wa<rs gq, vius d:.k Øanu ls f'ko
dks izlUu djus dk iz;kl djrs gS ,oa ,slk ekuk tkrk gS
fd f'ko izlUu gksdj iqu% n'kZu nsrs gSaA vkt Hkh og LFkku
fefFkyk esa eèkqcuh ftyk esa Hkokuhiqj xk¡o esa izLQqfVr
f'ko fyax ds :Ik esa fo|eku ^mxuk egknso* ds uke ls
izfl) gSA vR;ar NksVk ,oa ekfeZd èkqu dk Lo:Ik bl
izdkj gS&

Lkk lk Xk Xk Ek Ek ièkfu fu èk Ikèk Ek Ek Ek Ek Ek Ek

m x uk · js · eks·· j d r· , Xks Ykk · · ·

× 2 0 3

Lkka Lkka Lkka fUk Lkka jsa fUk èk Ik èkèk Ek Xk Ek Ek Ek Ek

d r , xs yk · f'k o fd N· gq¡ Hks Ykk · · ·

x× 2 0 3

,d vU; jpuk esa fo|kifr us HkksysukFk ds
vkS?kM+nkuh ,oa fodV Lo:Ik dh dYiuk djrs gq, mUgsa
tkekrk ¼nkekn½ ugha Lohdkjrs gq, dgrs gSa fd vxj ,slk
gqvk rks ge vk¡xu esa vFkkZr~ ?kj esa ugh jgsaxsA bl izlax
esa f'ko&ikoZrh fookg dk o.kZu djrs gq, ekr̀ i{k dk Hkko

bl izdkj gS&

ge ugha vktq jgc ,fg vk¡xu

tks cq<+ gks;r tek; xs ekbZA7

LFkkbZ

Lkk Lkk jsx lkjs e e x Ik lk lk jsx js lk lk èk+ fUk+

vk xs ek· ·· g e u fg vk · tq· j g c , fg

× 2 0 3

lk lk jsx lkjs e e x js lk js lk lk lk lk èk+ fUk+

vka · x· u· t vks cq <+ gks , rk t ek · · ,

x× 2 0 3

 

  

 

 

 

bl izdkj ds vusd xhr fefFkyk esa izpfyr gSa
ftUgsa FkksM+k&FkksM+k vyx xkus dh ijaijk gS ysfdu ;g
xk;d ds O;fDrxr izfrHkk ij fuHkZj djrk gS ijarq ewy
Loj&la;kstu blh ij vkèkkfjr gSA rky Hkh yxHkx

dgjok gh jgrk gSA

ijkrh ¼izkrh½& ijkrh eSfFkyh yksdxhr dk
,slk izdkj gS tks izkr%dky czãeqgwZr esa xk;k tkrk gSA bl
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xhr esa jke] d"̀.k] xaxk] f'ko bR;kfn dh HkfDr dk
o.kZu feyrk gSA ,d vU; ijkrh esa ,d ,slk izlax Hkh
izkIr gksrk gS ftlesa jko.k dh vèkkZafxuh eanksnjh mls
vkReleiZ.k djus dks dgrh gS] fd geus ,d cqjk Loiu
ns[kk gS&

Lkju xgks] fl;k jke] fi;k gks

lqryh esa Nyh( vk; liu ,d ns[kyk

liu ns[kyk] vkt nwr fi;k gksA8

ikjaifjd Loj&la;kstu bl izdkj gS&

LFkkbZ

èk+ Lkk Lkk Lkk lkjsx & & Xk Xk Xk lkjsx Xkjs Lkk &

l j u Xk gks· · · l j u ··· x· gks ·

× 2 0 3

Ek Xkjs & Lkk Xkjs Xkjs Lkk Lkk Lkk & Xkjs Xkjs Lkk &

fl ;k· · jk ·· ·· Ek fi ;k · ·· ·· gks ·

x× 2 0 3

varjk

èk+ Lkk Lkk Lkk lkjsx Xk Xkjs js js lkjsx js js lk &

lq r yh esa N·yh vk bZ· Lk Ik u·· ns [k Ykk ·

x× 2 0 3

lkjsx Ek Ek Ek Ik èkèk Ik Ekxjs jslk lkjsx Xk Xkjs Xkjs Lkk

l·· Ik Uk ns [k ykvk t nw·· ·· ··r fi ;k· ·· gks

x 2 0 3

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

izLrqr ijkrh xhr esa ik¡p Lojksa dk gh iz;ksx
fn[krk gS ,oa ckjEckj ̂xjs xjs lk* Loj&leqnk; bl èkqu
dks vR;ar vkd"kZd cukrk gSA

lka> & 'kke ds le; nhid tykrs gq, xk;s tkus okys
xhr dks fefFkyk esa ^lka>* dgrs gSA bl xhr ds }kjk
la>kekbZ vFkkZr~ y{eh ek¡ dks izlUu djus ds fy, efgyk,¡
xkrh gSA 'kknh&fookg] eqaMu] miu;u tSls 'kqHk dk;Z esa
ekrk,¡ ,d&lkFk feydj bls xkrs gq, nhid tykrh gSa
,oa eaxy dkeuk djrs gq, dgrh gaS&

lka> nhv lka> nhv tlqefr eS;k

gs lka> fcry tkb;s----------------A9

vFkkZr~ 'kke dk le; chr jgk gS] blfy,
pydj nhid tyk,¡A

czã xhr ¼czkã.k xhr½& fefFkykapy esa

izR;sd ekaxfyd volj ij czkã.k xhr xk;k tkrk gSA
;gk¡ czkã.k dksbZ tkfr lwpd 'kCn ugha gSA ;g Hkxoku
czã ls lacaèk j[kus okyk xhr izdkj gS tks lHkh tkfr oxksZa
}kjk xk;k tkrk gSA

;g xhr izdkj Hkh HkfDre; gSA bl xhr ds }kjk
ekaxfyd dk;ksZ dks lQy :Ik ls laiknu djus dh izkFkZuk
dh tkrh gSA lewg esa efgyk,¡ 'kqHk volj ij czkã.k xhr
xkrh gSa&

czkã.k ckcwd vaxuk puu ?ku xfN;k

rkfg ij dksbyh ?kelku gsA10

'kq) Lojksa ls fufeZr ;g xhr ,d gh lIrd esa
gksrk gS rFkk eq[; :Ik ls dgjok rky dk iz;ksx ns[kus dks
feyrk gSA èkqu bl izdkj gS&
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fdlh Hkh {ks= ds yksdxhrksa ds 'kCnksa dk p;u]
mPpkj.k mudh LojkRedrk] èkquksa dk Lo:Ik vkSj y;kRedrk
izknsf'kd tu&thou dh :ijs[kk] izkdf̀rd okrkoj.k
nSfud fnup;kZ ds vkèkkj ij fufeZr gksrk gSA vr% eSfFkyh
yksdxhrksa dk Hkh ;fn Loj&y; dh nf̀"V ls voyksdu
fd;k tk; rks gesa feyrk gS fd cgqr de Lojksa dk iz;ksx
gksrs gq, Hkh èkqusa vR;ar lgt ,oa vkd"kZd gSaA vfèkdka'kr%
LFkkbZ&varjk esa lkekU;r% fHkUurk jgrh gSA xku&'kSyh
vR;ar lhèkh ,oa ljy gksrh gSA xhr esa Lojksa ds foLrkj
ds fy, vfèkd LFkku ugha fn[krkA blfy, ,d&nks Loj
dks yack djrs gq, mldk nh?kZ mPpkj.k eSfFkyh yksdxhr
dh fo'ks"krk gSA ik¡p Lojksa dk iz;ksx vfèkdrj xhrksa esa
izkIr gksrk gSA eSfFkyh yksdxhrksa esa ;|fi rkyksa dh nf̀"V
ls cgqr fofoèkrk ugha gSA rkyksa dk èkhek izokg ,oa eè;y;
esa eq[;r% dgjok ,oa nhipanh rkyksa dk iz;ksx fn[krk gSA
ijarq xhrksa esa jkxksa dh Nk;k vo'; fn[krh gS] tSls&
xkslkmfud xhr esa fcykoy ,oa vYgS;k fcykoy rFkk
ijkrh xhr esa jkx f>a>ksVhA

fu"d"kZ %

bl izdkj eSfFkyh yksdxhrksa ds Lo:Ik ls ;g
ifjyf{kr gksrk gS fd bu xhrksa dk lkaxhfrd i{k vR;ar
ifjiDo gSA bu xhrksa esa tgk¡ ,d vksj yksd laxhr dk
Lrj vR;ar ykfyR;iw.kZ gS] ogha nwljh vksj] jkxksa ,oa rkyksa
dh èkkjk Hkh lekfgr gSA bu xhrksa dk lkfgR; fofHkUu jlksa

ls ;qDr gksrk gSA ;gk¡ ds yksdxhrksa dh J`a[kyk cgqr yEch
gSA èkkfeZd xhr ds vfrfjDr Hkh dbZ izdkj ds yksdxhr
eSfFkyh Hkk"kk esa miyCèk gSaA bu xhrksa dks fofHkUu yksd
dykdkjksa us xkdj bldh v{kq..k èkkjk dks dk;e j[kk
gS] ;Fkk& ^in~eJh* ,oa ^in~eHkw"k.k* ls lEekfur Jherh
'kkjnk flagk dk uke fo'ks"k :i ls mYys[kuh; gSA lks'ky
ehfM;k }kjk bu xhrksa ds izpkj&izlkj esa rduhdh ykHk
gks jgk gSA

lanHkZ lwph %

1- feJ] yksdukFk] eSfFkyh esa O;ogkjd xhr] dhfrZ VªLV izdk'ku]
2004] i-̀&47

2- feJ] MkW- rkjkdkUr] eSfFkyh yksd lkfgR; dk vè;;u] tkudh
izdk'ku] 1995] i-̀&38

3- ogh] i-̀&49

4- fo|kifr inkoyh] eSfFkyh vdkneh] iVuk] 2000] i-̀&1

5- ikjaifjd ¼iwT;k ekrk th ls izkIr½

6- fo|kifr inkoyh] eSfFkyh vdkneh] iVuk] 2000

7- fo|kifr inkoyh] eSfFkyh vdkneh] iVuk] 2000

8- ikjaifjd ¼iwT;k ekrk th ls izkIr½

9- ikjaifjd ¼iwT;k ekrk th ls izkIr½

10- ikjaifjd ¼iwT;k ekrk th ls izkIr½

fjdkWfMZax %

1- https://youtu.be/bJFc79kE - t; t; HkSjoh&Jherh
'kkjnk flUgk

2- https://youtu.be/ZpLwDeeke - xs ekbZ tksfx;k
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Introduction/ Research Methodology :

The idea of justice has been of concern
since time immemorial, the dialogue of justice
has changed with time and its scope has widened
adding to its ambit many different concepts,
global justice being one of those. The idea of
global justice evolved in the west, the main
concern of this concept was the global inequality
that exists in the global society surrounding
various issues like rampant poverty, income
inequality, environmental degradation etc, the
idea focused heavily on factors like global
community and moral duties.  The aim of this
research article is to locate the ideas of global
justice in the ancient Indian thought and to

Global Justice and The Notion of Dharma in Classical Indian
Thought : A critical analysis

Pinku Jha** Devanshi Acharya*

Abstract

Ancient Indian texts play a very prominent role in shaping India’s culture, the texts can be
seen as a first reference point into understanding the thought that shaped the cultural
values of Indian society. The texts include Vedas, Upanishads, Smriti, Kavya, and Puranas
etc, these texts are said to contain the essential features of what an individual and society
should be like, they contain virtues like justice, benevolence, respect, wisdom, importance
of work etc. Justice as a concept in ancient Indian texts embodied various facets like
fairness, giving one his dues, moral order etc, here in, it is important to note that ancient
Indian texts emphasised a lot on the concept of justice as something which would remedy
a wrong, something everyone is entitled to, where the concept of Dharma is closely related
to that of justice. Out of all the different facets of justice, that of global justice in the
context of Indian traditional thought is important from the point of view of this research
paper. Though the ideas of global justice emerged in the western world only during the
late twentieth century with the writings of thinkers like Rawls, Pogge, etc, a concept
which gained traction as it focused on the moral duty to aid those in need, certain tenets
of global justice did exist in the ancient Indian thought prior to their advent in the
western thought. This research paper aims to explore the concept of global justice within
the framework of Indian traditional texts as well look at their significance in the
contemporary global justice discourse.
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explore how the Indian interpretation of the idea
looks like. The ancient Indian texts are rich in
values and ideas and have lot to contribute
towards the ongoing discourse, the article aims
to identify such concepts, like that of
‘VasudhaivaKutumbakam’ and ‘Dharma’ and
look at how they relate to the present idea of
global justice. The articles also explore how the
ideas of global justice, which can be located in
its own culture and thought would help in guiding
a country like India, which has been on the
receiving end of global injustice, solve
contemporary global issues.

The aim of the article was to explore
the concept of global justice in the ancient Indian
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discourse, John Rawls book ‘Laws of people’
has been used as reference material to gain
understanding about the idea of global justice.
Ideas of Thomas Pogge have also been used
to further the understanding of the concept.
The ideas of ‘Dharma’ and ‘Vasudhaiva
Kutumbakam’ have been used to establish the
concept of global justice in the Indian discourse,
the ideas have been located in various Indian
texts like Upanishadas, Rigveda, Atharvaveda,
Mahabharata.

The research article is exploratory in
nature as it aims to study the concept of global
justice in the context of ancient Indian thought ,
a topic which has not been explored much
before. The topic has been explored using
secondary sources, mainly reading up of existing
ideas on the concept of global issues and
understanding the present framework. The ideas
of ancient India have been located in the
concepts of found in texts like Atharvaveda,
Rigveda , Mahabharata. The main aim behind
this article is to find concepts of contemporary
global justice in ancient Indian texts.

Study Area

At present era the discussion over the
theme of justice is considered very important,
where Indian knowledge system has been
projected as an alternative to the ongoing
discourses. The area of study, therefore in the
current paper, lies to the intersection of Indian
philosophy and western philosophy, considering
the notion of justice. This paper has ample
number of illustrations and arguments to confirm
the widened area of India knowledge system,
particularly relevant to debates on global justice.

Discussion

l     The concept of justice in Ancient India :

The idea of justice is as old as human
civilization itself; the conception of the term took

place with the dawn of civilization and as the
years progressed so did the discourse
surrounding the term, each strand of thought
came up with its own notions of justice. This
holds true for the ancient Indian thought as well,
the concept of justice can be found in the texts
like Vedas, Shastras, Puranas, Manu smriti etc
(Jyothirmai, 2020). The term often associated
with ancient Indian idea of justice is ‘Dharma’,
the word has its roots in the term ‘dhr’ meaning
to hold together, it refers to the fact that the
society should be such that morality of each
person is upheld; it talks about righteous conduct.
Dharma contains justice in its var ious
manifestations, it talks about Rajdharma which
is mentioned in various texts like,  the
Arthshahstra and the Shanti Parva of
Mahabharata, and refers to the duty of the king
and how it is the king who has the responsibility
of welfare, upholding the morality of the state
as well as protecting people (Sarda, Akhtar,
2017).  Apart from talking about justice in an
administrative sense, the ancient concept of
justice talked about how justice was the
foundation of societies, it meant doing what was
right and ensuring that fairness prevailed.

The ideas of religion, morality, society
were not differentiated from those of Dharma
instead they were integrated into it, it was said
to be the highest principle of how life should be
led, it talked about how various affairs should be
conducted regarding welfare, faith, work,
rendering duties etc (Jyothirmai, 2020). Thus,
the concept of justice in ancient India was a
diverse one and within its ambit were various
topics which are relevant even today.

l     Global Justice and Indian Ancient Thought :

Global justice as a concept is concerned
with mainly the global injustice that prevails in
the society and how it affects the individuals in
different states, it has a moral base and focuses
on how people are a part of a global community
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and irrespective of one’s country it is a moral
duty of individuals to help each other. Global
justice theorists like Martha Nussbaum talks
about how we should not overlook many
relationships which connect us to the others in
the world (Brock, Gillian & Hasson, 2023).
The concept gained traction with John Rawls
work, ‘Laws of people’ , where in he discussed
the idea of global justice could be achieved with
starting point being well -organized liberal states,
Rawls also gave cer tain laws which are
recognized as principles between such as respect
for human rights, freedom of people to be
respected by others etc (Rawls, 1999). The
main focus of the concept is to take the concept
of justice and apply it on a global level, ensuring
that people are not at disadvantage due to their
own country’s action or that of other countries,
global justice tries to study the negative impact
of actions taken by a particular state, group of
states, organizations, businesses have on the
global community. The global justice advocates
are concerned with the idea of imbalance that
exists in the global community, like the economic
imbalance that exists where in the states that
are developed through coercion or deals try to
take undue advantage of the states that are
underdeveloped , imposing certain rules on them
which has devastating impact on people of those
states, according to global justice it is the
responsibility of those developed states to not
only not exploit the others but also help them
with resources.  The concept talks about just
distribution of burdens and benefits across the
global community, how it is a moral responsibility
to remedy the existing inequality that exists in
the global arena. Many global issues like that of
poverty, human rights, climate change and
environmental degradation are of concern in the
global justice discourse, and there is an ongoing
debate on how best to resolve these issues while
keeping justice as the primary moral concern on
which action will be based.

The brief discussion on global justice
explained the main tenets of the idea, the idea
may have gained attention with the writers of
the west like Rawls and Pogge, it is interesting
to note that certain concepts of global justice
did exist in the ancient Indian thought. The first
and foremost being the idea of ‘Vasudhaiva
Kutmbakam’, a phrase form Maha Upanishad
which means ‘The world in my family’, this
shows that the idea that not only my family or
nation but the entire world is my community, a
concept on which the idea of global justice is
based, existed in ancient Indian thought. The
ancient Indian society believed that everyone is
a part of my community and thus one should
treat everyone with the same ideals and morality
that one would treat my family. When we look
at this from the lens of global justice, we
understand how profound this mantra actually
is, these two words capture the essence of the
concept in the sense that everyone is part of
one global community, equating everyone with
one’s family shows just how well developed the
idea of community was in ancient thought.  It
shows that everyone in world is connected and
equal, this shows that even before the idea of
global justice existed in the current form, in
ancient Indian thought the concept that everyone
has to be treated equally and no harm has to be
done had significance. The periphery of justice
was not ones’ family or community but indeed
the entire world. The moral stand behind this
was that everyone should exist in a harmonious
way and not negatively impact other, the current
scenario of global imbalances calls onto this idea
more than ever to solve the issues, if world is
indeed as looked as one big family, policies built
on this idea will of course try and discourage
any kind of injustice that exists in the society.

Another significant term is ‘Dharma’, a
philosophy essentially used in ancient thought to
guide one’s action, the concept of dharma much
like that of global justice relies on morality. To
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uphold Dharma means to uphold the moral
conduct in a society, performance of Dharma is
seen as performing the responsibility that one
has in the society. The way global justice talks
about just distribution of duties, Dharma
advocated the idea that for a society to function
properly everyone must pay their dues, no one
should be exempted from taking responsibility, it
was seen as unfair to engage in practices which
would harm others or the community, actions
which had negative consequences were seen
as being against the practice of dharma and
people were advised not to take part in it. The
practice of Dharma also included the practice
of performing welfare duties, that is helping those
who were in disadvantageous positions in the
society, it was a common practice to look after
those who couldn’t look after themselves. Apart
from Dharma being seen as a moral duty, it was
also seen as a tool to bind the society together, it
is said to embody the living spirit of globalization,
the interpretation of dharma in such a way has
roots in the Mahabharata where in it is mentioned
that ‘Dharma is that which holds together the
people of the universe’ (Sharma, 2013). This
aspect of Dharma throws light yet again on the
fact that Indian society since ages has the notion
of a harmonious existence. For a society to be
held together it is important that justice prevails
not for some but for all. The emphasis on
community did not mean that, individuals weren’t
given any importance in the notion of dharma,
the individual was one from whom the practice
of Dharma stemmed, the distribution of burdens
and benefits was done keeping the individual in
the centre, community looked after well-being
of each individual, ancient thought makes it very
clear that the idea behind a society is one which
is fair and one where justice and morality prevail
in both economic and social transactions.

Another important aspect of Global
justice is global cooperation, the Rigveda mantra
‘May you all live in harmony, speak in one voice

and let your minds be in harmony. May our
purpose be the same; may we all be in one mind.
In order for such unity to form, I offer a common
prayer. May our intentions and aspirations be
alike, so that a common objective unifies us all.’
(Legal, Systems, Vedic Heritage Portal, n.d)
A careful reading of this Vedic mantra draws
out concepts of cooperation that global justice
thinkers are concerned with, the mantra talks
about how to achieve a common purpose it is
important we are unified, it talks about how our
aspirations and thought must be same to achieve
the purpose. Global issues can only be solved
when everyone has similar intentions and a
unified goal, the principles discussed in the mantra
can be applied to the idea of global justice,
wherein similar intent would mean taking action
to solve issues that plague the global society,
aspiring for it to be more fair and equal and the
common objective that would unify the action of
different actors would be create a  global society
which has a just distribution of burdens and
benefits, a common purpose would be to solve
the existing divide of elite and poor in the global
society. The mantra works as a base about how
cooperation can take place.

l     Contemporary relevance :

The idea of global justice found in the
ancient Indian thought has relevance even today.
The idea of ‘Vasudhaiva Kutumbakam’ is of great
importance today, as world is moving towards
rapid globalization and the boundaries of the state
are diminishing day by day, the concept that
world is a family is more important than ever,
not only because it shows that the world is
interconnected but also when we call world a
family, we show that bonds of benevolence and
respect underly this relation, it shows unity of
action. The concept is as fresh today as it was
before, this is shown with the fact that the latest
G20 held under India’s presidency had the theme
of ‘Vasudhaiva Kutumbakam – One earth, One



[ 303 ]

Lrkse 2024 ¼fo'ks"kkad&2½
Family One Future’, the idea behind this is
that the global community has to work together
to solve issues like eradicating poverty, climate
change, income inequality etc (Asian
Development Bank). India choosing ‘Vasudhaiva
Kutumbakam’ is an excellent way of paying
homage to its own rich cultural values as well
educating the world about their meaning and
scope, the concept puts emphasis on the fact
that the world in one and that everyone has to
contribute towards making the future of it better.
Another important contemporary concern of
global justice is environmental degradation , an
issue which plagues the earth today, the
PrithviSutak of Atharvaveda talks about how
earth is our mother and we all are her children,
if we were to follow this mantra in today’s world
it would simply mean that all of us have equal
responsibility towards the mother earth, earth
acts as a source of nourishment which gives its’
the place of mother and we as her children have
to preserve her and work on combating practices
which destroy her together as it is duty of each
individual to save it. Ancient Indian thought puts
a great deal of emphasis on living in harmony
with the earth, this principle of mother earth is
one of them, this concept when used in the
context of global justice shows a clear-cut blue
print of how duties are to be justly distributed in
the world.

Many principles found in the ancient
Indian texts are of great importance today,
the idea of  a just society based on moral
responsibility and unity was well developed in
the ancient Indian society, this concepts if
adopted today will only help with the development
and betterment of the society today.

Results and Conclusion :

Ancient Indian texts were rich with
wisdom and knowledge, the principles discussed
in them are the foundations of our culture. The
article talked about how certain tenets of global

justice can be found in the ancient Indian thought,
fact that similarities can be found in concepts
present in the ancient texts and global justice, a
topic considered to be contemporary concept by
west, show how relevant are the concepts of
ancient Indian culture even in the contemporary
times.

India is one of the countries which is
developing rapidly and is emerging as a strong
nation in the global arena, being a country, which
is still developing it is very important that it can
protect its interests on the global platform,
something made difficult with the existing power
and economic imbalance in the world, the answer
to which would be global justice. The article
talked in great detail about how tenets of global
justice are found in the ancient Indian thought,
Indian culture has excellent foundations regarding
concepts like global community, morality, unity,
cooperation, these concepts need to be included
to the ongoing global justice discourse, the
inclusion of them would not only help India
navigate the web of global injustices but also
alleviate the status of Indian ancient thought in a
world dominated by ideas of the west. India has
always demanded for the world to be made more
equal and for the developing countries to have a
meaningful vote in the matters of the world, so it
is important that being torch bearer for global
equality, India draws on inspiration from its own
culture. thoughts and values, uses them as a basis
for formulating policies regarding global justice.
It is time that India looks at its rich past to create
a better future.
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Hkkjrh; laxhr eq[; :i ls nks izdkj ls izpfyr
jgk gS *'kkL=h; laxhr* vkSj *yksd laxhr*A ;fn 'kkL=h;
laxhr dh ckr djsa rks 'kkL=h; laxhr izkphu le; ls gh
'kkL= fu;eksa ij vkèkkfjr pyrk vk jgk gS] ysfdu yksd
laxhr yksdjatu dk gh ifj.kke gSA yksdlaxhr tu:fp
vkSj lkaLd̀frd lH;rk ls fodflr gqvk gSA fdlh Hkh çns'k
dk yksd laxhr ogka dh laLdf̀r dk vfHkUu vax gksrk gSA
lkekftd thou dk çR;sd igyw blls vfHkUu :i ls
tqM+k gksrk gSA yksd laxhr dks fdlh Hkh fuf'pr ifjfèk esa
ugha ckaèkk tk ldrk] D;ksafd yksd laxhr dh tM+sa bruh
xgjh gksrh gSa ftlesa vkèkqfudrk] fons'kh çHkko o euksjatu
ds vusd lkèkuksa ds ckotwn og vHkh Hkh dgha&u&dgha
lekt esa vVwV lacaèk LFkkfir fd, gq, gSA yksd ls tqM+h
gqbZ leLr dyk,a tuthou ds fujarj çokg ls tqM+h gksrh
gSaA blh dkj.k gekjh lkaLdf̀rd ijaijk,a yacs le; rd
thfor jg ikbZa gSaA blfy, yksd laxhr dyk vkSj laLd̀fr
dh èkjksgj gSA

dyk vkSj laLd`fr dh èkjksgj % jktLFkkuh yksd laxhr

MkW- eksgu yky·

lkjka'k

jktLFkkuh yksd laxhr laLd̀fr dh vkRek ,oa èkjksgj gSA jktLFkkuh yksd laxhr dh xk;u]
oknu ,oa uR̀; dh ijaijk rFkk dykRed mRd̀"Vrk us jktLFkkuh yksd laxhr dks bruk laiUu cuk;k
gS fd yksd xhr] mudh xk;u 'kSyh] lkFk ctk, tkus okys eq[; leUo;kRed ok| vkfn jktLFkkuh
yksd dykdkjksa dks fojklr esa gh çkIr gq, jgrs gSaA jktLFkku dk yksd laxhr ân;xzkgh gS vkSj
tu&thou dk gh ,d Hkkx gSA nSfud fØ;kdykiksa ls ysdj fo'ks"k vk;kstuksa rd yksd laxhr dh ,d
vuojr fujarj ijaijk gS tks ,d ih<+h ls nwljh ih<+h dks çkIr gksrh jgrh gSA yksd laxhr tu:fp
vkSj lkaLd̀frd lH;rk ls fodflr gqvk gSA bl çdkj] ijaijkvksa ls pyrs vk jgs jktLFkkuh yksd laxhr
dks ge laLd̀fr dh èkjksgj ds :i esa ns[k ldrs gSaA vr% bl fo"k; ds egRo dks ns[krs gq, bl 'kksèk&i=
esa jktLFkkuh lekt] tu&thou ,oa yksd laLd̀fr esa yksd laxhr dh egRoiw.kZ Hkwfedk dk o.kZu ,oa
yksd laxhr ds fofHkUu i{kksa ;Fkk jktLFkku dh ok|&ijaijk] ok|&oxhZdj.k] yksd xhrksa dh Hkwfedk rFkk
jktLFkkuh yksd uR̀;&ijEijk bR;kfn ds egRoiw.kZ i{k ,oa Hkwfedk dk o.kZu fd;k x;k gSA bl çdkj
jktLFkkuh yksd laxhr dk lkekU; tu&thou esa egRo ,oa Hkkjrh; laLd̀fr ds èkjksgj ds :i esa blds
;ksxnku dh O;k[;k djuk gh bl 'kksèk&i= dk eq[; mís'; gSA

eq[; 'kCn % jktLFkkuh] yksd laxhr] yksd xhr] yksd ok|] yksd uR̀;

'kksèk&izfofèk % O;fäxr vè;;u] 'kS{kf.kd vuqHko] lk{kkRdkj] fofHkUu iqLrdksa ,oa ehfM;k vkfn ds }kjk egRoiw.kZ vkSj
O;ogkfjd tkudkjh çkIr gqbZ gS] mls bl 'kksèk&i= esa çLrqr fd;k x;k gSA

· lgk;d vkpk;Z] laxhr foHkkx] jktLFkku fo'ofo|ky;] t;iqj ¼jktLFkku½

izR;sd jkT; vkSj {ks= dk yksd laxhr ml {ks=
dh igpku gksrk gSA ogka dh laLdf̀r] os'kHkw"kk] jgu&lgu
vkSj fopkjèkkjk ml {ks= ds laxhr esa fo'ks"k rkSj ls
>ydrk gSA ;gh dkj.k gS fd gekjk jktLFkkuh yksd
laxhr gekjs jktLFkku dk izk.k vkSj ;gka dh èkjksgj ekuk
tkrk gSA izkphu dky ls vkèkqfud le; rd fofHkUu
iqLrdksa vkSj xzaFkksa ,oa fo}kuksa }kjk ;g o.kZu feyrk gS fd
yksd laxhr ekuo lH;rk ds lkFk fodflr gqvk gS D;ksafd
l̀f"V ds lkFk gh laxhr dk Hkh izknqHkkZo ekuk tkrk gS vkSj
ftl izdkj èkhjs&èkhjs ekuo us fodkl fd;k] ekuo us
viuh psru&vpsru voLFkk ls vius vkidks volkn ls
eqfDr fnykus ds fy, vkSj vius euksjatu ds fy, èkhjs&èkhjs
xk;u] oknu vkSj ùR; bR;kfn ds }kjk viuh cqf) dkS'ky
ls yksd èkquksa dk fuekZ.k fd;k] èkhjs&èkhjs uR̀; vkSj oknu
dk izknqHkkZo fd;k] blh izdkj yksd laxhr Hkh fodflr
gqvkA fofHkUu jkT;ksa vkSj fofHkUu {ks=ksa ds yksd laxhr ls
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gh èkhjs&èkhjs ogka dh laLdf̀r dk fodkl gqvkA Bhd blh
izdkj] jktLFkkuh yksd laxhr yksxksa ds tu&euksjatu ds
}kjk fodflr vkSj izlkfjr gqvk tks vkt laiw.kZ fo'o esa
viuk izHkko j[krk gSA

jktLFkku dk yksd laxhr jktLFkkuh laLd̀fr dh
vkRek gS] ;gka dh èkjksgj gSA pkgs og yksd xk;u gks] yksd
ok| gks rFkk yksd uR̀; gks] ;g rhuksa gh jktLFkkuh yksd
laxhr dk egRoiw.kZ Hkkx gSaA izdf̀r us jktLFkku dks 'kq"d
e:LFky rks fn;k ijarq izfrnku esa Loj xaxk izokfgr dj
nhA jktLFkku esa yksd laxhr ijaijk u tkus dc ls viuk
vfLrRo fy, pyh vk jgh gSA ;g ijaijk jktLFkku ds
yksd thou dh lgpjh gS vkSj tu&tu ds vareZu dk
lgt Hkko gSA

jktLFkkuh laxhr esa yksd vkSj 'kkL=h;rk dk
vn~Hkqr lfEeJ.k gSA yksd laxhr dh ljl èkqusa ikjaifjd
gSa] fdarq muds Loj&la;kstu vkSj xk;u&'kSyh 'kkL=h;
Lrj dh gSaA ok|ksa dh lajpuk vkSj Lo:i BsB xzkeh.k Lrj
dk gS] fdarq mudk laxhr dykRed Js"Brk dh pje lhek
gSA bl fofoèk la;ksx us jktLFkkuh yksd laxhr dks vR;ar
laiUu fd;k gSA izR;sd ioZ] R;kSgkj] fookg] tUe] eqaMu
vkfn ikfjokfjd la;kstuksa ij xhr&laxhr ;gka dh ijaijk
jgh gSA g"kksZYykl ds voljksa ds vfrfjDr èR;q vkfn 'kksd
voljksa ij Hkh xhr xkus dh fofp= ijaijk jktLFkku esa jgh
gSA ;q) i;kZ.k ,oa j.k dkS'ky izlax ds ohj jl izèkku xhr
jktLFkkuh yksd laxhr ds vkstiw.kZ i{k ds ifjpk;d gSaA
yksdxhrksa ds yksd ok|ksa] yksd uR̀;ksa dh ljl fofoèkrk
cjcl eu eksg ysrh gSA

^e:èkjk* dgs tkus okys jaxhys jktLFkku dk
lkaLdf̀rd oSHko vf}rh; gS rFkk iwjs fo'o esa bldh
lkaLd̀frd fojklr izpfyr gSA laxhr dh nf̀"V ls ns[ksa rks
;gka dh xk;u] oknu ,oa uR̀; vkfn dh dyk&ijaijk
vR;fèkd le)̀ gSA ;gka ds jktk&egkjktkvksa us laxhrKksa
vkSj fl)karksa dks u dsoy laj{k.k iznku fd;k cfYd Hkjiwj
lEeku Hkh fn;kA blh ds ifj.kkeLo:i ;gka vusd laxhrK
vkSj fo}ku ckgj ls vkdj cls vkSj laxhr&ijaijk dks
Åapkb;ksa rd igqapkus esa viuk cgqewY; ;ksxnku fn;kA

Hkkjrh; laxhrKksa ds }kjk xk;u] oknu vkSj uR̀;
rhuksa ds lekos'k dks *laxhr* dh ifjHkk"kk nh xbZ gSA tgka

*xhr* ekuo dh Hkkouk dks O;Dr djrk gS ogha *oknu* xhr
dk lgk;d ekuk tkrk gS vkSj uR̀; ml Hkkouk dks ewrZ
:i nsrk gSA blfy, xhr] ok| vkSj uR̀; rhuksa :i
feydj gh ̂laxhr* dgykrk gSA

jktLFkkuh yksd laxhr gekjh Hkkjrh; laLdf̀r
dk izk.k gS ftlus laiw.kZ fo'o esa viuk Madk ctk;k gSA
laiw.kZ fo'oiVy ij jktLFkkuh yksd laxhr us pkgs og
jktLFkkuh yksd xhr gks] yksd uR̀; gks ;k yksd ok| gks]
us laiw.kZ fo'o ds fofHkUu ns'kksa esa viuh vfeV Nki NksM+h
gSA fons'kh gekjs jktLFkku esa fo'ks"k :i ls gekjs laxhr
ls vkdf"kZr gksrs gSaA i;ZVu ds {ks= esa rks jktLFkku vxz.kh
jgk gh gSA blh ds lkFk&lkFk gekjs jktLFkkuh yksd laxhr
dh èkjksgj us ns'k&fons'k ds i;ZVdksa dks vkdf"kZr fd;k gSA

jktLFkku ds yksd laxhr esa Hkh fofHkUu izdkj dh
foèkk,a gSa ftlds }kjk ;gka ds yksd laxhr esa oSfp«; ns[kus
dks feyrk gSA

yksd xhr

jktLFkku dk tu&thou vkSj laLdf̀r yksd
xhrksa ls Hkjh gqbZ gSA thou dk dksbZ ,slk laLdkj ugha gS
ftlesa yksd laxhr u gksA **thou dk dksbZ Hkh ,slk igyw
ugha gS ftl ij xhr ugha feyrs gksaA O;fDr dk ikfjokfjd
thou vkSj èkkfeZd thou lHkh dqN xhrksa ds ifjos'k esa
lekfo"V gSA izns'k esa dksbZ laLdkj iqjksfgr ls djk, fcuk
Hkys gh jg tk,a] ysfdu yksdxhr xk, fcuk ugha jg
ldrkA tUe gks ;k ej.k lHkh 16 laLdkj yksdxhrksa ds
fcuk vèkwjs gSaA bu laLdkjksa esa dbZ&dbZ fnuksa rd mRlo
euk, tkrs gSa vkSj vusd izdkj ds xhr xk, tkrs gSa] tSls
oSokfgd vk;kstu esa lxkbZ] cèkkok] pkd&Hkkr] jkr&txk]
gYnh] ?kksM+h] cUuk&cUuh] oj fudklh] rksj.k] gèkksok] daoj
dysok] fte.kokj] dkd.kMksjk vkfnA fookg iwoZ nwYgk&nqYgu
dh izsekdka{kk cUuk&cUuh ds xhrksa esa feyrh gSA**1

bl izdkj jktLFkkuh yksdxhrksa dk egRo thou
dks le>us esa rFkk mlds jl dks le>us esa gSA jktLFkkuh
yksdxhrksa esa Hkkoksa dh izèkkurk cgqr gh O;kid gSA ,d vksj
rks ohjkaxukvksa ds izlax] nsoh&nsorkvksa dh izkFkZuk] Hktuksa
dk lekos'k rks nwljh vksj esyksa&R;kSgkjksa] fookg vkfn ds
jax fc[kjs gq, feyrs gSaA jktLFkkuh xhrksa esa gesa fofHkUu
izdkj ds xhr] tSls& f'k'kq tUe ls lacafèkr xhr] fookg ls
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lacafèkr xhr] ioksZa ds xhr bR;kfn dh fo'ks"krk,a feyrh gSaA
jktLFkku ds dqN egRoiw.kZ yksdxhr rks ,sls gSa tks fo'o
izfl) gq, gSa ftuesa ls dqN xhrksa ds cksy bl izdkj gSa &
*dslfj;k ckye vkvks uh ièkkjks Egkjs ns'k*] *:.kspk jk
èkf.k;k*] *dkY;ks dwn iM~;ks esyk esa* bR;kfnA

jktLFkku dh yksd u`R;&ijEijk

jktLFkku ds izkd̀frd okrkoj.k] ;gka dh os'kHkw"kk]
igkM+ksa] lfjrkvksa] e:LFkyksa] ou[kaMksa] taxyksa rFkk tyok;q
dk izHkko ekuo ds LoHkko] pfj= dk;Z vkSj laxhr ,oa ùR;
ij iM+k gSA ùR; ij ;gh izHkko jktLFkku esa yksd ùR; dks
,d ijaijk ds :i esa fodflr djrs gq, LFkkfir gqvk gSA
blhfy, jktLFkku ds fofHkUu izfl) uR̀;ksa us ;gka dh
laLdf̀r dks ns'k&fons'k esa izfrf"Br LFkku fnyok;k gS vkSj
,d èkjksgj ds :i esa fodflr gqbZ gSaA jktLFkku ds izfl)
u`R;] tSls& ?kwej u`R;] xhanM+ uR̀;] MkafM;k uR̀;]
dPNh&?kksM+h] ce uR̀;] HkokbZ ùR;] rsjkrkyh] jEer] xojh]
cdjh] dkycsfy;k uR̀; vkfn yksd uR̀; vHkh izpkj esa gSa
rFkk dkQh yksdfiz; gSaA bUgha yksdfiz; uR̀;ksa ds dkj.k gh
jktLFkkuh yksd laxhr us ;gka dh laLdf̀r dks fodflr
fd;k gSA

jktLFkku dh ok|&ijaijk

ok|&ijaijk Hkh xku&ijaijk dh gh Hkkafr egRoiw.kZ
LFkku j[krh gSA ok|ksa dk fujarj fodkl gksus ls mudh
ijaijk dk Hkh fodkl gksrk x;kA u,&u, ok| fufeZr gksrs
x, vkSj dqN iqjkus ok| iz;ksx esa f'kfFky Hkh gq, gSa ijarq
vkt ge ns[krs gSa fd lHkh dh viuh vyx&vyx ijaijk
jgh gS] ftldks dykdkjksa us viuh esgur ls thoar cuk,
j[kk gSA tSls eksjpax ;k eqjpax yaxk xk;d leqnk; dk
ikjaifjd ok| ;a= gSA blds lUnHkZ esa jktLFkku ds eksjpax
oknd jbZl [kku }kjk crk;k x;k fd **eksjpax yksgs dk
,d ;a= gS tks dkQh NksVk gksrk gS rFkk dSaph tSlk fn[krk
gSA bl ok| ;a= ds }kjk jktLFkkuh laLdf̀r vkSj yksd
laxhr dks ns'k&fons'k esa [;kfr feyh gS] Mhts vkSj
vkèkqfud ok|ksa dks ekr djrk jktLFkku ds eksjpax dk
tokc ugha gS] blls ea=eqXèk dj nsus okyh èkqusa fudyrh
gSaA ?kjkfl;k] dkycsfy;ksa }kjk ckal dk eqjpax ctk;k
tkrk gS ftls *?kqjkfy;ks* dgrs gSaA**2 bl izdkj jktLFkku
ds ,sls cgqr ls ok| ;a= gSa ftlds dkj.k gekjh yksd

laLdf̀r thfor gSA

laxhr ,oa ok| dk lEcaèk

laxhr ,oa ok| dk ijLij ogh lacaèk gS] tks Loj
vkSj rky dk gSA laxhr esa ok| ;a=ksa dk vR;Ur vko';d
,oa egRoiw.kZ LFkku gSA laxhr vkSj ok| dk ijLij lacaèk
'kk'or gSA nksuksa ,d&nwljs ds iwjd gSaA ,d ds fcuk nwljs
esa jlfu"ifr vlaHko gSA laxhr vUreZu dh uSlfxZd
Hkkouk gS vkSj ok|&;a= mlds ckg~; izdVhdj.k dk lqUnj
ekè;e gSA ok|ksa }kjk Loj rFkk y;c) :i esa mRiUu
laxhr *oknu* dgykrk gSA vkpk;Z 'kkjaxnso oknu dk
egRo crkrs gq, dgrs gSa &

**uR̀;a ok|kuqxa izksDra xhrkuqòfÙk pA**3

bl 'yksd esa oknu dks xk;u ds vèkhu rFkk
uR̀; dks oknu ds vèkhu crk;k x;k gSA *uR̀;a ok|kuqxa*
laxhr esa ok| ds egÙo dks izfrikfnr djrk gSA

jktLFkku esa yksd laxhr] yksd uR̀; ,oa
yksdukV~; dk izpyu laHkor lSadM+ksa o"kks± ls gSA fcuk ok|
laxhr lwuk izrhr gksrk gSA izkphudky ls gh ok|&;a=ksa dk
lacaèk nsoh&nsorkvksa ds lkFk LFkkfir fd;k tkrk jgk gS]
tSls& Jh d"̀.k ds lkFk ckalqjh] ekrk ljLorh ds lkFk
oh.kk] Hkxoku f'ko ds lkFk Me: rFkk ukjn ds lkFk
,drkjk vkfnA

ok|&oxhZdj.k

Hkkjrh; laxhr ds bfrgkl dks ns[ksa rks Hkkjrh;
vkpk;ksZa us ok|ksa dks oSKkfud vkèkkj ij pkj Hkkxksa esa
foHkkftr fd;k gS& rr ok|] vou) ok|] lqf"kj ok| rFkk
?ku ok|A

lkroha 'krkCnh esa Hkjreqfu ds *ukV;'kkL=* esa
laxhr ds ok|ksa ds oxhZdj.k dk Li"V mYys[k feyrk gS]
ftls fuEufyf[kr 'yksdksa esa O;Dr fd;k x;k gS&

**rra pSokou)a p ?kua lqf"kjeso pA

prqfoZèka rq foKs;ekrksèka y{k.kkfUore~AA 1 AA

**rra rU=hdr̀ Ks;eou)a rq iks"dje~A

?kua rkyLrq okKs;% lqf"kjks oa'k mP;rsAA 2 AA**4

vFkkZr~ Hkjreqfu us Lo:i ds vkèkkj ij ok|kas ds ;s gh pkj
oxZ fuèkkZfjr fd, gSaA
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vr% blh vkèkkj ij jktLFkku ds yksd ok|ksa dks
Hkh bu pkj Hkkxksa esa foHkkftr fd;k tk ldrk gSA jktLFkku
ds yksd ok|&;a=ksa dh pkj izeq[k Jsf.k;k¡ ekuh xbZ gSa
ftudks fuEukuqlkj oxhZdr̀ fd;k x;k gS&

1- rr ok| ;a=& ,sls ok| ftuesa rkj yxs gksa
rFkk rkjksa ds }kjk lkaxhfrd èofu ¼Loj½ dh mRifÙk gks]
mUgsa rr ok|ksa dh Js.kh esa ekuk tkrk gSA dqN ok|ksa ds
uke mnkgj.kkFkZ fn, tk jgs gSa& **¼1½ lkjaxh & ¼izdkj &
tksfx;k lkjaxh] flaèkh lkjaxh] xqtjkru lkjaxh] èkkuh lkjaxh½**5

¼ckjsB] fo".kq] 2019½ ¼2½ Hkiax ¼3½ ranwjk ¼pkSrkjk½ ¼4½
bdrkjk ¼5½ tarj ¼6½ fpdkjk ¼7½ jko.k gRFkk ¼8½ dek;pk
¼9½ lqfjank ¼10½ jckc ¼11½ xqtjh ¼12½ xksjtk bR;kfnA

2- lqf"kj ok| ;a= & ,sls leLr ok| tks ok;q ds
ncko ls ;k eq¡g }kjk Qw¡d dj ctk;s tkrs gSa] *lqf"kj ok|*
dgykrs gSa] vFkkZr~ **eq[k ok;q }kjk ctk, tkus okys ok|
*lqf"kj ok|* dgykrs gSaA *lqf"k* dk vFkZ gS *fNnz*A**6

mnkgj.kkFkZ dqN ok|ksa ds uke bl izdkj gS& **¼1½ vyxkstk
¼2½ lqj.kbZ@lqjukbZ ¼3½ iqaxh ;k chu**7 ¼4½ iSyh] ¼5½
lrkjk ;k ikok] ¼6½ uM+] ¼7½ ckafd;k] ¼8½ dj.kk] ¼9½ e;ad
**¼10½ eksjpax**8 ¼11½ ukxQ.kh] ¼12½ e'kd] **¼13½ NksVh
flaxh] ¼14½ rqjgh] ¼15½ Hkwaxy ;k Hksjh] ¼16½ cxqZ ¼17½ eqjyk
;k eqjyh] ¼18½ 'kgukbZ@lukbZ] ¼19½ rkjih] ¼20½ VksVks
bR;kfnA**9

3- vou| ok| ;a=& ,sls ok| ;a= tks peM+s
vFkok i'kqvksa dh [kky e<+dj cuk;s x;s gksa  mls vou)
ok| dgrs gSaA bu ok|&;a=ksa ij gkFk ;k fdlh oLrq ls
pksV ekjdj èofu fudkyh tkrh gSA mnkgj.kkFkZ dqN ok|ksa
ds uke bl izdkj gS& **¼1½ <ksyd ¼2½ <ksy ¼3½ uxkM+k
¼4½ cM+k uxkM+k ¼ce ;k Vkid½ ¼5½ rk'kk ¼6½ ukScy ¼7½
èkksalk ¼8½ ekany ¼9½ pax ¼<i½ ¼10½ MS:a ¼11½ [katjh ¼12½
eǹax ¼13½ Me: ¼14½ MQyh ¼15½ dqaMh ¼16½ ekB ;k ekVs
¼17½ dej ¼18½ nekek bR;kfnA**10

4- ?ku ok| ;a=& ,sls ok| ;a= tks fdlh èkkrq
vkfn ls fufeZr gksa rFkk ydM+h ;k èkkrq ds ijLij vk?kkr
ls vFkok Bksd dj ctk,s tkrs gSa] ?ku ok| dgykrs gSaA
mnkgj.kkFkZ dqN ok|ksa ds uke fuEukuqlkj gSa& **¼1½ [kM+rky
¼2½ uM+ ¼3½ eathjk ¼4½ eksjpax ¼5½ >ka> ¼6½ Fkkyh ¼7½
>kyj ¼8½ je>ksyk ¼9½ ?kaVk ¼10½ fpeVk ¼11½ Hkjuh ¼12½

?kqa?k: ¼13½ ?kqjkfy;ksa ¼14½ JheaMy ¼15½ xjkfl;ksa dh
yfte bR;kfnA**11

bl izdkj] yksd&xhr] yksd uR̀; ,oa yksd
ok|ksa us Hkh jktLFkkuh yksd laxhr vkSj laLdf̀r ij viuh
vfeV Nki NksM+h gS vkSj bldk izHkko ns[krs gh curk gSA
yksd uR̀; esa bu lHkh ok|ksa dk izHkko vius vki esa gh
ns[krs curk gSA gekjh e:Hkwfe jktLFkku esa pkgs 'kknh
lekjksg gks ;k èkkfeZd vuq"Bku ges'kk ls gh yksd ok|ksa dk
viuk egRo jgk gSA buds fcuk rht&R;kSgkjksa dk mYykl
vkSj meax Qhdk gks tkrk gSA ;gka izkjaHk ls gh yksd&dykdkjksa
dh vkthfodk o thou&;kiu yksd ok|ksa ij fuHkZj jgk
gS rFkk jktLFkku esa HkkV] Hkksis] tksxh] dkycsfy;k] esok]
fejklh rFkk yaxk&ekaxf.k;kj vkfn tkfr;ksa ds yksxksa us
yksd&laxhr dks viuk is'kk cuk;k gS] ftleas ls vfèkdrj
rks yksd&ok|ksa ij gh fuHkZj jgrs gSa ysfdu foMEcuk ;g
gS fd orZeku esa cgqr ls ,sls yksd&ok|&;a= gSa tks foyqIr
gks pqds gSa ;k foyqfIrdj.k dh dxkj ij gSA blds fy,
lkekftd laxBuksa ,oa ljdkj ds }kjk yksd laxhr ds
laj{k.k gsrq ldkjkRed dne mBkus pkfg, ftlls gekjh
yksd èkjksgj dk laj{k.k gks ldsA

fu"d"kZ %

jktLFkku dks HkkSxksfyd nf̀"V ls vxj ns[ksa rks
izR;sd {ks= esa ;gka dk yksd laxhr cgqr gh vkd"kZd vkSj
ifjiw.kZ gSA izR;sd {ks= ds yksd laxhr dh viuh fo'ks"krk,a
gSa tks ns'k ds fofHkUu {ks=ksa ds i;ZVdksa vksj fons'kh i;ZVdksa
dks viuh vksj vkdf"kZr djrk gSA ;gka rd fd fons'kh
gekjs jktLFkkuh laxhr dks lh[kus ds fy, vkSj mldk
vkuan ysus ds fy, Hkkjr esa vkrs gSa vkSj vius ns'k esa ;gka
ds yksd&dykdkjksa dks dk;ZØeksa ds fy, vkeaf=r djrs
gSa vkSj ;gka dh lkaxhfrd Loj&ygfj;ka lqudj vkuafnr
gks tkrs gSaA ;gh dkj.k gS fd gekjs jktLFkkuh yksd laxhr
us lEiw.kZ fo'o&iVy ij dhfrZeku LFkkfir fd;k gS vkSj
;gka dh yksd&laLdf̀r dks lEiw.kZ fo'o esa igpku fnykbZ
gSA ;g dgus esa dksbZ vfr'k;ksfDr ugha gS fd jktLFkkuh
yksd laxhr ds izpkj&izlkj esa ;gka ds yksd dykdkjksa]
xk;dksa] okndksa rFkk urZdksa vkfn ds lkFk&lkFk yksd&ok|ksa
bR;kfn dk egRoiw.kZ ;ksxnku jgk gS rFkk i;ZVu foHkkx
vkSj ehfM;k vkfn dh Hkh Hkwfedk egRoiw.kZ jgh gSA



[ 309 ]

Lrkse 2024 ¼fo'ks"kkad&2½
vr% gekjs jktLFkkuh yksd laxhr ds fofoèk jaxksa

dh O;k[;k de 'kCnksa esa O;Dr djuk cgqr gh dfBu dk;Z
gS] fQj Hkh laf{kIr :i esa gekjs yksd&laxhr dh tkudkjh
bl 'kksèk&i= esa nh xbZ gSA

lanHkZ lwph %

1- tkSgjh] MkW- lhek] Hkkjrh; laxhr Hkkx&2] ;wfuoflZVh cqd
gkÅl izk-fy-] t;iqj] ¼2005½]  i-̀ 132

2- [kku] jbZl] ¼eksjpax oknd½] yksd dykdkj] nwjHkk"k }kjk
lk{kkRdkj] 7 flrEcj] 2017] le; lqcg 11%40 ctsA

3- 'kkjaxnso] laxhr jRukdj] 1@2@3] vkuUn vkJe laLdj.k]
1953

4- Hkjreqfu] ukV~;'kkL=] 28oka vè;k;

5- laxhr] dyk dk izfrfufèk ekfld if=dk] jktLFkkuh yksd
laxhr ds foyqIr gksrs ok|&;a=] fo".kq ckjsB] vad&9] flrEcj
2019] laxhr dk;kZy;] gkFkjl] 204101 ¼m-iz-½

6- HkkxZo] vatuk] Hkkjrh; laxhr 'kkL=ksa esa ok|ksa dk fparu]
dfu"d ifCy'klZ] fMLVªhC;wVlZ] ubZ fnYyh] i-̀ 106

7- tkSgjh] MkW- lhek] Hkkjrh; laxhr] Hkkx&2] i-̀ 139

8- [kku] jbZl] ¼eksjpax oknd½] yksd dykdkj] nwjHkk"k }kjk
lk{kkRdkj] 7 flrEcj] 2017] le; lqcg 11%40 ctsA

9- tk;loky] jkèks';ke] Hkkjrh; laxhr ds lqf"kj ok|ksa dk
bfrgkl] dfu"d ifCy'klZ] fMLVªhC;wVlZ] ubZ fnYyh] i-̀ 99

10- https://rpscguide.in>musical instruments of Rajasthan

11- https://rpscguide.in>musical instruments of Rajasthan



Lrkse 2024 ¼fo'ks"kkad&2½

[ 310 ]

Hkkjro"kZ ds fcgkj izns'k ds vusd vapyksa esa
vusdkusd yksddyk,¡ izkIr gksrh gSaA fcgkj izns'k dk
fefFkykapy yksd dykvksa dk dsUnz jgk gSA yksd dykvksa
dk lkfgR; vusd o"kks± rd yksd&daB esa gh fo|eku jgkA
Lora=rk izkfIr ds ckn bls lajf{kr vkSj ladfyr djus dh
izòfÙk fodflr gqbZA fefFkyk esa Hkh vusd fo}kuksa us bl
yksd lkfgR; dh foèkk dks ladfyr dj lEikfnr djus dk
dk;Z fd;kA yksd&xkFkk,¡ Hkh blh izdkj loZlqyHk gqb±A

yksd&lkfgR; dks ik¡p izeq[k Hkkxksa esa ck¡Vk x;k
gS& yksd xhr ¼Folk Lyrics½] yksd xkFkk ¼Folk Balladas½]
yksd dFkk ¼Folk Tales½] yksd ukV~; ¼Folk Drama½
,oa fofoèk ¼Miscellaneous½A yksd lkfgR; ls lacafèkr
lkexzh eSfFkyh lkfgR; jpuk ds vkjEHk ls gh izkIr gksrk
gSA czkã.kksa }kjk vusd ekaxfyd voljksa ij euksjatu ds
fy, xkus dk o.kZu tkrdksa esa miyCèk gSA fefFkyk esa laxhr
ds fo"k; esa tkudkjh X;kjgoha 'krkCnh ds vkl&ikl ls gh
izkIr gksrh gSA rsjgoha&pkSngoha 'krkCnh ds fo}ku~ T;ksfrjh'oj
us viuh iqLrd ̂ o.kZjRukdj* esa yksd&xkFkkvksa dk ftØ
fd;k gSA pkSngoha 'krkCnh esa yksd&'kSyh ̂yksfjd&xkFkk*
dk izpyu Fkk] ,slk vè;;u ls irk pyrk gSA

yksd xkFkkvksa esa fufgr dFkkvksa vkSj yksd nsorkvksa

eSfFkyh yksdxkFkk vkSj laxhr

vafdr jkt·

lkjka'k

yksd&lkfgR; esa yksdxkFkk ds vkjEHk ds fo"k; esa fo}kuksa ds er fHkUu&fHkUu gSaA bldk vkjaHk
xhrkRed jgk gS ftldk izkphure :i gtkj o"kks± ls vfèkd dk izkIr gksrk gSA ;g yksd&thou dk
nLrkost gSA buesa ân; dh osnuk dh ekfeZd vfHkO;atuk gS] eèkqj ukne; >adkj gSA blds lkfgR; dh
izd̀fr gh xhrkRed gSA xhrkRedrk ds dkj.k ;g lkfgR; ds f'k[kj ij fojkteku gSA

fefFkyk {ks=h; yksdxkFkk dh ijEijk esa yksdxkFkkvksa dh Hkjekj gSA yksfjdkbu] lygsl]
nhukHknzh] ehjk;.k] [ksnu egkjkt] ?kks?ku egkjkt] dk: f[kjgfj] fcgqyk fo"kgjh] xjhcu ckck] ykyk
egkjkt] xkaxks nsoh] nqyjk n;ky vkfn yksdfiz; yksdxkFkk,¡ gSaA bu yksdxkFkkvksa dk xhr&laxhr i{k
oSfoè;iw.kZ gSA

eq[; 'kCn % yksd] xkFkk] xhr] lkfgR;] lqj] y;&rky

izfofèk % bl 'kksèk&i= dks rS;kj djus ds fy, izkFkfed ,oa f}rh;d lzksrksa dk mi;ksx fd;k x;k gSA

· LukrdksÙkj laxhr] l= 2021&23] fo'ofo|ky; laxhr ,oa ukV~; foHkkx] y- uk- fefFkyk fo'ofo|ky;] njHkaxk

dk vUrlZEcUèk gSA ;s yksd xkFkk,¡ y?kq] eè;e vkSj
ògnkdkj :iksa esa izkIr gksrh gSaA budh la[;k vla[; gSA
blds dFkkud ds dsUnz esa yksd nsoh&nsork ds :i esa iwts
tkus okys uk;d&ukf;dk gksrs gSaA fefFkykapy ds izR;sd
ifjokj esa dqynsork gksrs gSa] dgha rkaf=d rks dgha ikfjokfjd
nsoh&nsork ds :i esa budh iwtk gksrh gSA ,sls nsoh&nsork
Hkh dqy nsork ds :i esa iwts tkrs gSa ftudk izkphu
lkfgR; esa dksbZ mYys[k izkIr ugha gksrk gSA ,sls gh
xzke&nsork Hkh gksrs gSa ftUgsa ̂ fMgokj* dgk tkrk gS ftUgsa
ihiy] cM+] ikdfM+ ds isM+ dh Nk¡o esa fdlh LFkku ij
lqfuf'pr fd;k x;k gksrk gSA vusd xk¡oksa es abuds
vyx&vyx uke gksrs gSa vFkok fcuk uke ds Hkh iwtk gksrh
gSA fefFkykapy esa vusd tkfr;k¡ gSa ftuesa iwtu dk
vyx&vyx foèkku gSA lkewfgd iwtk dk Hkh izpyu gSA
fefFkyk esa yksd&nsorkvksa esa ufn;ksa dks Hkh yksd nsork ds
:i esa iwtk tkrk gS] bUgsa ^unh nsork* dgk tkrk gS] os
izeq[k ufn;k¡ gSa& dks'kh] deyk] thoN vkfnA ;gk¡
yksd&nsorkvksa dh cM+h la[;k gSA bu yksd nsorkvksa dk
Hkh oxZ gS ftlesa izFke oxZ ds nsorkvksa dh iwtk gksrh gS]
nwljs oxZ esa fourh ds lkFk xk;u Hkh gksrk gSA rhljs oxZ
esa iwtk ds lkFk xk;u] vkSj mudh thou&xkFkk dk
vk[;kuewyd yksd xkFkk,¡ gksrh gSa] ;Fkk& ';ke flag
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¼Mkse½] lygsl ¼nqlkèk½ vkfnA ;s yksd xkFkk,¡
ekSf[kd&ijEijk esa ,d ih<+h ls nwljh ih<+h rd pyk;eku
gaSA buesa dqN ifjorZu Hkh gksrs tkrs gSa ijUrq ewydFkk
lqjf{kr jgrh gSA ijUrq ;s yksd xkFkk,¡ cgqr de gh
izdkf'kr gqbZ gSa] vkt Hkh bldh xfr èkheh gh gSA ̂ ^oLrqr%
eSfFkyh yksdxkFkk f}tsrj lekt dh jpuk gS ,oa blesa
f}tsrj tkfr dh lkekftd&lkaLdf̀rd oLrqfLFkfr dk
;FkkFkZ ifjp; feyrk gSA bu yksxksa ds eè; fofHkUu
yksdxkFkk,¡ izpfyr gSa ,oa mlds eè; ml tkfr ds uk;d
iq#"k dh vorkj.kk gqbZ gSA**1 ̂ ^;g dguk vfr'k;ksfä ugha
gksxh fd yksd xkFkk [kkldj f}tsrj tkfr] oÙkZeku esa
^nfyr*] uke ds 'kCnkoyh ls tkuk tkrk gSA**2 yksd xkFkk
esa bu nfyr yksxksa ds }kjk vius ,sls nfyr uk;d ds
xq.kksa dks J)k ds lkFk izLrqr fd;k tkrk gS ftudk dk;Z
egku~ gksA os bls xs; dFkk ds :i esa izdV djrs gSaA vkt
rd ;s yksd xkFkk,¡ nfyr lekt ds chp lokZfèkd izpfyr
gSaA bldks os jkr&Hkj tx dj Hkh djrs gSaA blds lkfgR;
esa lkekftd ,oa lkaLdf̀rd egÙo fn[kkbZ nsrk gSA bu
yksdxkFkkvksa ,oa mlds uk;dkas dk laf{kIr ifjp; bl
izdkj gSa&

jktk lygsl& fefFkyk ds vfrfjDr usiky esa Hkh bl
vorkjh jktk lygsl dk cgqr ekgkRE; gSA bl yksd
nsork dks usiky esa jktkth dgrs gSaA nqlkèk tkfr dk gksus
ds dkj.k ;s muds dqy nsork ds :i esa iwts tkrs gSaA os
,sls yksd nsork jgs tks yksddY;k.kkFkZ fujUrj yxs jgsA

nhuk Hknzh& ̂ eqlgj* tkrh; nsork gSa ̂ nhukHknzh*A usiky
ds tksfx;k xzke esa tUes nhukHknzh ?kwe&?kwe dj vU;k; ds
fo:) yM+rs jgsA blh 'kfDr dh xkFkk dk xku ̂nhukHknzh*
esa fd;k tkrk gSA

ckck pwgjey& pwgjey dk tUe eksdkek ?kkV esa nqlkèk
tkfr ds ifjokj esa gqvk FkkA lkglh dk;ks± ds dkj.k
pwgjey dks bZ"V yksdnso ds :i esa cgqr fu"Bk ls izLrqr
fd;k tkrk gSA

dkfj[k iaft;kj& dkfj[k iaft;kj dk tUe usiky esa
nqlkèk tkfr esa gqvk FkkA ;|fi budh iwtk vU; tkfr;ksa
esa Hkh gksrh gSA fefFkyk ds vfrfjDr usiky] caxky] vklke
vkfn Hkh ekuo dY;k.k ds fy, budk dk;Z&{ks= jgk gSA

T;ksfr iaft;kj& T;ksfr iaft;kj dks ̂T;ksfr ckck* Hkh dgk

tkrk gSA budk tUe Hkh usiky esa gh gqvk FkkA ;|fi os nqlkèkksa
ds uk;d Fks ijUrq ;kno] eYykg vkfn ds Hkh os iwT; gSaA

dk: f[kjgfj& dk: f[kjgj cgqr ijkØeh uk;d FksA
budh xkFkk fefFkykapy eas [kwc xk;h tkrh gSA

jb;k j.kiky& jb;k j.kiky eYykgksa ds yksd nsork
gSaA budh xkFkk esa ohj ,oa Jàxkj jl dh Hkkouk gSA

ysfjd& fefFkyk esa yksfjd yksdxkFkk cgqr izse vkSj
J)kiwoZd xk;k tkrk gSA yksfjd ,d ijkØeh vkSj ohj
iq#"k FksA mudk ;ksxnku vfoLej.kh; gSA yksfjd dk tUe
gjnhx<+ gS ijUrq ;g uke fcgkj vkSj mÙkjizns'k nksuksa
izns'kksa esa gSA vr% ;g Li"V ugha gks ik;k gS vHkh rdA
bldk o.kZu T;ksfrjh'oj us ̂o.kZjRukdj* esa Hkh fd;k gSA

ckck fo'kqjkor& ckck fo'kqjkor dk tUe Hkkxyiqj esa
gqvk FkkA mudh Lef̀r esa efUnj Hkh fufeZr gSA

[ksnu egkjkt& [ksnu egkjkt uked xkFkk cgqr izfl)
gSA fcgkj esa eèksiqjk uked LFkku ij vkt Hkh ;s yksd
nsork ds :i esa iwts tkrs gSaA vkt Hkh Hkxr xkdj mUgsa
Lej.k fd;k tkrk gSA

?kks?ku egkjkt& lgjlk ftyk ds ?kks?kuiêh xk¡o esa
?kks?ku egkjkt uked yksd nsork dk tUe gqvk FkkA ;kno
dqy esa tUes ?kks?ku egkjkt xks&lsok esa yhu jgus okys
vkSj f'ko&Hkä FksA buds uke ij gh buds xk¡o dk
ukedj.k gqvk gSA

xkaxks nsoh& eykg tkfr dh dqy nsoh Fkh xkaxks nsohA
muds peRdkj ls izHkkfor gksdj eykg tkfr bUgas nsoh ds
:i esa iwtrh gS vkSj mudh xkFkk dk xku djrh gSA

yky egkjkt& fcgkj ds flags'oj ds ikl ykyiêh xk¡o
esa yky egkjkt dk tUe pekj tkfr esa gqvk FkkA vius
peRdkfjd xq.k&fo'ks"k ds }kjk er̀ tkuojksa dks Hkh thfor
dj nsrs FksA

ehjk;.k& ehjk;.k yksdxkFkk ds uk;d ehjk lkgc 'ks[k
eqlyeku ds ?kj Mhyjh xk¡o esa iSnk gq, FksA dgk tkrk gS
fd eR̀;q ds i'pkr~ mudk iqutZUe Hkh gqvk FkkA cgqr
jkspd dFkkud gS ftlesa mudh miyfCèk;kssa dk o.kZu gSA

xjhcu ckck& xjhcu ckck m?kjk xzke ds fuoklh Fks vkSj
budk tUe èkksch tkfr ds ifjokj esa gqvk FkkA dq'rh esa
bUgsa egkjFk gkfly FkhA
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nqyjk n;ky& nqyjk n;ky eykg tkfr ds FksA os HkjksM+k
jkt ds jktk fo'oEHkj ds iq= FksA nqykj ls mudk
ukedj.k nqyjk n;ky fd;k x;k FkkA nqyjk n;ky ra=
lkèkd FksA bl xkFkk esa muds 'kkS;Z vkSj ra=&lkèkuk esa
iz;qDr ùR; dk o.kZu gSA os yksd uk;d ds :i esa izfl) FksA

uSdk cfutkjk& uSdk cfutkjk fefFkykapy lfgr Hkkstiqj
vkfn {ks=ksa esa Hkh izpfyr gSA fefFkyk esa bl xkFkk ij
vkèkkfjr miU;kl ,oa dkO; Hkh fy[ks x, gSaA

vkjfEHkd xkFkk&lkfgR; esa L=h&ik= dk LFkku
cgqr ladqfpr gSA pfj= dh tkx:drk ds ckotwn os inkZ
esa gh jgh gSA ;|fi fefFkyk esa lekt dk vkèkkj efgyk
gh jgh gSA

bu yksd xkFkkvksa ds vfrfjDr vla[; vkSj
yksd xkFkk,¡ gSa] lHkh dk ;gk¡ o.kZu vlEHko izrhr gks jgk gSA

bu yksd xkFkkvksa dks vkSj blds o.;Z&fo"k; dks
tkuus ds fy, yksdxkFkk ij vkèkkfjr yksd xhrksa dh
ijEijk dks Hkh tkuuk vko';d gSA buesa yksd lkfgR; ds
Hkk"kkèkkfjr inksa ds vfrfjDr Loj] y;] rky dk lqUnj
leUo; gksrk gSA nh?kZ dFkkoLrq ds lkFk chp&chp esa
xs;kRedrk dFkk dks vkxs c<+krh gSA bu xhrksa dks fofHkUu
ukedj.kksa ls lqlfTtr fd;k tkrk gSA ;s xhr lkewfgd
Hkh gksrs gSaA bu xkFkkvkas esa xs;èkfeZrk gksrh gSA bUgsa cgqr
J)k vkSj vkLFkk ds lkFk xk;k tkrk gSA bl xkFkk&xku
ds xk;d izk;% vf'kf{kr gksrs gSa vkSj bl ijEijk ds xk;dkas
dh la[;k Hkh ?kVrh tk jgh gSA bUgsa lqjf{kr j[kus ds fy,
bl vkSj fo'ks"k è;ku nsus dh vko';drk gksxhA

fefFkyk esa yksd xkFkkvksa dh izLrqfr esa vusd
yksd ok|&;U=ksa dk iz;ksx gksrk gS ftuesa eǹax] >ky]
djrky] ekny] flaxk] >ky] ethjk] Me: vkfn izeq[k gSA
^vksfju* fefFkyk dk yksd ok| jgk gS ijUrq vkt foyqIr
gks jgk gSA3 rsjgoha&pkSngoha 'krkCnh ds fo}ku~ T;ksfrjh'oj
us viuh iqLrd ^o.kZjRukdj* esa vusd yksdxkFkkvkas dk
o.kZu djrs gq, vusdkusd rRdkyhu yksd ok|ksa dk
mYys[k fd;k gSA bu yksdxkFkkvksa dk xhr vkSj laxhr i{k
cgqr izcy gSA fdlh&fdlh esa [k.M'k% xku gksrk gS rks
fdlh esa vusd cSBdksa esa xku lekIr gksrk gSA xkFkk&xku
ok| lfgr vkSj ok| jfgr nksuksa izkdj ls gksrk gSA dqN
dk xku vuq"Bku vkfn esa gksrk gS rks dqN yksd&euksjatu

ds fy, HkhA izR;sd xkFkk dk vkjEHk nsoh&nsork dh Lrqfr
ls gksrk gS] ;Fkk ̂ nhukHknzh* esa&

dkSus nso iq:c xsyg] dkSus nso ifNe xsyS

nhukjke iq:c xssyS] Hknjh xsyS gks ifNe---

gkS uuqvk lygsl xsyS gks ekjax jkt

vc gks HkS;k gks lygsl] vc xqxqy vfug· gkS lusl

vc ufg lax gks] ckcw jke eksrh jke

?kj ds nsydS gks mfM+vk, jktk ds

vkfc gkS jktk ds nqvfj;k HkS;k gks lygsl NksV gkS Hkk,AA4

nwljk mnkgj.k]

l[kh gs lgksnjk----

,derh ds y ds pfy;kSxs pfy;kS] l[kh gs lgsyuh5

yksdxkFkkvksa dh izLrqfr ds le; xk;d&oknd
[kM+s gksdj uR̀; djrs gq, y; ds vuqlkj in&lapkyu
djrs gSaA ;g cgqr ltho gksrk gSA bu xkFkk&xk;dksa dks
^fxrgj* dgk tkrk gSA vkt Hkh fefFkyk esa ;s yksd&xkFkk,¡
izpfyr gSa vkSj mUgsa lqurs gh jkse&jkse izQqfYyr gks
mBrk gSA rduhdh ;qx esa budk èoU;afdr :i Hkh
miyCèk gSA

fu"d"kZ %

fefFkyk esa yksd xkFkk&xk;u dh ògr~ ijEijk
jgh gS ijUrq vkt ;g èkhjs&èkhjs de gksrk tk jgk gSA
vko';d laj{k.k ds vHkko esa ;g yqIr Hkh gks jgk gSA
cgqla[; yksd&xkFkkvksa esa dqN gh ;nk&dnk lqukbZ nsrs
gSaA bl vksj vko';d dne mBkuk cgqr vko';d gSA
;|fi ubZ rduhd }kjk bls laof)Zr Hkh fd;k tk ldrk gSA

lanHkZ lwph %

1- Jh'k] eSfFkyh lkfgR;d bfrgkl] i-̀ 39

2- jke] MkW- egsUnz ukjk;.k] yksdxkFkkvksa ds nfyr uk;d] 'kksèk
if=dk] fefFkyk 'kksèk laLFkku] fefFkyk dh yksd laLdf̀r
fo'ks"kkad] [k.M&8] 2006] Hkkx&1] i-̀ 78&79

3- >k] MkW- jkenso] eSfFkyh yksd lkfgR; % Lo:i vks lkSUn;Z]
i-̀ 6&37

4- >k] MkW- [kq'kh yky] eSfFkyh yksdxkFkkd vfHku; Lo:i] jke]
egsUnz ukjk;.k ¼la-½ eSfFkyh yksdxkFkk Lo:i] foospu ,oa
izLrqfr] i-̀ 93

5- yksd xkFkk xk;d Jh nq[kh jke th }kjk izkIr
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yksd laxhr &

^yksd* 'kCn dk vFkZ cgqr O;kid gS] ,d vksj rks
;g 'kCn vius vki esa ,d fo'o vFkok lekt dks lesV
ysrk gS] rks nwljh vksj tu&lkekU; ds vFkZ dk Hkh lwpd
gSA yksd 'kCn dk iz;ksx vusd vFkksZ esa gqvk gS& ̂ fl)kUr
dkSeqnh* esa yksd ^'kCn* n'kZu èkkrq esa ^?k´~* izR;; dj
fu"iUu crk;k x;k gSA _Xosn esa ^nsfg yksde~* bl :i
esa bl 'kCn dk iz;ksx gqvk gSA vFkoZosn esa Hkh ̂yksd* 'kCn
dk iz;ksx feyrk gSA bl 'kCn ds dks"kxr vusd vFkZ gSa&
lalkj] nqfu;k] rhu yksd] turk] lkalkfjd O;ogkj vkfnA
jfoUnzukFk VSxksj ds vuqlkj & ̂ ^laLÑfr dk lq[kn lUns'k
ys tkuh okyh dyk gS ^yksdlaxhr*A**1 vkSj ^laxhr* ds
lUnHkZ esa dgk x;k gS&

^^xhraok|auR̀;a p =;a laxhr eqP;rs**2

vFkkZr~ xhr] ok| o ùR; dks ̂laxhr* dgk tkrk
gSA blh izdkj] tu ekul esa eukstjaukFkZ izpfyr laxhr
yksd laxhr dgykrk gSA yksd laxhr tu&ekul dh
lkekU; vfHkO;fDr gSA ;g ml lqj&lfjrk ds leku gS]

*’kksèkkFkhZ] t; ukjk;.k O;kl fo’ofo|ky;] tksèkiqj] jktLFkku

yksd laxhr ijEijkvksa dks latksrk&f'kYixzke ¼mn;iqj½

fofuek tkafxM+*
'kksèk&lkj

izLrqr 'kksèk&i= esa 1989 esa LFkkfir f'kYixzke ¼mn;iqj½ ds vUrxZr iznf'kZr vf}rh; yksd
dykvksa ¼laxhr ds fo'ks"k lanHkZ esa½dk izn'kZu] laj{k.k o lao)Zu fdl :i esa fd;k tk jgk gS] ij izdk'k
Mkyus dk dk;Z fd;k x;k gSA f'kYixzke esa izfro"kZ 21 fnlacj ls 31 fnlacj rd] 10 fnolh; ,d
jk"Vª gLrf'kYi ,oa yksd dykioZ ßf'kYixzke mRloÞ dk vk;kstu fd;k tkrk gS ftlesa dbZ jkT;ksa dk
yksd o ikjEifjd laxhr ns[kus dks feyrk gSA

fdlh Hkh ns'k dh dyk] yksd laLÑfr mlds lekt dk niZ.k gSA Hkkjrh; laxhr dh yksd
fojklr ;gk¡ dh vewY; èkjksgj gSA bl èkjksgj dks le;&le; ij f'kYixzke }kjk vk;ksftr mRloksa
ds ekè;e ls ltk;k] laokjk tkrk gSA bu yksd ijEijkvksa dks vke tu ds lEeq[k iznf'kZr dj bUgas
thoar :i iznku fd;k tkrk gS ftlls yksd&dykdkjksa dks ,d lEekutud eap izkIr gksrk gS( lkFk
gh] yksd laxhr rFkk laLÑfr] tks lacafèkr {ks= dh igpku gS] dks c<+kok feyrk gSA f'kYixzke fofHkUu
jkT;ksa esa izpfyr yksd laxhr ftlesa yksd uR̀;] yksd xhr bR;kfn dks ,d eap iznku djrk gS] ftlls
lEiw.kZ Hkkjr ns'k dh vyx&vyx yksd laLÑfr;k¡ gesa ,d LFkku ij ns[kus dks feyrh gSaA

cht 'kCn % f'kYixzke] laj{k.k] ikjEifjd] izn'kZu] euksjatuA

izfofèk % bl i= ds fy, f}rh;d lzksrksa dk iz;ksx fd;k x;k gSA

ftldk y{; yksd&dY;k.k gSA yksd laxhr dk tUe
O;fDr ds uSfrd ewY;ksa] lkekftd mRloksa] R;kSgkjksa]
jhfr&fjoktks ,oa lkewfgd dk;ksZa }kjk gqvk gSA ;g ekuo&eu
dh vuqHkwfr;ksa dh ljy] LoPNUn o lgt vfHkO;fDr gSA

okLro esa yksd laxhr og gS] ftls fcuk fdlh
fu;e es caèk dj] fcuk fdlh Hk; ds mUeqDr ân; ls
xkdj] ctkdj ;k uR̀; dj izLrqr fd;k tkrk gSA orZeku
ifjizs{; esa vkokxeu dh lqyHkrk ,oa nwjn'kZu] jsfM;ks]
baVjusV dh lqfoèkk us ,d izns'k ds laxhr dks tuleqnk;
gsrq lqyHk fd;k gSA vkt gj izkar esa yksdksRloksa dk
vk;kstu gksrk gS] ftlesa Hkkjr ds fofHkUu izns'kksa ls yksd
dykdkj vius&vius {ks= ls lacafèkr yksdxhr o yksduR̀;
'kSfy;ksa dks izLrqr djrs gSA

f'kYixzke&

f'kYixzke mn;iqj ftyk ds gokyk xkao esa fLFkr
gSA o"kZ 1989 esa jktho xkaèkh ds }kjk bldk mn~?kkVu fd;k
x;kA ;g ,d ,slk LFkku gS tgk¡ bfrgkl] laLÑfr rFkk
Hkkjr dh xkSjo'kkyh fojklr dh Nfo ,d LFkku ij
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iznf'kZr dh tkrh gSA xzkeh.k bykds esa fLFkr] izkÑfrd
lkSUn;Z ls ljkcksj bl LFkku ij dyk dk fu"i{k fp=.k
izLrqr fd;k x;k gSA ;gk¡ xksok] jktLFkku] egkjk"Vª vkSj
xqtjkr ds ikjaifjd ?kjksa dks fn[kk;k x;k gSA3

^^olqèkSo dqVqEcde~** rFkk vusdrk esa ,drk dh
lPph voèkkj.kk gekjs mRloksa] R;kSgkjksa ,oa esyksa ds ekè;e
ls gh pfjrkFkZ gksrh gSA blh ifjisz{; esa ^^if'peh {ks=
lkaLÑfrd dsUnz** ds }kjk gj o"kZ fnlEcj ekg ds vfUre
nl fnuksa esa jk"Vªh; gLrf'kYi ,oa yksd dyk ioZ ̂ ^f'kYixzke
mRlo** dk vk;kstu fd;k tkrk gSA bl mRlo esa izR;sd
fnu vyx&vyx {ks= fo'ks"k ls lacafèkr lkaxhfrd ijEijk
o lkaxhfrd okrkoj.k ns[kus dks feyrh gSA tgk¡ fofHkUu
izkUrksa ls vkeaf=r dykdkj vius izkar dk yksd laxhr
izLrqr djrs gaSA f'kYixzke ds vUrxZr if'peh {ks= lkaLd̀frd
dsUnz }kjkeq[;r% vkfnoklh yksd laxhr ij è;ku dsfUnzr
fd;k x;k gSA blds vUrxZrle;&le; ij dbZ xfrfoèk;ka
lapkfyr dh tkrh gSa] ftlesa xksok] jktLFkku] xqtjkr]
egkjk"Vª o neu nho ds yksd dykdkjks dks p;fur dj
bUgsa vkeaf=r fd;k tkrk gSA blls bu yksd dykdkjksa dks
jkstxkj izkIr gksrk gSA bu xfrfofèk;ksa ds ekè;e ls dyk
o laLÑfr dk fodkl Hkh gksrk gS rFkk lkFk gh] yqIr gksrh
dykvksa dks izJ; Hkh feyrk gSA yksd laxhr ds tks
dykdkj vkt NksVs&NksVs xkaoksa esa jgrs gS] os viuh
vkthfodk gsrq viuh dyk dks R;kx dj vU; dk;ksZa dh
vksj vxzlj gksus yxs gS] ,sls esa f'kYixzke bu yksd
dykvksa o dykdkjksa dks viuh dyk izn'kZu gsrq ,d eap
iznku dj bu dykvksa dk lja{k.k djrs gq,] bUgsa osru Hkh
iznku djrk gSA4 blls ;gk¡ i;ZVdksa dh la[;k esa Hkh òf)
gksrh gSA ns'k&fons'k ds yksx ;gk¡ vkdj laxhr dh yksd
ijEijkvksa ls voxr gksrs gSa rFkk bu dykdkjksa dks vkxs
ubZ fn'kk Hkh izkIr gksrh gSA ;gk¡ bUgsa viuh yksd dyk dks
ns'k&fons'k esa izlkfjr djus dk Hkh volj iznku fd;k
tkrk gS ftlls gekjh yksd laLÑfr Å¡ps vk;kekas dks izkIr
djrh gSA

f'kYixzke ds vUrxZr yksd laxhr ds lUnHkZ esa gksus okys
dk;ZØe &

l ;gk¡ flrEcj 2019 esa if'peh {ks= vkSj lkaLÑfrd
dsUnz dh vksj ls lkIrkfgd ^^yksd vkSj vkfnoklh

ok|&;a= dk;Z'kkyk** vk;ksftr dh xbZA bl volj
ij dbZ jkT;ksa ds izpfyr] nqyZHk vkSj foyqIr izk;% 80
ok|&;a=ksa dh izn'kZuh yxkbZ xbZA bu foyqIr ok|ksa
dks vke&tu ds lkeus izLrqr djus ls yksd&tu esa
bu ok|ksa dh tkudkjh rFkk yksd laxhr ds vU;
igyqvksa dks tkuus dh mRlqdrk dk fodkl gqvkA5

bl dk;Z'kkyk esa 50 ls vf/kd yksd oknd
dykdkjksa us Hkkx fy;kA bl nkSjku & lrkjk] uM+]
lqfjUnk] uxkM+k] pkSrkjk] tksfx;k&I;kysnkj lkjaxh]
lqjukbZ ,oa eqjyh] Fkkyh ekny] Fkkyh lj dFkkSM+h]
ikcw th ds ekVs] Hkiax] ?kqEeV] flUèkh lkjaxh bR;kfn
ok| 'kkfey gSA6

l f'kYixzke {ks= esa izLrjksa ls fufeZr dbZ ok|&;a=ksa ds
ekWMy Hkh iznf'kZr fd, x, gSa] tks ns[kus esa okLrfod
izrhr gksrs gSa] tSls& uxkM+k] xksihpUn] flrkj] i[kkot]
rcyk] lkjaxh bR;kfnA7

l if'peh {ks= ds lkaLÑfrd dsUnz ds rRokèkku esa gj
ekg xqtjkr] egkjk"Vª] xksok] jktLFkku o neu nhi
ds fo'ks"kr% vkfnoklh yksd dykdkjksa dks vkeaf=r
fd;k tkrk gS rFkk ,d ekg rd ;s dykdkj f'kYixzke
esa gh jgdj viuh dyk dks iznf'kZr djrs gSa] viuh
dyk ds fy, bUgas osru Hkh iznku fd;k tkrk gSA
blds lkFk gh ;gk¡ vkfnoklh fo'ks"k tutkfr;ksa ds
yksd uR̀; ns[kus dks Hkh feyrs gaSA ;s dykdkj
izfrekg ifjofrZr gksrs jgrs gaS rFkk buds LFkku ij
vU; dykdkjksa dks vkefU=r fd;k tkrk gS ftlls
vyx&vyx {ks= dh dykvksa dks ;gk¡ izJ; fn;k
tkrk gS rFkk bu dykvksa dks vxyh ih<+h rd
gLrkUrfjr djus dk dk;Z fd;k tkrk gSA jktLFkku
{ks= ds HkokbZ] dkycsfy;k] pdjh uR̀;] xojh uR̀;]
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catkjk uR̀;] xSj uR̀;] vkaxh xSj uR̀; rFkk yaxk
ekxaf.k;kj] ekaM] ?kwej xhr bR;kfn dh izLrqfr ns[kus
dks feyrh gSA lkFk gh] Hkiax] jko.kgRFkk] dkek;pk]
<ksyd] uxkM+k] eVdk] vyxkstk] ckafd;k] èkfr;k
uxkM+k bR;kfn yksd ok|ksa dk iz;ksx ;gk¡ ns[kus dks
feyrk gSA8

vyxkstk yksdok| dh izLrqfr nsrk dykdkj

l f'kYixzke ds vUrxZr yksd dykvksa dk
izn'kZu& f'kYixzke ds vUrxZr jktLFkku] xksok]
egkjk"Vª vkSj xqtjkr izkUrksa dh yksd dykvksa dk
izn'kZu gksrk gSA

l jktLFkku ds yksd laxhr& jktLFkkuh yksd xhrksa esa
ekaM] ?kwej] x.kxkSj] lkouh xhr vfèkd izfl) jgs gSaA

?kwej u`R;&

?kwej jktLFkku dk ,d ijEijkxr yksd uR̀;
gSA bldk fodkl Hkhy tutkfr us ek¡ ljLorh dh
vjkèkuk djus dsfy;s fd;k Fkk vkSj ckn esa lEiw.kZ jktLFkkuh
fcjknfj;ksa us bls viuk fy;k A ;g uR̀; eq[;r% efgyk,¡
?kw¡?kV esa ?kwesjnkj pØ esa djrh gSaA9 ¼Egkjh ?kwej NS
u[kjkyh ;s ek¡] ?kwej jeck eSa T;klh½

dPNh ?kksM+h u`R;&

;g uR̀; ljxM+k] dqEgkj] <ksyh] ckojh bR;kfn
tkfr;ksa }kjk fd;k tkrk gSA ;g uR̀; iq:"k izèkku rFkk ohj
uR̀; gSA bl uR̀; esa <ksyd] >ka>] Ms: ,oa ckafd;k uked
yksd ok|&;a=ksa dk mi;ksx fd;k tkrk gSA bl uR̀;
ds vUrxZr dk"B dh ?kksM+h gksrh gS] ftls urZd dej ls
ckaèk dj nwYgs&lk os'k cukdj ?kksM+h upkrs gq, izn'kZu
djrs gaSA

dPNh ?kksM+h ùR;

lqdj dk eq[kkSVk u`R;&

Hkhy tutkfr }kjk fd;k tkus okyk ̂lqdj dk
eq[kkSVk uR̀;* esa rhj èkuq"k ds lkFk ,d f'kdkjh ùR; LFky
ij vkrk gS rFkk ogk¡ cSBs lwdj eq[kkSVk èkkjh vkfnoklh
;qod dks ekj fxjkus dk vfHku; djrk gSA

vkaxh xSj u`R; &

;g ckM+esj ftys dk izfl) uR̀; gSA blesa
vktw&cktw ds uR̀;dkj vkilh M¡fM;ksa dks Vdjkdj uR̀;
djrs gSaA blesa ùrd yach vk¡xh ¼?kk?kjsuqek½ igudj uR̀;
djrs gaS] blh dkj.k bls v¡xh;k xSj Hkh dgrs gSaA

HkokbZ u`R; &

bl ùR; esa rst y; ds lkFk flj ij 7&8 eVds
j[kdj uR̀; djuk] tehu ij j[ks :eky dks eqag ls
mBkuk] fxyklksa ij ukpuk] dk¡p ds VqdM+kas ij ukpuk
bR;kfn ds fy, izfl) gSA ̂HkokbZ* tkfr ds }kjk fd;k tkus
ds dkj.k bldk uke HkokbZ uR̀; iM+kA10

xojh u`R; &

xojh ,d izdkj dh uR̀; ukfVdk gS ftls Hkhy
tutkfr }kjk Hkknzin esa 'kq: dj 40 fnu ckn vkf'ou
'kqDy dh uoeh rd lekIr fd;k tkrk gSA ;g uR̀;
ukV~; dyk lakLÑfrd] ijEijkxr o vfHku; rhuksa esa
le)̀ dyk gS] tks Hkhyksa dk eq[; uR̀; gSA

yaxk ekaxf.k;kj &

yaxk vkSj ekaxf.k;kj Fkkj jsfxLrku ds yksd
laxhrdkj ds :i esa izfl) gSA ;s eqfLye leqnk; ds
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dykdkj gSa] tks vius yksd laxhr ds fy, tkus tkrs gSaA
;g oa'kkuqxr] is'ksoj laxhrdkjksa dk ,d lewg gS] ftudk
laxhr ihf<+;ksa ls pyk vk jgk gSA ;s leqnk; ekjokM+h]
flUèkh] èkRrh] Fkjsyh lfgr dbZ Hkk"kkvksa rFkk cksfy;ksa esa
viuh dyk dks iznf'kZr djrs gSaA11

ek¡M xhr &

;g jktLFkku dk ,d ikjEifjd yksd laxhr gSA
;g xhr vius vFkZiw.kZ 'kCnksa o èkquksa ds lkFk ân;Li'khZ
laxhr gSA bu xhrksa esa jktLFkku ds thou dh >yd
ns[kus dks feyrh gSA vfrfFk;ksa ds Lokxr gsrq izfl) ek¡M
xhr ̂ ^dslfj;k ckye vkoks uh] ièkkjks Egkjs ns'k^^  izLrqr
fd;k tkrk gSA

pjeh yksd xhr &

bl xhr esa yM+fd;k¡ fpjeh ikSèks dks lacksfèkr
dj vius HkkbZ o firk dh izrh{kk ds le; dh eu dh O;Fkk
dgrh gSa& ¼fpjeh Egkjh fpjefy] fpjeh jk Mkyk pkj]
Hkksyh Egkjh fpjeh js½

lwaofV;k yksd xhr &

Hkhy tutkfr esa tc ifr ijns'k pyk tkrk gS]
rc mlds fo;ksx esa iRuh ;g xhr xkrh gS& ¼mfM;ks js
mfM;ks MksMks js MksMks tk;] tk; js Egkjks lqoVh;ks½

catkjk u`R; &

'kgukbZ] lisjs vkSj cklqajh dh èkqu ij dykckth
ds lkFk iq:"kksa vkSj efgykvksa }kjk izLrqr fd;k tkrk gSA

l  xksok dk yksd laxhr &

nyks &

;g xksok dk lcls izkphu yksd uR̀; gS tks eq[;
:i ls efgykvksa }kjk iwjk fd;k tkrk gS tks uR̀;] ukVd
vkSj laxhr dks tksM+rk gSA blesa efgyk,¡ nks iafDr;ksa esa
,d&nwljs ds lkeus [kM+s gksdj laxhre; yksd xhrksa dh
èkqu ij uR̀; djrh gaSA

ekaMks &

^ekaMks* ,d yksd xhr gS tgk¡ iq:"k vkSj efgyk,¡
,sls xhrksa esa NsM+[kkuh dks nksgjkrs gSa] tks izse dh bPNk vkSj

vLohÑfr dks Li"V :i ls n'kkZrs gSaA

lebZ u`R; &

;g uR̀; iq:"k o efgykvksa }kjk vius flj ij
ihry ds nhid j[kdj izLrqr fd;k tkrk gSA ^lek;h*
'kCn dk vFkZ gS& ihry] blfy, bls lebZ uR̀; dgk
tkrk gSA bl uR̀; esa 'kgukbZ] ?kqeV] lesy] lqjr] tat o
gkjeksfu;e tSls ok|kas dk iz;ksx fd;k tkrk gSA12

ns[kuh u`R; &

bl uR̀; dks ^xhr lg uR̀;* ds :i esa tkuk
tkrk gSA ;g uR̀; efgyk urZfd;ksa }kjk fd;k tkrk gSA

xksok ds yksd xhrksa esa ekaMksa lqokjh] vksoh] èkYyks]
MqokYyks bR;kfn yksd ikjiafjd xhr lquus dks feyrs gSaA

l    egkjk"Vª dk yksd laxhr

Hk:M+ &

;g uR̀; egkjk"Vª dk ,d yksd uR̀; gS] tks ,d
ejkBh i| dk izdkj gSA bl uR̀; ds }kjk èkkfeZd vkSj
uSfrd Kku lcds ikl igq¡pkus dk dk;Z fd;k tkrk gSA13

yko.kh &

Hkkjr esa egkjk"Vª dh ,d yksdfiz; laxhr&'kSyh
gSA ;g 'kSyh ikjEifjd xhr vkSj ùR; dk ,d la;kstu gSA
bl uR̀; dks lksykiqj ds èkuxj ;k pjokgs }kjk fd;k
tkrk Fkk rFkk lkekU;r;k ;g uR̀; efgyk yksd dykdkjksa
}kjk iznf'kZr fd;k tkrk gSA

l    xqtjkr dk yksd laxhr &

ikojh u`R; &

;g egkjk"Vª ds igkM+h {ks=ksa vkSj xqtjkr ds
fudVorhZ {ks= esa dksd.kk tutkfr }kjk fd;k tkus okyk
uR̀; gSA blesa lw[kh ykSdh ls cus ok|;a=ksa dk mi;ksx
djdh laxhr ctk;k tkrk gSA14

Mkax u`R; &

;g Mkaxh tutkfr }kjk izLrqr fd;k tkus okyk
uR̀; gSA ;g uR̀; L=h o iq:"k nksuksa ds }kjk gksyh tSls
R;kSgkjksa ds nkSjku fd;k tkrk gSA blesa iq:"k o efgyk,a
,d ?ksjs esa [kM+s gksdj rst y; ds lkFk vyx&vyx
vkdf̀r;k¡ cukrs gq, xksy&xksy ?kwedj uR̀; djrs gSaA15
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esoklh u`R; &

;g xqtjkr ds nf{k.k&iwohZ {ks= dk uR̀; gSA
blesa ;qok yM+ds vkSj yM+fd;ka] nwYgk vkSj nqYgu iwjh
[kq'kh vkSj mRlkg ds lkFk ùR; djrs gSaA rky ds fy, cM+s
vkdkj ds <ksy] freyh] dkals dh Fkkyh] ukxkjh] 'kgukbZ
dk mi;ksx fd;k tkrk gSA

jkBok u`R; &

;g uR̀; xqtjkr dh jkBok tutkfr;ksa ds iq:"k
vkSj efgykvksa ds }kjk fd;k tkrk gSA tksM+s esa uR̀; djrs
gq, urZd laxhr izLrqr djrs gSA16

f'kYixzke mRlo esa izLrqfr nsrs dykdkj

l    f'kYixzke mRlo

xr o"kZ 2022 esa gq, f'kYixzke mRlo ds vUrxZr
lok nkS lkS dykdkjksa us viuh dyk dk izn'kZu fd;k
ftlesa if'pe caxky dk ̂Jh [kksy uR̀;*] tEew d'ehj dk
^jkWQ*] vle dk ̂ cksMbZ f'k[kyk*] mM+hlk dk ̂ xksVhiqvk*]
egkjk"Vª dk ̂yko.kh* o ̂dksyh*] xksok dk ̂lebZ*] >kj[kaM
dk ̂NkÅ*] xqtjkr dk ̂Mkax* o ̂xjck*] iatkc dk ̂HkkaxM+k*]
flyokl dk ^ekLd uR̀;*] jktLFkku dk ^?ksj* o ^?kwej
uR̀;*] vle dk ̂ <ky FkqxaMh*] NÙkhlx<+ dk ̂ dekZ uR̀;*
izLrqr fd;k x;kA17 bu uR̀;ksa ds izkjaHk gksus ls iwoZ izR;sd
ùR; esa iz;ksx gksus okys lHkh yksd ok|&;a=ksa o yksd xhrksa
ls ifjfpr djok;k tkrk gS ftlls yksx fofHkUu jkT;ksa esa
izpfyr yksd laxhr dh fofoèk tkudkjh ,d gh LFkku ij
izkIr djrs gSaA

dk;ZØe ds vUrxZr Hkkjr dh v[k.Mrk esa
,drk dh fojklr dks lkdkj djrs gq, leLr izfrHkkfx;ksa

ds }kjk ^,d Hkkjr Js"B Hkkjr* dh Fkhe ij vkd"kZd
eueksgd lkewfgd uR̀; dh izLrqfr nh x;h ftlesa Hkkjr
ds fofHkUu jkT;ksa ds yksd laxhr ds dykdkj ,dlkFk
izLrqfr nsdj viuh ,d vuwBh Nki NksM+rs gSaA

bl 10 fnolh; egksRlo esa ,d fnu ̂yksd èkkjk*
dk Hkh izn'kZu fd;k tkrk gSA

fu"d"kZ %

bl izdkj Hkkjr ds fofHkUu jkT;ksa esa izpfyr
yksd laxhr dks f'kYi xzke ds }kjk iznf'kZr djus dk ,d
volj iznku fd;k tkrk gSA lkFk gh] tks dyk,a yqIr gksrh
tk jgh gSa] mUgsa laj{k.k o lao)Zu Hkh iznku fd;k tk jgk
gSA

lUnHkZ xzUFk %

1- lkej] nsohyky] ^jktLFkku dk yksd laxhr^] Hkkjrh; yksd
dyk e.My ,oa jktLFkkuh xzUFkkxkj] tksèkiqqj ¼jkt-½] i-̀ 21

2- pkSèkjh] lqHknzk ^^laxhr jRukdj** ljLorh O;k[;k vuqokn
lfgr] jkèkk ifCyds'kUl] ubZ fnYyh] Hkkx&4] i-̀ 12

3- https://www.mapsofindia.com.in

4- Jheku lquhy fuekor& dk;ZØe lgk;d] if'peh {ks=
lkaLdf̀rd dsaUnz] mn;iqj] ¼jkt-½ ¼lk{kkRdkj½

5- Jheku~ fl)kUr HkVukxj & dk;ZØe lgk;d] if'peh {ks=
lkaLdf̀rd dsaUnz] mn;iqj] ¼jkt-½ ¼lk{kkRdkj½

6- ogh-

7- Jheku~ gseUr esgrk& dEI;wVj izksxkej] if'peh {ks= lkaLdf̀rd
dsaUnz] mn;iqj] ¼jkt-½ ¼lk{kkRdkj½

8- ogh-

9- prqosZnh] ia- lhrkjke] ^Hkkjrh; rFkk ik'pkR; jaxeap^] fgUnh
lfefr] m-iz-] y[kuÅ] i-̀ 722

10- ^;eu^] v'kksd dqekj] ^laxhr jRukoyh^] vfHk"ksd izdk'ku]
fnYyh] izFke laLdj.k] 2001] i-̀ 360

11- lkej] nsohyky] ̂jktLFkku dk yksd laxhr^] jktLFkkuh xzUFkkxkj]

mn;iqj ¼jkt-½] i-̀ 72

12. auchitya.com
13. www.indianetzone.com
14. https://en.wikipedia.org
15. www.indianetzone.com
16. www.indianculture.com
17. m-wikipedia-org.translategoog, 10 June 2023
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yksdxhr yksd&ijEijk esa ,d&ls&nwljh ih<+h
dks izkIr gksrk gSA oSfnd dky esa yksdkpkjkas esa yksdxhr
fo|eku FkkA _pk&xku] lkexku] ukjk'kalh] leTtk
vkfn yksd ds gh mnkgj.k gSaA èkhjs&èkhjs fodkl&Øe esa
ikSjkf.kd nsoh&nsork vkSj ozr&R;ksgkj] laLdkj vkfn ds
xhr blesa 'kkfey gksrs x,A bldk {ks= vkSj fo'kky gksrk
x;kA dbZ lkewfgd yksd vk;kstu gksus yxsA

yksd&laxhr dk lkekU; vFkZ gS] ,slk laxhr tks
tu&lkèkkj.k }kjk xk;k&ctk;k tk;A fdlh Hkh {ks= dh
lkaLdf̀rd mUufr dk irk ml {ks= ds yksd&laxhr ls
pyrk gSA

fefFkyk esa yksdxhr dk foiqy Hk.Mkj gSA ̂^eSfFkyh
yksdxhr dsoy fofHkUu laLdkjksa ds volj ij gh ugha]
cfYd vkBksa izgj ds fofHkUu ekSdksa ij xkus ds fy,
vyx&vyx y; esa izpfyr gSaA laLdkj xhrksa esa lksgj]
[ksyouk] eqaMu] ;Kksiohr] fookg] yXu xhr] dksgcj]
lenkmu ¼csVh dh fonkbZ dk xhr½ vkfn izeq[k gSaA
fookg&lacaèkh fofHkUu fofèk;ksa dh ftruh vfèkdrk fefFkyk
esa gS] mruh fcgkj ds vU; Hkw&Hkkx esa ughaA ifjNuh]

· Nk=] LukrdksÙkj laxhr] l= 2021&23] fo'ofo|ky; laxhr ,oa ukV~; foHkkx] y- uk- fefFkyk fo'ofo|ky;]njHkaxk

fefFkyk dk yksdxhr

_frd jkt·
lkjka'k

fefFkyk esa fofoèk izdkj ds yksdxhr izpfyr gSaA buesa fefFkyk dk lekt vkSj yksdekul vius
laiw.kZ oSf'k"V~; ds lkFk thoUr :i esa vuqHko fd;k tk ldrk gSA fefFkyk esa lgL=kfCn;ksa ls izpfyr
yksdxhr yksd dh dqN ,slh fo'ks"krkvksa dh vksj Hkh gekjk è;ku [khaprs gSa] ftldk lacaèk fefFkyk dh
fo'ks"k izdkj dh ikSjkf.kd psruk ls gSA

fefFkyk esa yksdxhrksa dk fo'kky Hk.Mkj gS] ;Fkk& laLdkj xhr] ozr&R;ksgkj ds xhr] tkfr
xhr] _rq xhr] Je xhr] fofoèk xhr vkfn A ;gk¡ ikjEifjd yksdxhrksa ds vfrfjDr egkdfo fo|kifr
us yksd laxhr ds {ks= esa Hkh vfHkuo iz;ksx fd;kA ;gk¡ mUgksaus ikjEifjd yksd&èkquksa ds vuq:i vla[;
in&jpuk,¡ dh] tks v|ru yksdfiz; gSaA fefFkyk ds xzUFk ^o.kZjRukdj* esa T;ksfrjh'oj us yksd #fp
ds laxhr vkSj 'kSyh dk o.kZu fd;k gS ftlls bldh izkphurk Kkr gksrh gSA eSfFkyh yksdxhrksa dk lkfgR;
vkSj laxhr nksuksa lqdksey gSA xhr vkSj laxhr nksuksa lqlEiUu gSa A lqeèkqj cksyh ds {ks= esa fefFkyk dk
lkfgR; dkseyre gSa] rnuqdwy èkqusa Hkh ân;Li'khZ gSa ftUgsa lqudj vkuUn vkrk gSA

eq[; 'kCn % fefFkyk] yksd] xhr] laxhr] lkfgR;

izfofèk % bl 'kksèk&i= dks rS;kj djus ds fy, izkFkfed ,oa f}rh;d lzksrksa ls lgk;rk yh xbZ gSA

pqekvksu] yxuh] mfprh&feurh] egs'kckuh] xkslkmuh]
eèkqJko.kh] cVxeuh] upkjh vkfn fefFkyk ds ;s yksdxhr
izdkj ,sls gSa ftls dkSu lqudj foeksfgr u gks mBsxk \
upkjh dh yksdfiz;rk us vcqy Q+t+y rd dk è;ku
vkd"̀V fd;k FkkA vcqy +Q+t+y us ̂vkbuk&,&vd+cjh* esa
upkjh dk mYys[k fd;k gS&"Those in the Tirhut
language called lachari were composed by
Vidyapati and are on the Violence of the Rassion
of love. (Gladwin's translation of Ain-e-Akbari
by A bul Fazal."1 fo|kifrjfpr yksd&#fp ds lUnHkZ
esa ̂in~eJh* ia- xtsUnz ukjk;.k flag us fy[kk gS& ̂^fo|kifr
ds xhrksa esa Hkh jksiuh] dVuh] vkslkou] >wyk rFkk tk¡rk dh
èkqusa lqukbZ iM+rh gSaA muesa izse dh iqyd jksekap ,oa
gkl&:nu dh gh èkqu vfèkd jgrh gSA frjgqr ds xjhc
fdlku vius [ksrksa vkSj vk¡xu esa epku cukdj ml ij
'kkd&lCth dh yrk,¡ p<+k nsrs gSaA epku u jgs rks yrk,¡
QSys ugha vkSj Qy&Qwy ugha gksa& ̂ dhfrZyrk* ds izkjEHk
esa dfodksfdy us bldk lqUnj ladsr fn;k gS&

^frgqvu [ks=fg eka> fdfe fdÙkoYyh iljsbZ A
vD[kj [kEHkkjEHk vks tk rlq eap u gksbZ AA*2
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ijEijk vkSj yksd O;kogkfjdrk dh nf̀"V ls

fo|kifr ds xhr yksd 'kSyh ds gSaA

lEiw.kZ yksd lkfgR; dks ik¡p Hkkxksa esa ck¡Vk x;k
gS& 1- yksdxhr  2- yksd xkFkk 3- yksd dFkk 4- yksd
ukV~; ,oa 5- fofoèk xhrA bu xhrksa dh ekSf[kd ijEijk jgh
gSA yksd xhrksa esa yksd&thou dk fp=.k gksrk gSA blesa
thou dh LokHkkfodrk gksrk gSA bu xhrksa ds jpukdkj
vkSj jpuk&dky fuèkkZfjr ugha gksrk gSA eSfFkyh Hkk"kk dh
eèkqjrk ân;Li'khZ gSA fofHkUu vè;;uksa ds vkèkkj ij
X;kjgoha 'krkCnh ls gh fefFkyk esa laxhr ds fodkl dk
irk pyrk gSA fxz;lZu us loZizFke eSfFkyh yksdxhrksa dks
izdkf'kr djk;kA blds ckn vusd fo}kuksa ds }kjk bu
yksdxhrksa dk ladyu vkSj izdk'ku gqvk ftuesa MkW- vf.kek
flag] MkW- bUnzdkUr >k] ia- jkts'oj feJ vkfn ds uke
izeq[k gSaA bu yksdxhrksa dk oxhZdj.k bl izdkj gqvk gS&

1-  laLdkj xhr 2-  _rq xhr

3-  ozr&R;kSgkj ds xhr 4-  tkfr ds xhr

5-  fØ;k&lEcUèkh xhr 6-  fofoèk xhr

vkxs] fefFkyk esa bl oxhZdj.k ds vkèkkj ij bu xhrksa dks
ns[k ldrs gSaA

1- laLdkj xhr& fefFkyk esa laLdkj ds vla[;
xhr gSaA "kksM'k laLdkjksa esa tUe] eq.Mu] vUuizk'ku]
pwM+kd.kZ] d.kZosèk miu;u] fookg vkfn ds vufxur xhr
;gk¡ xkrs tkrs gSaA mnkgj.kLo:i] tUe&laLdkj dk ,d
xhr ̂lksgj* ;gk¡ fn;k tk jgk gS&

èku&èku uxj v;ksè;k fd èku jktk n'kjFk js

yyuk èku js dkSf'kY;k th ds Hkkx fd jke th tue ysy js

2- _rq xhr& tSlk fd uke ls gh Li"V gS fd
;s xhr _rqvksa ls lEcfUèkr gSa A blesa clUr] gksyh] pSrh]
dtjh] >wyk] pkSeklk] N%eklk] ckjgeklk vkfn xk, tkrs
gSaA _rq ds vuqdwy inksa esa lkfgR; vkSj laxhr izkIr gksrk
gS] ;Fkk&^pSrh*

v;ksè;k esa jke ds tueok gks jkek]

pSr 'kqHk fnuek

^^fdudk ds jkepUnz fdruk ds HkjFk

fdudk ds y[ku 'k=q?ku gks jkek A

dkS'kY;k ds jkepUnz dSdsbZ ds HkjFk

lqfe=k ds y[ku 'k=q?ku gks jkek A

fd;kS yqVkoS vUu èku lksuek

fd;ks yqVkoS gkFk daxuok gks jkek A**3

^pkSeklk* dk ,d mnkgj.k %

^^tksxh cfu f'ko jus ou fQjfFk] ikoZrh f'ko ds lax esa gks A

lkvksu f'koth eVqdh QksM+y] cqUnd pksV iM+s ru esa gks AA**

3- ozr&R;kSgkj ds xhr& gekjs ns'k Hkkjr esa
vufxur ioZ&R;kSgkj euk, tkrs gSa A fefFkyk esa bu
ozr&R;kSgkj ds lqvolj ij xk, tkus okys xhrksa dh
Hkjekj gS] ;Fkk& f'kojkf=] eèkqJko.kh] n'kgjk] ukxiapeh]
xksoèkZu iwtk] lw;Z"k"Bh vkfn ds vusd xhr yksd esa
izpfyr gSaA f'kojkf= esa upkjh vkSj egs'kok.kh xkrs gSa&

upkjh& ¼dqN iafDr;k¡½

^^vktq ukFk ,d ozr egklq[k ykxr gs A

vkgs] rksgs f'ko èk: uVos"k fd Me: ctkog gs AA

rksgs ts dgS Ng xkSjk ukp; ge dksuk ukpc gs A

vkgs] pkfj lksp eksgs gks; dvksu fofèk ck¡pc gs AA**

Hkxorh xhr ¼dqN iafä;k¡½

^^t; t; HkSjoh vlqj Hk;kmfu i'kqifr Hkkfeuh Hkk;k A

lgt lqefr oj fnv gs xkslkmfu] vuqxr xfr rqv ik;k AA

NB ¼lw;Z"k"Bh½ xhr&

^^vks ts dsjck ts QM+y ?kkSnl¡] rfgij lqXxk e¡M+jk; A

vks ts ekjcks js lqxck èkuq"k l¡] lqxk [kl; eq#>k; AA**

4- tkfr ds xhr& Hkkjr vusdrk esa ,drk dk
ns'k gSA ;gk¡ fHkUu&fHkUu tkfr&èkeZ ds yksx jgrs gSaA
fefFkyk esa Hkh vusd tkfr;ksa dk fuokl gS vkSj budh
lkekftd Hkwfedk vkSj dÙkZO;ksa dk o.kZu tkfr&xhrksa esa
fpf=r gS] tSls& czkã.k }kjk iwtk&ikB] èkksch }kjk oL=
èkksus] dqEgkj }kjk cÙkZu cukus] rsyh }kjk rsy nsus] lksukj
}kjk vkHkw"k.k cukus dk o.kZu gS A

mnkgj.k ds fy,] ukbZ dk xhr& ¼fo"k;&lans'k igq¡pkuk½

^^dgek ds Ns rqgq¡ umvk r ds gs ik¡fr fy[ky js]

yyuk js fdudfg Hksy uUnyky r fdudk vkuUn Hksy js A



Lrkse 2024 ¼fo'ks"kkad&2½

[ 320 ]

cu ds r fNfd gtek lhrk ik¡ fr fy[ky js]

yyuk lhrk ds Hksy uUnyky fd eqfu ?kj vkuUn Hksy js A**

czkã.k xhr&

lksuk  ds [kM+ke pf<+ Bk<+ Hksyk czkã.k] vkc ;kS czkã.k ckcw !

dj; yxyk lsod ds iqdkj] vkc ;kS czkã.k ckcw A

dgk¡ xsyk fd ts Hksyk lsod nqy#vk vkc ;kS czkã.k ckcw A

ckfUg fn;· gejks pkSikfj] vkc ;kS czkã.k ckcw A**4

5- fØ;k ¼Je½&lEcUèkh xhr& fofHkUu ykSfdd
dk;ks± dks djrs le; xhr xkus dh vn~Hkqr ijEijk gS gekjh
Hkkjrh; laLdf̀r esaA Qly jksiuh] dVuh] yxuh] pj[kk
vkfn xhr dk;Z dks vkxs c<+kus esa lgk;rk iznku djrs gSaA

jksiuh dk xhr&

^^tsBfg fc;ok fxjsykS] vlk<+fg tufe xsy gs]

lkvksu jksiuh djSykS] Hkkno foV Hksy gks]

vkflu Qwy Hksy èkku] dkfrd Qj Hksy gs]

vxgu dkVy èkku] nmfu;k djk;y gs]

nmfu djk; dksBh èkkjy] dwfV dwfV [kk,c gs AA**

yxuh xhr&

^^Qwy yks<+; xsygq¡ ckM+h] lkM+h eksjk vVdy Mkjh]

fd vkgks jkek] fcuq Hkksyk lkM+h ds NksM+kvksr js dh A

v¡pjk ds QkfM+&QkfM+] fy[kc ts Hkksyk ds ik¡rh]

fd vkgks jkek] fpfB;k fy[kSr Nfr;k QkVy js dh A5

6- fofoèk xhr& fofoèk xhrksa dh Js.kh esa ,sls
xhrksa dk lekos'k fd;k x;k gS tks iwoZ esa of.kZr Js.kh esa
ugha vkrs gSa] tSls&>wej] cVxeuh] >juh] f>f>;k]
lkek&pdsck vkfnA ̂cVxeuh* dh dqN iafä;k¡ mnkgj.k

ds fy, nh tk jgh gSa&

^^tkbr ns[ky iFk ukxfj ltuh xs A

vkxfj lqcqèk l;kfu ltuh xs A

dud yrk lu lqUnfj ltuh xs A

fofèk fujekvksy vkfu ltuh xs A**6

yksdxhrksa ds oxhZdj.k ds vuqlkj] eSfFkyh
yksdxhrksa dk laf{kIr fooj.k ;gk¡ izLrqr fd;k x;k gSA
oxhZdj.k ds vuqlkj eSfFkyh yksdxhrksa dk fo'kky Hk.Mkj
gS] lEiw.kZ fooj.kh ,d lhfer LFkku ij lesVuk dfBu
gksxk] vr% lkekU; :i&js[kk ;gk¡ nh xbZ gSA ,d gh xhr
'kSyh ds vusd izdkj gSaA laxhr ds rÙoksa dk lqUnj lekos'k
gSA xhrksa esa jkxksa ds Loj nf̀"Vxkspj gksrs gSa A 'kq) Lojksa
dk lqUnj leUo; gSA ̂ cVxeuh* dh èkqu esa nksuksa xkUèkkj
dk iz;ksx gqvk gSA Hkxorh xhr ds lHkh Loj 'kq) gSaA yksd
rky&ok|ksa dk iz;ksx bu xhrksa ds lkFk gksrk gSA ;gk¡
^laLdkj xhr* oxZ ds ^lksgj* xhr dk in vkSj mldh
Lojfyfi mnkgj.k ds fy, izLrqr gS&

^^t[kufg jke tue ysy nqfu;k vkuUn Hksy js A

yyuk js 'k=q Hkjy fg;k QkfV fd fe= eu gf"kZr js A

dksBk ds mij >jks[kk fd jktk jkuh cSly js A

yyuk js lkSals v;ksè;k yqVkc; fdNq ufg jk[kc js A

gfFk;k yqVk;c gfFkljofg ?kksM+k ?kksjljofg js A

yyuk js lxj v;ksè;k yqVkc; fdNq ufg jk[kc js A

mi;qZDr lksgj dh Lojfyfi %

rky&:id] ek=k&lkr7

lk js & e & e j e i & èk & èk &

t [k · u · gh · jk · · e · t ·

i i & èk i e ej e i & & & & e

u e · ys · y ·· nq fu · ;k¡ · vk ·

èk i e e · x js js lk lk js e i e
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u Un · Hks · y · js · · y y uk js

x js js x x js lk lk js & e e e e

'k · · =q · e · j y · fg · ;k ·

x j j x x js lk lk js js e & e &

Qk · · fV · fd · fe = · e · u ·

x js & x x js js & & & e x js lk

g j · f"k · r · js · · · · · ·

0 2 3 0 2 3

¼'ks"k lHkh iafä;k¡ blh rjg gksaxh½

fu"d"kZ %

fefFkyk esa izpfyr yksdxhrksa dk laxhr
inkuqdwy gSA bu yksdxhrksa ds ekè;e ls ;gk¡ ds lekt
dh lkaLdf̀rd fojklr dk n'kZu gksrk gSA ijUrq oÙkZeku
esa bu xhrksa esa tkus&vutkus ifjorZu fn[kkbZ ns jgs gSaA
dgha dkO; esa rks dgha èkquksa esa HkhA izLrqfr dk vUnkt cny
x;k gSA ok|&;U=ksa ds mi;ksx esa yksd&ok|ksa dks u ysdj
flUFkslkbtj] rcyk] uky rFkk vU; bysDVªkWfud ok| Hkh
iz;ksx esa vk x, gSa A vr% buds laj{k.k ds dkjxj dne
mBk, tkus pkfg,A rduhd ds vkxeu ds ckn ifjorZu

ykfteh gS vkSj mldk dq'ky iz;ksx ykHkdkjh gh fl)
gksxkA

lanHkZ lwph %

1- flag] xtsUnz ukjk;.k] fcgkj dh laxhr ijEijk] i-̀ 28&29

2- ogh

3- Bkdqj] MkW- eerk] eSfFkyh yksdxhrksa esa jke dk Lo:i] i-̀ 246

4- dqekjh] MkW- dfork] fefFkyk laxhrd Hkkl i)fr] i-̀ 188

5- ogh] i-̀ 145

6- ogh] i-̀ 147

7- ^in~eHkw"k.k* 'kkjnk flUgk th ls izkIr
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eRL; {ks= dk ifjp;

Þ15 vxLr lu~ 1947 dks Lora= gksus ij Hkkjr
ljdkj us jktiwrkuk dh fj;klrks esa ls vyoj] Hkjriqj]
èkkSyiqj vkSj djkSyh dks feykdj eRL; la?k cuk;k vkSj
'ks"k fj;klrksa dks feykdj jktLFkku cuk;kA twu 1949 bZ-
esa eRL; la?k dh pkjksa fj;klrsa Hkh jktLFkku esa feyk nh
xb±A bl çdkj eRL; la?k ds varxZr vyoj] Hkjriqj]
djkSyh vkSj èkkSyiqj ;s 4 ftys cuk, x,AÞ1

yksd laxhr dh ifjHkk"kk rFkk fo'ks"krk,¡

eRL; {ks= dk yksd laxhr tulkèkkj.k dk
ljy] lgt]lqyHk rFkk lkekU; O;ogkj esa ç;qä gksus
okyk laxhr gSA ;gka dk yksd laxhr fdlh Hkh çdkj ds
dBksj fu;eksa ds caèku dks ugha LohdkjrkA ;g iw.kZ :i ls
LokUrlq[kk; vkèkkfjr gksrk gSA yksd laxhr esa Loj 'kCnksa

eRL; {ks= dh yksd xk;u&'kSyh ̂ jrokbZ* dk lkaxhfrd Lo:Ik % ,d vè;;u

M‚- uhye lSu· · lrh'k dqekj·

lkjka'k

gekjs ns'k dk çkphu lkfgR; yksd xhrksa ds ekè;e ls yksd xk;u&'kSfy;ksa esa ns[kus dks feyrk
gSA yksd tu&thou lkfgR; dk çsj.kk lzksr gksrk gSA tuekul ds vusd daBks esa LokHkkfod :i ls
xk, tkus okys xhr yksdxhr dgykrs gSa vkSj yksdxhrksa ls gh yksd xk;u 'kSfy;ka mRiUu gksrh gSa]
blhfy, yksd xk;u&'kSfy;ksa dk jpukdkj dksbZ ,d O;fä u gksdj iwjk lewg gksrk gSA nwljs 'kCnksa
esa] ;g dg ldrs gSa fd yksx xk;u 'kSyh dks ,d O;fä }kjk xk, tkus ds i'pkr~ Hkh ikjaifjd :i
ls vusd daBksa dk Li'kZ çkIr gksrk gSA vr% ,d yksd xk;u&'kSyh lfn;ksa ls fcuk ifjorZu ds vusd
yksxksa }kjk xkbZ tkrh gSA yksd xk;u&'kSfy;ksa dks tc cqf) cy ls euh"kh yksd xk;u ds fofHkUu fu;eksa
esa ckaèkdj mlesa fo'ks"k rky rFkk Loj dk ç;ksx dj mls ghjs ds leku pednkj cuk nsrs gSa rks os
yksdxhr 'kkL=h; xhr cu tkrs gSa rFkk os yksd xk;u&'kSyh 'kkL=h; xk;u&'kSyh cu tkrh gSA

yksdxk;u 'kSyh esa ge vius nSfud thou ds fo'oklksa vkLFkkvksa ds n'kZu djrs gSaA
mRlo&çèkku gekjs ns'k dh laLd̀fr dk lkaLd̀frd lalkjyksd xk;u 'kSfy;ksa ls vVk iM+k gSA eRL;
{ks= dh yksd xk;u&'kSyh jrokbZ esa O;ä lkSan;Z thou&n'kZu rFkk yksd fo'oklksa vkSj vkLFkkvksa rFkk
ijaijkvksa dk foospu fd;k x;k gSA eRL; {ks= dh yksd xk;u&'kSyh jrokbZ esa O;ä lkaxhfrd rRo
dks n'kkZ;k x;k gS] ftlesa ç;qä çeq[k ok| ;a=ksa dk Hkh ç;ksx fd;k x;k gSA

eq[; 'kCn % esokr] yksdxhr] ok| ;a=] ckjgeklh] eRL;] pkSeklkA

'kksèk ekè;e % f}rh;d ekè;eksa }kjk lkexzh ladfyr dj vè;;u ds ckn bl ys[k dks rS;kj fd;k x;k gSA

· 'kksèkkFkhZ] Lkaxhr foHkkx] jktLFkku fo'ofo|ky;] t;iqj
· · funsZf'kdk ,oa vflLVsaV çksQslj] laxhr foHkkx] jktLFkku fo'ofo|ky;] t;iqj

ls iw.kZ esy [kkrs gS] yksd lkfgR; dh bu foèkkvksa esa yksd
laxhr lokZfèkd l'kä ,oa çHkko'kkyh fo/kk gSA yksd
laxhr jatu ,oa yksd eaxy dk egRoiw.kZ miknku gSaA
eRL; {ks= dk çkphu lkfgR; yksdxhrksa ds ekè;e ls yksd
xk;u 'kSfy;ksa esa  ns[kus dks feyrk gSA yksd xk;u
'kSfy;ksa esa ge vius thou dh fo'okl vkSj vkLFkk dk
n'kZu djrs gSaAÞ Hkkjr ̂vusdrk esa ,drk* ds lw= esa caèkk
gSA ;gka vusd fofHkUu laLdf̀r;ksa ,oa vusd Hkk"kkvksa dk
laxe gSA ;gka ds tuthou esa fofoèkrk ,oa fofHkUurk
ifjyf{kr gksrs gq, Hkh lkaLd̀frd ,drk ;gka ds yksxksa ds
thou esa O;kIr gSA ;g Hkkjrh; laLd̀fr dh çeq[k fo'ks"krk
gSAÞ2 yksd xk;u 'kSyh ;k fdlh LFkku fo'ks"k dh èkjksgj
ugha gSA ;g rks [kqys çkax.k esa xkbZ tkrh gSA vkokxeu dh
lqyHkrk us ,oa nwjn'kZu] jsfM;ks dh lqfoèkk us ,d LFkku]
çns'k ds yksd laxhr dks tu&leqnk; ds fy, lqyHk dj
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fn;k gSA vkt txg&txg yksd&mRloksa dk vk;kstu
gksrk gS] ftlesa Hkkjr ds fofHkUu çns'kksa ls yksd dykdkj
vius&vius yksdxhrksa dks yksd xk;u 'kSfy;ksa ds vuq:i
çLrqr djrs gSaA fdlh Hkh ns'k] çns'k dk yksd laxhr yksd
xk;u 'kSfy;ksa ls gh mRiUu gksrk gSA yksd xk;u 'kSfy;ksa
vkSj yksd laLdf̀r dk vVwV lacaèk gSA

eRL; {ks= dh yksd xk;u 'kSyh ̂jrokbZ* us ;gka
ds tu&thou esa lkaLdf̀rd ijaijk dks vius vkapy esa
lesV j[kk gSA ^ftl rjg ,d ek¡ vius f'k'kq dks vius
vkapy esa <ddj mls lqykrh gS] mlh çdkj eRL; {ks=
dh yksd xk;u 'kSyh jrokbZ us Hkh ;gka ds yksd&thou dks
vius vkapy esa latks j[kk gSA^ mRlo&çèkku gekjs ns'k dh
laLdf̀r dk lkaLd̀frd lalkj yksd xk;u 'kSfy;ksa ls vVk
iM+k gSA yksd laxhr dk fo"k; lkekU; ekuo dh lgt
laosnuk ls tqM+k gS] bu xhrksa esa çkd̀frd lkSan;Z] lq[k&nq[k
vkSj fofHkUu laLdkjksa vkSj tUe&eR̀;q dks cM+s gh Li'khZ <ax
ls çLrqr fd;k tkrk gSA laxhre; çdf̀r tc xquxqukrh
gS rks yksd laxhr dk LQqj.k gks mBuk LokHkkfod gSA
fofHkUu _rqvksa ds lgtre çHkko ls vuqçkf.kr ;g yksdxhr
ç-fr ds :i esa yhu gks mBrs gSaA ckjgeklk] Nseklk]
pkSeklk xhr lR;rk dks çHkkfor dj nsrs gSaA

eRL; {ks= dh yksd xk;u 'kSyh ̂jrokbZ* dk ifjp;
,oa fo'ks"krk

ÞeRL; {ks= dh yksd xk;u 'kSyh ̂jrokbZ* egRoiw.kZ
LFkku j[krh gSA ;g yksd xk;u 'kSyh vyoj ftys esa xkbZ
tkrh gSA eRL; {ks= dk fof'k"V vapy ftls ̂esokr* dgk
tkrk gS] bl vapy esa clus okyh eso tkfr ds uke ij
bl vapy dk uke ̂esokr* iM+kA ;g yksx gh jrokbZ yksd
xhrksa dk xk;u djrs gSaA çkphu dky esa vkSj ckS) dky
esa vkSj blds ckn Hkh yxHkx lkjs ds lkjk çns'k esokr dk
eRL; izns'k dgykrk gSAÞ3

yksd laxhr fdlh Hkh laLdf̀r dk vfHkUu vax
gksrk gSA yksd xk;u&'kSyh dk viuk vyx gh vankt gSA
ÞeRL; {ks= esa xwatrh gqbZ esokrh fL=;ksa dh vkokt rFkk
[ksrksa esa VªSDVj pykrs esokrh iq#"k }kjk xk, tkus okyh
jrokbZ yksd xk;u&'kSyh fdl dks ea=eqXèk ugha djrhA
'kknh] fookg] lqUur] vdhdk] esys] mlZ vkfn voljksa ij
xk, tkus okys yksdxhr jrokbZ yksd xk;u&'kSyh dh

çeq[k igpku gSA eRL; {ks= dh yksd xk;u&'kSyh jrokbZ
dks ;wa rks çR;sd leqnk; ds yksx xquxqukrs gSa] ysfdu
jrokbZ yksd xk;u&'kSyh dks eq[;r% eso leqnk; ds yksx
gh xkrs gSaA eso lekt esa vusdksa mitkfr;ka ikbZ tkrh gSA
os tkfr;ka Hkh jrokbZ yksd xk;u 'kSfy;ksa dks xkrh gSaAÞ4

tc lkou ekl esa tksgM+ksa dh ikyksa ij] ?kj ds vkaxuesa rFkk
ugjksa esa] uhe] ihiy] 'kh'ke vFkok dhdj ds isM+ksa ij >wys
iM+ tkrs gSa] rksesokrh yyuk,¡ eèkqjlqj esa xkrs gq, >wyk
>wyrh gSa rFkk ihax c<+krh gqbZ ckcqy ls fourh djrh gaS&

ÞdPpk uhe dh fuacksyh] lkou tYnh vk,xk]

ckcqy nwj ij nh tks geus dkS.k cqyk,xkAÞ5

ÞjrokbZ yksd xk;u&'kSyh dk xk;u vusd
çdkj ls fd;k tkrk gSA esokr ds fo'ks"kK flíhd vgen
us esokrh yksd xhrksa dks ckjgHkkxksa esa ckaVk gS] mlh ds
vuqlkj] jrokbZ yksd xhrksa dk xk;u vkSjrsa feydj djrh
gSa] exj iq#"k vdsyk Hkh xk ysrk gSA blesa fojg ds xhr]
çse ds xhr] ckjgeklh xhr] jhfr&fjoktksa ls lacafèkr yksd
xhrksa dk xk;u fd;k tkrk gSA jrokbZ yksd xk;u&'kSyh
esokrh Hkk"kk esa xkbZ tkrh gSA esotkrh ds yksxksa }kjk blds
yksd xhrksa dk xk;u fd;k tkrk gSA eRL;  {ks= ds esokr
esa dFkk dgus rFkk lquus dh fo'ks"k ijaijk gSA fookg vkfn
vusd voljksa ij bl xk;u 'kSyh dk xk;u fd;k tkrk
gSA blds yksd xhrksa dk xk;u djus okyk xk;d vius
O;fäRo] 'kSyh o vuqHko ls ckr dks fnypLi cukrk gSAÞ6

bl vapy esa lxkbZ ds ckn C;kg ¼'kknh ½ vkrk
gS] ukbZ;k fejklh C;kg dh fpëh ysdj yM+dk i{k ds ?kj
tkrk gSA fcjknjh ds yksx bdës gksrs gSa vkSj lcds lkeus
fpëh i<+h tkrh gSA 'kknh dh fuf'pr frfFk ls yxHkx 15
fnu igys rsy p<+k;k tkrk gS vkSj blds i'pkr~ 'kknh
dh vkSipkfjdrk,a iwjh dh tkrh gaSA eso vkSjrsa jkr&Hkj
cuokjs xkdj yM+dk ,oa yM+dh ds cuokjs fudkyrh gSaA
cuokjs ds xhr xk, tkrs gSaA fL=;ka jrokbZ xkdj bl
mRlo dks mYykle; cuk nsrh gSa] bUgha jhfr&fjoktksa ij
çLrqr ,d jrokbZ yksdxhr&

Þvkvksjh jkr txh] rsy p<+kvks]

rsy p<+kvks FkkdscVuk yxkvksA

dkbdks rsjks cVuks dkbdksrsjks rsy]

tks p.k dks cV.kkspesyh dks rsyAÞ7
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esokr vapy dh yksd xk;u&'kSyh ̂ jrokbZ* dk
bl vapy ds lqIreu dks >adr̀ djds mlesa ubZ meax]
u;k mRlkg rFkk ubZ çsj.kk txkrk gS rFkk muds eu dks
jaxhu Hkkoukvksa ls Hkjrk gSA

^jrokbZ* yksd xk;u&'kSyh esa lkaxhfrd fo'ys"k.k

jrokbZ yksd xk;u 'kSyh laxhr dh nf̀"V ls
cgqr egRoiw.kZ gSA jrokbZ yksd xk;u&'kSyh esa æqr rFkk
eè; y; dk ç;ksx vfèkd fd;k tkrk gS] blfy, budh
jpukvksa esa vfèkdrj dgjok] nknjk o rhurky dk ç;ksx
fd;k tkrk gSA jrokbZ yksd xk;u&'kSyh esa papyrk gksus
ds dkj.k bldh jpukvksa esa dkQh] ihyw] fcykoy vkSj
;eu jkxksa dk ç;ksx vfèkd fd;k tkrk gS] jrokbZ yksd
xk;u&'kSyh esa ok|&;a=ksa esa lkjaxh] gkjeksfu;e] <ksyd]
vyxkstk] cktk] chu rFkk jkx] rky esa fuc) gksus ds ij
jrokbZ yksd xk;u&'kSyh esa jatdrk mRiUu gksrh gS] tks
eRL; {ks= dh laLd̀fr dk vkHkkl djkrh gSA gekjs 'kkL=h;
laxhr esa ok|&oxhZdj.k ds varxZr ok|ksa dks eq[;r% pkj
Hkkxksa esa ckaVk x;k gS&

1-   rr ok|

2-   ?ku ok|

3-   vou) ok|

4-   lqf"kj ok|

rr ok| ;k rarq ok|

bl Js.kh ds ok|ksa esa rkjksa ds }kjk Lojksa dh
mRifÙk gksrh gS buds Hkh nks çdkj gksrs gSa&

rr ok|

forr ok|

rr ok|ksa dh Js.kh esa rkj ds oks lkt vkrs gSa
ftUgsa fetjkc;k vU; fdlh oLrq dhVadksj nsdj ctkrs gSa]
tSls& oh.kk] flrkj] ljksn] rkuiqjk] ,drkjk] nks rkjk
bR;kfnA nwljh forr ok|ksa dh Js.kh esa xt dh lgk;rk
ls ctus okys lkt vkrs gSa] tSls& bljkt] lkjaxh]
ok;fyu vkfnA

?ku ok|&

bl Js.kh ds ok|kas esa pksV ;k vk?kkr ls Loj

mRiUu gksrs gSa] tSls& tyrjax] eathjk] >ka>] djrk] ?kaVk
rjax] fi;kuks bR;kfnA

vou) ok|&

bl Js.kh esa peM+s ls cus gq, rky ok| vkrs gSa]
tSls& eǹax] rcyk] <ksyd] [katjh] uxkM+k] Me#] <ksy
bR;kfnA

lqf"kj ok| &

bl Js.kh esa Qw¡d ;k gok ls ctus okys ok| vkrs
gSa tSls& ckalqjh] gkjeksfu;e] DykjusV] 'kgukbZ] chu] 'ka[k
bR;kfnAÞ8

dqy yksd ok|ksa dk o.kZu ;gk¡ izLrqr fd;k
tkrk gS&

gkjeksfu;e&

^gkjeksfu;e* ydM+h] èkkrq] ihry vkSj diM+s ls
cuk ,d ok| ;a= gSA ,d çdkj dh ydM+h dh isVh
ftldh mRifÙk if'pe caxky esa gqbZ FkhA bl çdkj
gkjeksfu;e Hkkjrh; laxhr ds lkFk&lkFk yksd laxhr esa
Hkh mi;ksx esa fy;k tkrk gSA

<ksyd&

^<ksyd* dikl] èkkrq] bLikr] 'kh'ke dh ydM+h]
cdjh dh [kky] vke dh ydM+h] HkSal ds peM+s] vkSj L;kgh
ls cuk ,d rky ok| gSA ;g ok| ;a= eRL; {ks= esa
lkekU;r% yksd laxhr esa mi;ksx esa fy;k tkrk gSA oknd
dh xksn esa j[kdj] [kM+s gksdj vkSj tehu ij cSBdj rFkk
oknd }kjk vius ,d ?kqVus ds uhps nckdj mi;ksx esa
yk;k tkrk gSA

lkjaxh&

^lkjaxh* ,d xk;dh&çèkku Hkkjrh; laxhr dk
ok| ;a= gS] tks yksd laxhr esa Hkh ç;ksx esa fy;k tkrk gSA
çkphu dky esa lkjaxh ?kqeDdM+ tkfr;ksa dk ok| FkkA
bldk çkphu uke lkfjaèk Fkk tks dkykarj esa lkjaxh gqvkA
eRL; {ks= dh yksd xk;u&'kSyh jrokbZ esa bldk ç;ksx
fd;k tkrk gSA

'kgukbZ&

^'kgukbZ* Hkkjr ds lcls yksdfç; ok| ;a=ksa esa ls
,d gS] ftldk ç;ksx 'kkL=h; laxhr ls ysdj lHkh rjg
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ds laxhr esa gksrk gS] ftlds ,d fljs ij nksgjk bZ[k gksrk
gS vkSj nwljs fljs ij ,d èkkrq ;k ydM+h dh ijr gksrh
gSA

oa'kh&

Þcqf) tuckal ls fufeZr vkSj #æ vFkok Nsn;qä
ok|ksa dks lqf"kj tkusaA os.kqds'oj rFkk xzke vkfn esa gksus
okyh fofèk;ka oh.kk ds leku gSa] calh ok| Qw¡d ls ctus
okys ok| esa ,d çeq[k ok| gSA lqf"kj ok| nks çdkj ds
gksrs gSa] 'okl }kjk Qwad nsus okys ok| vkSj èkeuh }kjk gok
nsdj cktk, tkus okysA eqjyheuksgj Hkxoku Jh d"̀.k ds
oaf'kdk&lacaèk dbZ xzaFkksa esa ns[ks tk ldrs gSaA iqjk.kksa esa oa'kh
vkSj os.kq dk fofHkUu çlaxksa esa o.kZu ik;k tkrk gS] oa'kh ds
Loj] oh.kk rFkk daB Loj esa çfo"V gksus ds dkj.k fl)
Loj dgykrs gSaA Loj ftu xfr;ksa dks èkkj.k djsa] oa'kh mu
lcdks ctk ldrh gSA çkphu dky ds foèkku ds vuqlkj
irk pyrk gS fd leLr fNæksa dks can dj nsus rFkk
lkekU; :i ls eq[kjaèkz esa Qawdus ls eè; lIrd] cyiwoZd
Qawdus ls rkj lIrd vkSj èkhes Qawdus ls eaæ lIrd ds Loj
mRiUu gksrs gSaAÞ9

>ka>&

^>ka>* ,d çfl) yksd ok| gS bldk ç;ksx
eq[;r% yksd laxhr esa gksrk gSA >ka> çk;% yksgs dk cuk
gksrk gS] ftlesa yksgs ds nks xksy VqdM+s ftuds eè; ,d
Nsn gksrk gS ftl ij jLlh rFkk diM+s ds idM+us ds fy,
yxk;k tkrk gSA blesa ,d&,d VqdM+s dks ,d&,d gkFk
esa idM+ dj ctk;k tkrk gSA ;g xksykdkj lery
r'rjh tSlk rky ok| gS] ftls <ksy ctkus dh ydM+h ls
;k blds tksM+s dks ,d&nwljs dks jxM+rs gq, Vdjkdj
ctk;k tkrk gSA

eathjk&

^eathjk* ok| Bksl ok| gS tks ?ku ok| dh Js.kh
esa vkrk gSA bldk oknu Hkh eq[;r% yksd xk;u 'kSfy;ksa
esa ns[kus dks feyrk gSA jrokbZ yksd xk;u&'kSyh esa
bldk oknu eq[;r% gksrk gSA eathjk ihry] tLrk vkSj
rkack vkfn èkkrqvksa ls fufeZr gksrk gSA ;g nks I;kyhuqek
r'rjh gksrh gSA çR;sd iêh dk eè; Hkkx I;kyh ds vkdkj

dk gksrk gS ftlls mudk iwjk Hkkx ,d&nwljs dks Li'kZ dj
bls ctkus dh lqfoèkk ds fy, eathjkas ds fdukjksa dk Hkkx
iryk gksrk gSA bu nksuksa Hkkxksa esa chp esa ,d Mksjh fijksbZ
tkrh gSA blh Mksjh dks vaxqfy;ksa esa yisVdj bldk oknu
djrs gSaA

fu"d"kZ %

eRL; {ks= dh yksd xk;u 'kSyh ^jrokbZ* dk
HkkSxksfyd] ,sfrgkfld rFkk lkaLdf̀rd egRo gSA yksd
xk;u 'kSfy;ksa ls çR;sd {ks=] tgka yksd laxhr xk;k tkrk
gS] dh laLdf̀r dk irk pyrk gSA eRL; {ks= dh yksd
xk;u 'kSfy;ka ljy] lqanj] vuqHkwfre; vkSj laxhre; esa
gksrh gaSA laxhr ds fcuk yksd thou dk LokLF;] muds
vkuan dk jgL;] yksdxhrksa vkSj muds laxhr esa varfuZfgr
gSA yksd xk;u 'kSyh esa dksbZ fuèkkZfjr fyf[kr foèkku ugha
gS] dksbZ fo'ks"k fu;e ugha cuk, x, gSa fdarq yksd xk;u
'kSfy;ka rFkk yksd laxhr dh ,d fo'ks"k i)fr vo'; gksrh
gSA blh i)fr ds vuqlkj eRL; {ks= dh yksd xk;u&'kSyh
jrokbZ viuh vyx igpku cuk, gq, gS] ftlls eRL;
{ks= dh yksd laLdf̀r dk vuk;kl gh vkHkkl gksus yxrk
gSA bl çdkj] eRL; {ks= dh yksd xk;u&'kSyh jrokbZ
lkaLdf̀rd fofoèkrk fy, gq, lkaçnkf;d ln~Hkkouk dk
vuwBk mnkgj.k gSA
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Introduction:-

The new era of Indian Cinema came
into being with “Pather Panchali” by Satyajit
Ray who introduced a new style of film making
through his debut film. Here Ravi Shankar
brought about a noticeable change in the history
of background music. The beautiful combination
of Sitar and Flute was ideal to portray Folk music
of India. Keeping intact the spirit of the story
Ray introduced a new style which inspired
viewers to understand the cinematic language.
After receiving Award in Cannes Film Festival,
1956 Ravi Shankar and Ray came into
prominence in World Cinema.i

Globally Pather Panchali has made a
mark and Shankar’s music gave the idea of both
folk and Instrumental music of India. In fact the
entire Apu Trilogy highlighted the music of
Bengal. The appeal of Apu Trilogy is enormous

*Ph.D., Rabindra Bharati University, Senior Fellow of CCRT, Former Junior Fellow of CCRT (2014-2015), Category –
Performing Arts: Folk Music Soul of India

Application of Folk Musicas portrayed in Satyajit Ray’s Apu
Trilogy and Sonar Kella

Sukanya Sarker*
Abstract

In India, folk music plays a very important role in theatre, drama and  films. Folk music
and culture are soul of rural India as well as of Indian culture. Cinema is a universal
medium which can convey messages to all walks of life. The music ofPatherPanchali(based
ona famous Bengali novel by Bibhutibhushan Bandyopadhyay) by Ravi Shankarhas
everlasting effect on viewers across the boundaries. The music appears to be very simple.
But beneath the simple application there is a deep mystic quality in  folk music.In
SonarKellafolk music portrayed beautifully Rajasthan’scolourfulsocial life. Shankar
useddifferent  types of folk music and surrounding sound to portray Bengal’s rural life.
The struggleof an octogenarian widow has been depicted  through the lyrics of afolksong
in her voice.Different folk tunes  gives an idea of the cultural life of Rajasthan. The
aesthetic beauty of  folk music is always appealing in both Apu Trilogy and Sonar Kella.
The source of information is YouTube and some books

Keywords : Bhatiyali, Baul, Bhajan, Gorband, Mysticism,

Methodology : Secondary Sources.

as it tells a story of human condition in India and
the structure of music with the elements and
emotions of folklore. Shankar’s touching music
was acclaimed in the film world. The beauty of
a music lies in the fact when it goes beyond the
confines of the  connoisseurs. The folklore in
this film was a harbinger of a new era. The
approaches of the cinematic language,
presentation of Instrumental music along with
other sound effects and folk music were totally
different and realistic which so far had been
unknown in Indian film circle. The essence of
folk music behind the title card has become the
signature tune of the film.

Indian folk music has always some
mysticism in its presentation. These mystics think
that through their sincere prayers, they can  have
a communion with God. In “PatherPanchali”, a
particular song in the voice of Indir Thakrun is
a clear example of this mysticism. An English
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translation   of the prayer of the song is like this,
“I have almost completed my earthly stay and
now it is time for you (God) to take me away
from this world. She is appealing fervently to
liberate her from the shackles of this world. This
octogenarian lady’s prayer to the Almighty is to
rescue her from her miserable life. So she
appeals to God to release her from the misery
she experienced in this world”. She humbly
requests with a short piece of Bengali folk song
which is full of mysticism. She conveys to God
that she is a pauper. She endured a lot of hardship
and torture in the society. So she desperately
requests for shelter at Almighty’s feet. According
to Hindu belief she wants to leave this world as
she has completed her earthly stay.

Eminent music composer Bhaskar
Chandravarkar told in a documentary, Pather
Panchali: A living Resonance” that the  film’s
music has a quality of mysticism1.ii

He thought that the music succeeds and
works beautifully throughout the film. The
simplicity of  the musicis an outwardly
characteristics of the film. It has a deep meaning
and the structure of the music is very helpful for
the film to communicate to the people across
the lines and boundaries of culture. In his view,
the music expresses the emotions of rural India
exquisitely. The music, we hear, sounds very
simple but it has given an in-depth emotion of
rural India specially Bengal.iii

Pather Panchali  revolves around
Harihar, his wife Sarbajaya, daughter Durga,
son Apu and an octogenarian distant relative
Indir Thakuran. Some important scenes of Apu
Trilogy and its musical pieces give a vivid picture
of rural Bengal.

First sequel of Apu Trilogy : Pather Panchali
(1955)

The scene of the birth of Apu from Pather
Panchali :

In Apu’s birth scene, we find some
Kaleidoscopic2 movement and a happy
Bhatiyali3 tune by  Shankar on  Sitarcomes out
with a rhythm but no percussion is added as
accompaniment. Indeed, the happiness prevailing
all around was beautifully portrayed with just a
solo Sitar producing the entire happy scene is
indeed marvelous. As a composer Shankar was
unparalleled.iv

Little Durga – a clip from PatherPanchali :

In another scene a typical rural life of
Bengal has been presented where a little girl
Durga is roaming around from one corner to
another in the open field. The chirping of birds,
natural sound, the little girl  playing with kittens
and the musical score made the scene a
mesmerizing one. Here a solo Sitar by Ravi
Shankar in the background demonstrated a
typical Bhatiyali composition with simple
melodic phrases. He effortlessly played in the
three octaves without deviating from the basic
structure of Bhatiyali tune. The mastery of
Shankar on instant improvisation on a folk tune
comes alive in this scene. This marvelous musical
piece is an absolute display of imagination,
creativity and rhythmic pattern without
any support of Percussion. The thematic
development of a folk tune is executed
wonderfully through Sitar.v

Death Scene of Indir:-

The scene starts with the realistic sound
of a bell tied around the neck of the cow. The
constant ringing sound of bell was either coming
out from some religious ceremony in a house or
tied in the neck of a moving cow. The sound is
also produced by a sweet seller who used to sell
sweets in the village. In this scene the sound is
non-diegetic as the source is not known exactly.

After that the rolling of a too much used
aluminum utensil over the water is a very distinct
symbol that somebody is leaving this earthly
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world. The total silence marks the startling scene
of  Indir’s death . Indeed no other sound effect
could have been more appropriate. This is
followed by a solo folk song of the rural area
commonly known as “Baul4” which talks about
the Almighty who is helping even the poorest of
the poor to cross over to the next world.vi

Second Sequel of Apu Trilogy: Aparajito
(1956)

The second sequel of Apu Trilogy is
Aparajito. The film starts withthe life of Harihar
along with his family in Varanasi. But after a
brief period due to Harihar’s sudden demise
Sarbajaya and Apu were in adire straits. The
film revolves around the relationship between
mother and son. Aparajito  focuses the growing
up of Apu and deserves a special mention for its
appropriate background score by Ravi Shankar.
Ray added other ambient sound and sound
effects very artistically. The film also marks the
beginning of Ray’s fascination for recording
ambient sounds and using them to highlight the
mood of a scene. Ambient sound often enriches
folk tune.

Shankar incorporated the sound of a
bowing instrument  in Aparajito based on a Folk
tune at a significant juncture. After coming back
from Varanasi to the village Mansapota both
mother and son felt nostalgic about their native
village Nischindipur. The atmosphere of the
village Mansapota reminds Apu the sweet
memories of childhood with Durga. At the end
of a particular scene sound of Esrajcreates a
sad mood. Here Shankar used apure folk tune
in solo Flute which is  a perfect symbol of rural
life. Once again a Bhatiyali tune (Based on  all
the Shuddh notes) appears.vii

In another important juncture, Ravi
Shankar created an atmosphere of melancholy
through Esraj in the same  tune. In this scene
Sarbajaya is  showing Apu the money she saved

for her future. The expression of happiness in
both of them is designed beautifully by designed
the sound track. The Bhatiyali tune expresses
beautifully  the extreme poverty, the impending
loneliness of a lady who struggled throughout
her life and had to roam around from one place
to another  for livelihood. This particular musical
sound was  an echo of distress all over.viii

In another scene Apu gets approval of
his mother  to go to Calcutta for higher studies,
fast phrases of Shuddh notes in Bhatiyali by
Ravi Shankaris heard. Throughout the film Ravi
Shankar’s understanding of  the progression of
the entire narrative is worth mentioning. It helped
to bring an atmosphere of happiness for them.ix

Third Sequel of Apu Trilogy: Apur Sansar
(1959)

In the third sequel of Apu Trilogy i.e.
Apur Sansar, the central characters  are Apu
and his wife Aparna. The entire musical score
of Ravi Shankar is full of life and freshness. He
used simple folk tunes in composing background
music and even in the structure of Instrumental
orchestration.

A short description of Apu’s marriage is
needed to underst and The World of Apu. Apu’s
marriage ceremony started with a Shehnai
based on an evening raga Sohini. His marriage
was  different from other conventional marriages
in Hindu society. He was just an invitee in the
wedding ceremony of his friend Pulu’s sister.
As the original brideg room turned to be an
insane Apu was requested to marry the
unfortunate girl by his friend and some other
relatives. To the bride’s family he was the only
choice. Apu was caught unaware and initially
he was reluctant to agree to their proposal. But
in his second thought he understood the situation
and agreed to marry. The only problem for Apu
was that he was no house of his own and he had
no permanent job. So the ceremony in the
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bridegroom’s residence was arranged in bride’s
residence. It should be mentioned here that Apu
was a resident of Calcutta.

Apur Sansar First Night|First Talk with
Aparna|:

In Aparna’s house at the night of “Phool
Sajya” (a part of wedding ritual in Bengal, it is
common all over India in different names) we
listen toa  “Bhatiyali5” rendition which is
performed by the sailor (Majhi) of a boat in the
nearby river. The song continues in a medium
volume, the voice of a boatman coming from a
distance during the conversation of the newly
married couple. It has a mystic essence. The
lyrics of the composition  of this Bhatiyali is
sublime and the philosophy of the composition is
actually complicated underneath. The song dealt
with life and death cycle of human being. This
rendition is used twice in Apur Sansar.x

After that a beautiful Sarangi is played
at the background of the dialogue between Apu
and his wife Aparna where Apuvery frankly
informs that he has  nothing in this world. He is
telling his newly wedded wife that he doesn’t
even have a house of his own. The musician
used the Shuddh notes of the beautiful  “Nat”
Ang but primarily making those notes into a
phrase of a tune of a composition with an
emphasis of Rekhab, the important note in Nat.
The piece lasts for a minute only to establish a
raga firmly. Indeed it is a beautiful and touching
piece of the film. Through this piece Ravi
Shankar brought out the pathos of the life of
Apu. The simplicity of a sort of confession is
underlined by this mesmerizing musical track.
The simplicity of the village life is expressed
through the tune of Sarangi.xi

Sonar Kella(1974):-

Introduction:-

Satyajit Ray made this wonderful

suspense thriller film in the middle of 1970s which
is based on his own novel “Sonar Kella”. The
story was inspired by a research into
reincarnation conducted by Dr. Banerjee, a
parapsychologists at Rajasthan University in
Jodhpur. In Andrew Robinson’s words “Ray does
not know whether he believes in reincarnation,
but he says ‘There are so many examples of
cases I think one should keep on open mind’.”xii

Ray articulated wonderful visuals of the
desert land of Rajasthan. He portrayed a vivid
picture of the forts of Rajasthan. Through this
film he wonderfully designed the musical tracks
with rich cultural heritage of Rajasthan. In two
very important scenes we find wonderful and
authentic Folk songs of Rajasthan with the
accompaniment of Folk instruments which made
the songs vibrant and give the real essence of
Rajasthan’s rural life.

Mon Mera Ram Ram Rache:-

Satyajit Ray believed that music in a
film should always play a supportive role and
only enrich the sound track. The composition
“Man Mera Ram Ram Rache” is a well-known
and traditional Bhajan6 of Meera Bai who also
belonged to Rajasthan. It is a popular composition
based on raga Mand and performed with the
accompaniment of Chautara7. Ray picked up a
traditional Bhajan and the scene is based on
the narrative. It is rendered by a renowned
Folk singer Soni Devi of Rajasthan. The
accompanying folk instrument Chautara not only
gives the Tonic but also working as a Percussion
support to maintain the rhythmic beats. With
complete authenticity Ray picked up an original
andprofessional Folk singer of 20th century and
took all the possible efforts to record it as clearly
as possible. It is indeed a beautiful piece despite
the strong storyline and suspense created on that
scene. This rendition took over these few
minutes and the viewers will be engrossed by
essence of the song.xiii
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Folk song of night sequence:-

This folk musical piece is known as
Gorband8 which is a traditional folklore sungfor
decorating the Camels before their ride.In
Gorband Percussion plays a very important role.
The words of this traditional folk song are based
on the ornaments (things) that Rajasthani people
are putting up on to the Camel for decoration.
This  styleof folk songs are generally performed
in the roadside. Here also it is performed outside
the platform of a small railway station in the film
during a night scene. The unbelievable use of
Folk  Percussion instrument Khartaal9 in
Gorband is unique in natureand created a
wonderful rhythmic pattern. In this song mainly
folk instrument Khamaicha10 is used for
accompaniment. In the film a group of folk
singers performed Gorband with authenticity.
Ray articulated this pure folk piece so beautifully
inthis entire scene that the viewers are attracted
towards this song. Through this Gorband
presentation one can understand the musical
understanding of Ray. Both of the Rajasthani
folk music presented so authentically that the
viewers can feel the ambience of the colorful
Rajasthani folk culture.xiv

(Footnotes)
1. Mysticism is a belief that union with or absorption

into the Almighty or the spiritual apprehension of
knowledge inaccessible to the intellect. It can be
attained through self-surrender and contemplation.

2. A large number of  different movements with
complexities are happening but keeping the beauty
intact.

3. Bhatiyali is a form of Folk Music in both West Bengal
and Bangladesh. Generally it is known as River song
and mostly sung by boatman while going down
streams of the river. But in this film it is performed
on Sitar.

4. Baulare a group of mystic minstrels of mixed elements
of Sufism,Tantra andVaishnavismfrom West Bengal,
Assam, Tripura and Bangladesh. They are a religious
and cultural group of India who are known for their
songs and poems to Almighty who dwells within.
They constitute both a syncretic religious and a

musical tradition.The  termBaul  usually means
madman or religious ecstatic. Lalon Shah is regarded
as most celebrated BaulSaint.

5. Bhatiyaliis a form of folk music in both West Bengal
and Bangladesh.It is a song of river and generally
sung by boatmen. The word Bhatiyalicomes from
“Bhata” meaning ebb or downstream. It is mostly
sung in several parts ofGangetic West Bengal and
greater riparian Bengal.

6. Bhajan refers to devotional song with a religious
theme or spiritual ideas in Indian religions. The term
Bhajanmeans reverence.It originates from the root
word Bhaj. Bhajans are performed by a group of
singers or a person.Bhajans are accompanied by
Tabla, Dholak. It can be rendered in a temple, near a
river bank or a place of historical significance.

7. Chautarahas two parts made of wood and it is very
decorative. It is a fourstringed instrument made of
wood and steel. Generally it is found in Rajasthan. It
is mostly used by the Kamadcommunity for
rhythmic accompaniment of folk song.

8. Gorband is the famous folk song which describes
the process of preparing a decorative string for camel.
It’s aknotted ornament worn around the neck to adorn
a camel

9. Khartaal is an ancient instrument mainly used in
folk songs. This wooden clapper is a Ghana Vadya
which has discs or plates that produces clinking
sound when clapped together.

10. Kamaicha is a stringed instrument made of
parchment, steel, metal, gut, shisham and horsehair.
It is a community instrument found in Rajasthan
and mainly used by Manganiar as an accompanying
instrument of folk song.

(Endnotes)
i. https://en.m.wikipedia.org/wiki/Pather_Panchali
ii. Pather Panchali: A living Resonance (Full Movie)

Published on 7 Aug 2012,
https://youtu.be/arzpoAOFIfQ

iii. Pather Panchali: A living Resonance, Published on 9
Aug 2010,  https://youtu.be/R6XxhJvNQcQ

iv. Birth of Apu scene from Pather Panchali, Published
on 29 Mar 2018, https://youtu.be/5_SSJB0zB_k

v. Little Durga -a clip from Pather Panchali (1955),
Published on 15 Aug 2017,
https://youtu.be/eh4D_M_vZXQ

vi. Death of Indir scene from Pather Panchali (1955),
Published on 18 Jun2017,



[ 331 ]

Lrkse 2024 ¼fo'ks"kkad&2½
https://youtu.be/KsE1O1VzqQ8
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viii. Aparajito (1956) Part -X, Published on 30 Aug 2021,
https://youtu.be/Ktx4UDg_AtY

ix. ibid
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xi. ibid
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Eye, Andre Deutsch,105-106 Great RussellStreet,
London, WC1B 3LJ , Page-235

xiii. Sonar Kella mon mera ram ram rache, Published on 3
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Introduction : Rajasthan is renowned as a state
steeped in traditions and widely celebrated for
its opulent art and rich cultural heritage. The
region offers a comprehensive array of artistic
expressions and diverse cultural practices. It
encompasses various facets, such as language,
folk songs, folklore, folk dance, paintings,
architecture, literature, textiles, and a plethora
of theatrical performances, all collectively
establishing Rajasthan as an epitome of culture
& traditions. An intriguing aspect of the linguistic
landscape is the claim that every 50 kilometres
brings about a discernible change in dialect.
Furthermore, each district boasts its distinct
rituals, albeit with subtle variations. Within each
art form, there exist numerous subtypes, whether
it be within dance, song, or painting.1
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Contemporary Significance and Modern Interpretation of the
Phad of Major Deities in Rajasthan

Dr Shalini Saxena** Archana Sahay Saini*

Abstract

The research paper delves into the concept of Phad, a traditional art form in Rajasthan
that involves singing full songs dedicated to the life stories of deities. The paper focuses on
the major deities named, Ramdevji, Pabuji, Hadbuji, and Dev Narayanji, who have garnered
widespread popularity among the common people. This paper aims to highlight the
contemporary significance and modern interpretations of Phad, shedding light on its
cultural and artistic relevance in present times. It also aims to rejuvenate and reapproach
the regional style of singing life stories which are visibly reduced in the past few decades.
It will examine the Rajasthani folk songs and literature with historical and cultural lenses.

Keywords : Literature, Folk literature, Deities, Phad, Art &Culture, Folk Songs, Heritage
Research Methodology : This research paper will focus on Lokdevtas (folk deities) of Rajasthan and their

Phads, which are representations of their life span. These Phads are considered a form of oral
literature, as they originated as songs sung by professional singers, and were later transcribed by
various writers. Among the numerous local deities of Rajasthan, the paper will specifically highlight
five major ones- Pabuji, Hadbuji, Ramdevji, Devnarayanji, and Gogaji. The present article is precisely
based on secondary data. The information used here is collected and keenly interpreted from
existing books and articles related to the topic. It is a qualitative approach to Research Methodology.
The MLA style is used in the formation of references.

The state has many exquisite painting
styles such as Phad, Miniature, Bani Thani, and
Mandana. Mandana paintings are intricate floor
and wall designs created using natural pigments,
Miniature paintings are intricate and detailed
artworks often portraying royal court scenes
whereas Phad paintings depict folk deities and
epic tales,and the bravery of folk deities. The
Phadart form originated in Shahpura near the
Bhilwara district. Phad paintings are typically
created on a long piece of muslin cloth that
depicts the entire life cycle of the deity. This
unique style of painting employs a scrolling
technique allowing the artwork to be rolled up.
This is an oral narrative technique, which can be
also known as pictorial narration (Chitra Katha).
At sunset, the long cloth is unfurled, and priest
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singers, known as Bhopa/Bhopi, perform step
by step in the local dialect in front of the
assembled audience at the deity's temple. This
art form has a history spanning 700 years and
has been passed down through generations within
a single family. The oldest Phad in research of
John Smith dated in 1857, while according to
Colonel James Tod, it is 1819. During the
performance, the male priest sings while the
female priest or Bhopi dances, illuminating the
Phad with a handlamp. Additionally, an instrument
called 'Ravanhatta' is used to accompany the
Phad performance.2

Background : Rajasthan is one of the wealthiest
states in India due to its historical association
with the Royal Rajpur rulers. The Rajputs were
known for their deep appreciation of art and
culture, and their efforts to preserve and promote
various art forms. In addition to worshipping
universal Gods, every region typically has its local
deities who were believed to have been humans
that later attained God-like status through their
noteworthy deeds. Rajasthan, as it exists today,
was officially established on March 30, 1949.
Before this, the region consisted of independent
entities, each with its own set of rules and living
standards. These entities also worshipped
different local deities for various purposes.3

Contemporary significance : A century ago,
there were limited entertainment facilities
available to people, so they often showcased their
individual skills and artforms on a stage known
as 'Chaupal' in the local dialect. The Chaupal
was a central open space in every village for
various community activities. One of the popular
group performances during that time was called
'Phad,' Which involved the use of a long cloth
and musical equipment.

In that era, modern amenities like mobile
phones, televisions, the internet, and computers
did not exist. Therefore, people relied on their
abilities to entertain each other through dance,

music, and other forms of art. Among the various
art forms in Rajasthan, Phad gained significant
popularity due to its religious connections. It
presented a general depiction of medieval
Rajasthan, featuring images that vividly
represented men and women. Horses, elephants,
peacocks, cows, birds, camels, armed soldiers,
demons, temples and more.

The Phad paintings were intricately
crafted using vegetable colours on handwoven
khadi clothes. They predominantly focused on
social contexts and relationships, becoming a
hallmark of their origin during that period. These
paintings narrated stories of heroic legends who
selflessly sacrificed themselves for a social
cause, saving many people or an entire
community. The Phad performance involved a
group of artists, with one person playing music
and singing, another performing a dance with
appropriate attire that is usually a woman, and a
third person holding and scrolling the Phad.
However, the exact ratio of artists performing
may vary based on the group's preferences and
instincts.4

Pabuji Phad : Pabuji is venerated as a deity
known for saving cows, and it is believed that he
was born in the 14th century. His native village,
Kulu, is in the inner regions of Rajasthan. Pabuji's
father, Dhadal Rathore, had four children: two
boys named Buro and Pabuji, and two girls
named Sona and Pema. A nymph prophesied that
she would be reborn as a mere to accompany

Phad Painting : Rajasthan's Vibrant Folk Art Tradition
Picture Courtesy- Joshi Family Shahpura, Bhilwara
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Pabuji, while he was considered a guardian spirit
by the villagers. He bravely fought against the
Khici clan to reclaim the land they had stolen
from their leader Jindrav Khichi and subsequently
killed him. Later, he received a black horse as a
gift from Lady Daval, who was a deity of the
Charan clan. Pabuji cherished the wedding of
his favourite niece, Kelam, which he considered
the most precious moment of his life. Kelam is
widely known as Gogaji. From that time onwards,
Pabuji came to be worshipped as a folk deity
associated with cows.5

The epic story of Pabuji is called
Pabuprakasa and is characterized by its poetic
temperament with 4000 lines. It takes five nights,
from dusk to dawn, to narrate the whole Phad
(the epic story). The Jaipur Virasat Foundation
organizes the Pabu Ki Phad festival annually at
Pabusar, drawing an estimated attendance of
10-15 thousand people each year.6

Devnarayanji Phad : Devnarayan belonged to
the Bagravat clan of Asind Bhilwara in
Rajasthan. According to the legend, his mother,
Sadu Mata, performed penance on a hill near
the battlefield, praying for a divine promise to be
born as her son and seeking revenge for the
dishonour and dignity of their family. The story
narrates the extraordinary and historical birth of
Devnarayan, where the rocks tore apart and the
water get gushed out, and he was born from a
lotus blossom, falling into the lap of his mother-
Sadu Mata. During the ongoing battle between
the Bagravats and Rana clans, Sadu Mata
decides to go to her natal place Malwa, to protect
her child. However, after eleven years,
Devnarayan discovered the ancestral history of
his father's land and decided to take revenge on
Rana against his mother's wishes. On his journey
back, he married three princesses: the daughter
of a det, the niece of a serpent king, and the
daughter of the Gurjar ruler of Ujjain- Pipalde.
Devnarayan also reunited with his four cousins:

Mehnduji, Madanji, Kanh Bhangi, and Bhunaji,
who had grown up without knowing each other's
existence. Over time Devnarayan earned a
celestial reputation, and his son Bila established
his first shrine and became the first priest of his
shrine.

Traditionally, the Joshi families of
Bhilwara and Shahpura paint the Devnarayan
Phad. Among the many folk deities of Rajasthan,
Devnarayan's Phad is the longest, usually
measuring 30 feet in length. The Rupayan
Sansthan possesses one of the earliest surviving
Devnarayan Phads, signed by Surajmal and
Bagtavarchand, dating back to 1867. The
performance of Devnarayan Phad involves the
use of an instrument called Jantar, a type of
Veena.7

Ramdevji Phad : Baba Ramdev, also known
as Ramdeo Pir, is predominantly worshipped in
the regions of Rajasthan and Gujarat. However,
his followers are spread across India and some
parts of Pakistan as well. He was born in 1409
AD into a Rajput family in Ramderiya, Barmer
district. Renowned for his miraculous powers,
Baba Ramdev dedicated himself to helping the
poor and underprivileged in society. He was born
in the Ajmal clan, believed to be by the grace of
Lord Krishna. His father, King Ajmal, married
Queen Minaldevi of Baru village but faced the
issue of childlessness. Seeking a blessing from
Lord Krishna in Dwarka, he was granted two
sons, Ramdev and Viramdev, with Ramdev being
the younger of the two.

Ramdev was a proponent of equality,
disregarding societal norms and status. His tales
often depict him riding on horseback. Apart from
his miraculous deeds, Ramdev ji composed poems
referred to as "banis." One of his followers Swami
Gokuldas, wrote "Baba Ramdev Chaubis
Praman", a collection of poems that became his
favorite. A famous tale revolves around five Pirs
who came from Mecca to test his powers and
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later chose to stay with him. The Samadhi of
Ramdevji is in Ramdevra, Rajasthan, which is
considered the main temple dedicated to him.

Ramdevji Phad is a rich and captivating
artistic expression of the awe-inspiring life and
miracles of Baba Ramdev, deeply cherished by
the people of Rajasthan and beyond. One of the
famous episodes depicted in Ramdevji Ki Phad
is the story of his encounter with the cruel King
Raja Ajmal of Pokhran. The king captured
Ramdevji's cows and demanded that the saint
prove his divine powers by making water flow
from the desert. Ramdevji used his spiritual
abilities and caused a river to flow, saving the
lives of his cows and the people suffering from
drought.8

Gogaji Phad : Gogaji is a revered folk deity
known for his sacrifice while bravely fighting to
protect cattle. He was the niece of Pabuji and
was known by the childhood name Kelam. Gogaji
is also regarded as the snake God, as he not only
saved cattle from snakebites but also protected
snakes from harm caused by mankind. Although
historical records about Gogaji are scarce, it is
believed that he lived in the 12th century and
ruled a small kingdom called Dadrewa. He is
said to have been a contemporary of Prithviraj
Chauhan, a renowned king of that era. According
to the folklore, Gogaji's mother, Bachhal, received
blessings from Guru Gorakhnath in the form of a
Gugal fruit, leading to the birth of Gogaji. He
was named Goga, and another tale suggests that
he acquired this name due to his dedicated
service to cows, as "Gou" in Sanskrit refers to
cows. On the 9th day of Bhadrapada month in
the Hindu calendar, people observe worship
ceremonies in honour of Gogaji and offer pooja
to the black snake painted on the wall. This
occasion is marked by fairs held in various places
across Rajasthan, with a grand fair taking place
at Gogamedi in the Hanumangarh district.
Gogamedi is the location where Gogaji is believed

to have entered Samadhi, a state of deep
meditation.

The Phad of Gogaji typically portrays
various episodes from his life and the miracles
associated with him. The story of Gogaji's
miraculous birth to Queen Bachhal and her
consort. King Zalim Singh of Dadrewa. His
lineage is traced to the famous warrior hero
Lakha Phulani. Numerous accounts of Gogaji's
miracles, including curing people of snakebites
and other ailments, protecting them from dangers
and providing solace to the distressed.9

ModernInterpretations : Industrialization and
the pursuit of all-encompassing development in
society have led to numerous changes, including
deforestation and the extinction of wildlife.
Forests are steadily disappearing, replaced by
man-made structures, resulting in the loss of lives
and habitats of various wildlife species. Many
species have become endangered, and some are
on the verge of extinction. The destruction of
natural resources began only a few decades ago,
under the pretext of progress and development,
causing significant harm to nature.

Humans have become increasingly self-
centred, prioritising their interests over the well-
being of other species on Earth. With each
passing decade, development has seen
remarkable progress, but it has come at the cost
of endangering the lives of land and marine
animals. While not all individuals use resources
carelessly and harm nature, some recognize the
importance of preserving the environment and
its inhabitants. When nature, including humans,
animals, birds, and the environment, faces trouble,
some individuals step forward to advocate for
good causes and work to prevent further
destruction.

As humans, we often believe in using
the resources available to us, but we must also
remember that these resources are essential for
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the well-being of all species. In the past, during
the 11th to 18th century, technology was limited,
and people relied primarily on nature for their
everyday needs, using natural resources
extensively. There is a natural inclination in
humans to protect and save what they possess,
and they seldom like to face the loss of their
personal belongings, which is why they strive to
safeguard whatever they have.10

In Rajasthan, folk deities have attained
the status of gods due to their significant role in
protecting cattle and the environment. In the older
interpretations, these folk deities were portrayed
as warriors and heroes of their respective
villages and communities. The Phad tales of
various gods depict them as either incarnations
of prominent deities or recipients of divine
blessings after their birth. Many of these deities
received blessings from their local gods, which
empowered them to save cattle, engage in
battles, seek revenge, and protect their land,
honour, and prosperity.

Ramdevji, Gogaji, Devnarayanji, Pabuji
and others can be regarded as exemplary
environmentalists of their time, as they willingly
sacrificed their lives for the well-being of others.
They were revered as celestial beings who not
only safeguarded the locals from dangers but also
protected animals and the natural world. These
deities demonstrated an inclusive and egalitarian
attitude, as they never discriminated against
people based on their disabilities, skin colour,
social status, or religious background. Instead,
they treated everyone with equal respect and
dignity. Their tales and legends continue to inspire
and resonate with people, as they represent
timeless virtues such as compassion, courage,
and a deep connection with nature. These folk
deities remain an integral part of the cultural
heritage of Rajasthan, embodying values that
transcend time and continue to hold relevance in
today's world.11

While Phad paintings continue to depict
traditional folk tales and legends, artists have
started exploring new themes and narratives,
reflecting current social, cultural, and
environmental issues. Some artists experiment
with abstract interpretations of Phad art, moving
away from the conventional narrative style. They
use bold colours, geometric patterns, and abstract
forms to convey emotions and ideas. Artists may
blend Phad art with other art forms like digital
art, pop art, or street art, creating a fusion of
traditional and contemporary styles. Phad artists
have embraced social media platforms to share
their work with a broader audience. They use
technology to digitize their paintings, create
animations, and reach out to art enthusiasts
worldwide. Many artists collaborate with other
artists or groups to create large-scale installations
or immersive art experiences, combining Phad
paintings with other art forms, music, and
performances. With infused exposure to
international art and influences, some Phad artists
infuse their work with global elements, blending
traditional Rajasthani folk art with contemporary
global aesthetics.12

Conclusion :

In conclusion, modern interpretations of
Phad art encompass a wide range of expressions,
reflecting both traditional tales and contemporary
themes, these adaptations not only preserve the
essence of the art form but also ensure its
relevance and appeal to a diverse audience in
today's ever-changing world.
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Introduction

Dance first, think later. It is the natural order.
-Samuel Becket

We all move instinctually, as infants by
exploring our surroundings and gradually turning
our movements into specific task related actions.
Socio-cultural rules also guide our movement
pattern. Our social and occupational roles decide
the way we use our bodies to move. We become
conscious of the movements and use a repeated
pattern of actions. Dance is something that
breaks the routine. But what is dance? Dance is
a unique physical discipline that is a combination
of physical, intellectual, spir itual,  and
psychological forces. Dance is a delicate
expression and representative of culture, is an
undiluted enjoyment for aesthetics aficionados.

Archaeology presents  traces  of  dance
being part of earliest civilizations from prehistoric
times such  as  the  thousands  of  years  old
Bhimbetka cave paintings in India and Egyptian
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Indian Classical Dances : A Repository of Positive Psychological Attributes
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Abstract

Dance is a way of communication; it helps one to find liberation of one’s feeling. It is a
medium through which dancers can tell stories through their facial expressions and their
body movements thereby weaving a pattern of psycho-social, emotional, and spiritual
energies. Dance depicts the drama of human life in the most creative manner and the
paper tries to spin around the importance of the dance in life and how it can lead to mind
body balance. According to dance movement therapy, body and mind are integrated and
changes in one are reflected in the other, and engagement with dance/movement also
enhances the healing process in those who are unhealthy or ill (Goodill, 2015). The paper
discusses the Indian classical dances and their relation to positive psychological attributes
like well-being, flow, spirituality, positive emotions, resilience, and character strengths.

Keywords: Indian Classical Dance, Positive psychology, flow, spirituality, well-being, emotions,
positive health

Methodology : The descriptive-evaluative method has been mainly used in this paper. This review based
study is supported by secondary sources of data e.g. journals, books, articles and websites.

tomb paintings depicting dancing figures from
c. 3300 BC., thereby throwing a light on dance
being a communal activity. Many folk and tribal
dance forms  can  be  traced  back  to  historical,
traditional, ceremonial, and ethnic dances of the
ancient period

Dances are culture specific yet universal
in nature. Generally, when humans feel extra
joy, they leap and bound and cannot resist from
dancing. Even the birds and animals are seen
dancing to the tunes of nature. A peacock dances
when they hear the music of thundering clouds
and hearing lute the snakes raise their hood in
dancing style. Crops and plants sway to the
rhythm of breeze.

Dances have developed on the basis of
natural movement of people, their socio-cultural
habits, climatic condition, clothes that they wear,
areas they inhabit and occupations they practice,
and thus most of the dances were recreational
in nature to mark any major event. Gradually
dance forms were codified into various styles
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and patterns which lead to them being
distinguished into classical and folk/tribal dances.
There are various dancers from folk traditions
which have been performed to celebrate the crop
harvest, and important occasions like marriage
and birth of a child.

Indian classical dances are rooted to the
tradition and influence the mind and soul of the
dancer. This dance is a form of communication
helps in expressing feelings and at the same time
is a representative of the civilization. (Sudhakar,
1994). Sanskrit textual sources provide the
details of evolution of Indian classical dances.
Natyashastra, a manual on dramaturgy, shows
the central role of theatre and dance in Indian
culture. As  per  the myth  Lord  Brahma, who
created the fifth veda called as the Natyaveda
or Natyashastra, which, unlike the four earlier
Vedas, could be understood by the laymen who
did not communicate in Sanskrit. Thus, Brahma
created the Natyaveda, with the assistance of
other gods which was penned down by Sage
Bharata. As per the Natyashastra dance is a
representative of the truest nature of the world.
Another ancient treatise Abhinaya Daprana
explains the angika abhinaya or the body
movements and facial expressions in detail.

The following verses from Abhinaya
Daprana written by Nandikeshwar in 4th or 5th

century BC have roots in psychology:

Yatho Hasta Thatho Drishti
Yatho Drishti Thatho Manah
Yatho Manah ThathoBhaava
YathoBhaava Thatho Rasa

Wherever your hands go, your eyes will follow.
Wherever your eyes go, your mind will follow
Wherever your mind goes, there will be
expression of inner feeling
Where there is expression shown, there will be
sentiment evoked.

These verses entail the psychological
significance of Indian dances as describe in
Abhinaya Darpan. The dance embodies the
dancer and (s)he is one with the movements and
actions. The dancer is mindful, where mind and
body are a gestalt as their eyes move with the
limbs and along with this there is a physical
expression of the bhava of the psychological state
which can be joy, sadness or anger, and this
bhava is experienced by the dancer and audience
alike.

According to Kashyap (2005), who is
the pioneer of dance therapy in India, dance is
an integration of spiritual, creative, psychological
attributes and emotions. Dance is a complete
art and like an umbrella has everything from
music, sculpture, literature, poetry, painting, and
drama under its shade. According to Madhavi,
Saritha & Nalini (2002) classical dance is
knitted with the shastras in the Indian system,
and its purpose is not merely entertainment but
also to make the performer learn the intricacies
of life and be inspired by it, to have a disciplined
way of being and to walk on the path of what is
right. They further add that Indian dance forms
are supported by the philosophical concepts of
divinity and cosmos as well as cognitive
processes like thought and perception.

The Indian dance forms have been well
interlinked with the field of positive psychology
and health. According to WHO, health is a totality
of physical, mental, and social well-being (World
Health Organization, 2006). Thus, relationship
and influence of dance on various positive
attributes not only psychological but also physical
which promotes health and develops resilience
to fight negative situations and also prepares the
body to fight diseases.

Positive Emotions and Dance

“I see dance being used as
communication between body and soul, to
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express what is too deep for words.” —Ruth
St. Dennis

Emotions can be positive and negative,
and they affect a person’s personal, social,
occupational life and well-being. Indian classical
dances are the best channels to express variety
of emotions like joy, pride, fear and sorrow etc.
through facial expressions and mudras or hand
gestures explained in the Natyashastra. The 108
karanas or body positions are based on different
human emotions and holding any of this pose
will enhance the emotion by letting the dancer
step into the shoes of that mood state and allow
the corresponding physiological responses
(Bhavnani & Bhavnani, n.d.). Dance treatises
talk about bhavas and rasas, former can be
explained as a mental state or an emotion which
a dancer expresses and latter as the sentiment
or emotional tone experienced as a result of
some source emotion. The dancer using the
various facial expression exhibiting various
bhavas and mudras or the gestures is able to
overtly express what her inner feelings are.

The dancer while choreographing and
giving shape to a piece of literature weaves
various mudras and an array of emotions
together which acts as a mode of catharsis which
helps in inner healing (Somane, 2003) .
According to Bharat’s Natyashastra classical
dances comprise of nrtta or the pure dance and
nritya or the expressive abhinaya. These two
in unison have psychological significance like the
release of mood elevating neurotransmitters
endorphins, serotonin etc. which help the dancer
achieve a stress-free state and leave them in a
state of bliss thereby helping the person stay
positive and relived from various stresses.
According to Jayachandran Palazy, a movement
artist, in an interview to Chakrabarty (2018)
said that dance involves rhythmic movement
which releases dopamine in the brain thereby
positively uplifting mood and emotions. Nalini

Prakash, a dance movement therapist in an
interview with Menon (2016)  says that
expression of navarasa in Indian classical dance
forms helps in anger and impulse control and
thus brings a calming effect. Dance has a
cathartic effect and helps in releasing the pent-
up psychological distress (Madhavi, Saritha &
Nalini, 2002) . In a study conducted on
adolescent classical dancers, Acharya & Jain
(2016a) found that dancers fared better than
their non-dancers on performance, social and
appearance self-esteem. Indian classical dances
are vehicles that carry in them gestures, postures,
hand movements, eye movements and
expressions all tied to music that ultimately
reaches to the final destination of rasa or a
refined mental and emotional state (2011).
Fasullo et al. 2016 reported a consistently
increased sense of inner confidence, decreased
anxiety and depression and positive emotional
regulation in those who practiced dance.  dance
helps reduce stress, increases levels of the feel-
good hormone serotonin, and helps develop new
neural connections, especially in regions involved
in executive function, long-term memory, and
spatial recognition (Edwards, 2015).

The practice and performance of their
respective dance form enhances self-valuation
thereby leading to positive emotions and view
their bodies from positive lens, excel in their
work and education and have positive social
skills.

Well-Being and Dance

“You can change your internal state
through external movements” says Sudha
Chandran

Dance is a unique form of expression
of one’s culture and has thus been related to
various social as well as health issues. The
classical dances have great impact on mental
and emotional well-being (Menon, 2016).
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“Dance has therapeutic value which rejuvenates
and soothes the mind and body” (Ananthraman,
2018).

The poses mentioned in Natyashastra,
called as karanas and the hand gestures known
as mudras are based on and associated with
the asanas of yoga which have been associated
with healing properties. Sudhakar (2006)
further mentioned that Indian classical dances
have the ability to condition our bodies in a way
that it promotes a healthy heart, body balance,
strength and flexibility thereby leading to physical
well-being. Roja Kannan in an interview with
Menon (2016) says that hasta-mudras or hand
gestures like hamsasaya helps improving blood
circulation which helps in calming the mind.

Acharya and Jain (2017) found that
Indian classical dancers showed higher
environmental mastery, personal growth,
personal relations, self-acceptance,  and
autonomy than non-dancing population when
assessed on psychological well-being.

Subjective well-being has been
associated with people’s self-reported
assessments which are related to health and
quality of life. (Altun, Kaya Ozbað, &
Arli, 2014;  Kobau,  Sniezek,  Zack,  Lucas,  &
Burns, 2014). Kourkouta, Rarra, Mavroeidi, and
Prodromidis (2014) studied the impact of dance
on health and found that dance leads to positive
emotions, health and life satisfaction in a person’s
life.

The 9 rasas or navarasas as earlier
mentioned are the psychological states that are
evoked in dance. By enacting and evoking any
of the rasas the dancer can overcome a state
of mental imbalance. Raisurana in an interview
with Dara (2010) says that a person having
trouble in his life can attain well-being through
dance and can also become calm and are hence
able to see things more clearly. Acharya & Jain

(2016b) reported that adolescent girls engaged
in learning and performing classical dance had a
high life satisfaction as they derived a meaning
and quality of life through the art form.
Experience of regular practice of dance increases
grey and white matter in the brain and at the
same time enhances social connectedness and
well-being (Fasullor, et al, 2020).

State of Flow and Dance

“Dance elevates me to a heightened state of
bliss” (Ugelow, 2016)

State of Flow, was first coined by
Hungarian-American psychologist Mihaly
Csikszentmihalyi in the 1970’s, is defined as
“being completely involved in the activity for its
own sake. The ego falls away. Time flies. . .Your
whole being is involved, and you’re using your
skills to the utmost” (Geirland, 1996, para.
2). Flow is a state when a person is completely
immersed in the task at hand and is one with act
being performed. Csíkszentmihályi (1975) has
noted in his studies that artists have been known
to be working single mindedly ignoring their basic
needs like food and discomfort and this has been
marked by extreme sense of enjoyment.  Dance
is one such activity that increases enjoyment
which integrates person’s self-awareness with
that of his environment (Reva, 2014). Flow is
the state when people experience peak
experiences the most.

Csíkszentmihályi (1999) asserts that
flow state achieved through engagement with
artistic activities like dance which helps one live
a happy and healthy life. Dancers are a unique
group of athletes that self-report moderate to
high levels of flow while engaging in their activity
(Thomson & Jaque, 2011;Dance training and
performance promotes many of the flow
dimensions, which ultimately increases optimal
flow states (Swann et al., 2012)

According to the Bharatnatyam dancer
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Sayanam (2018), the dance form helps to liberate
from the reality and drops one into a boundless
blur of stories. People who spend more time
engaged in activities that involve challenge keeps
people happier, cheerful, and excited, thus in a
state of flow which is associated with positive
emotions (Bajaj and Vohra, 2011). Gupta
(2020) in her book notes: ‘its association with
the cosmic dancer, Lord Shiva Nataraja, indicates
that Indian dance is deeply rooted in ancient
techniques of invoking ecstatic states of
consciousness’ which is the Ananda or the bliss.

Spirituality and Dance

Spirituality means to be able to find that
one true meaning in life and trying to find a place
in the universe. Some people connect spirituality
with being religious; this has been followed in
the Indian culture and is evident in the classical
dances of the land. The classical dances in India
are performed on the themes of Lord Shiva, Lord
Krishna, Devi Durga and others and the actions,
gestures and expressions are all offered as
prayers to the Lord. Most of the Indian classical
dances like Sattriya and Manipuri Raas rooted
in vaishnavacult, or Kathakali, Kuttiyatam based
on stories from Puranas, or Bharatnatyam and
Odissi that have been performed by devadasis
in temples, have been involved with moral
and spiritual upliftment of the people
(Pathamnathan, 2021). The pranam at the
beginning and at the end of any performance is
also a way of connecting oneself with and
showing regard to the earth, revered as bhoomi
devi, on which one strikes and stamps with feet,
and the pranam is also offered to the audience
and the physical surroundings which are equally
a part of the performance. Nritya seva is a
common way for a dancer to pay obeisance to
God using her body as an instrument. According
to Bajaj & Vohra (2011) Indian dances do more
than just that, they help the dancers be spiritual,
by connecting them with the Higher Power as

well as everything that surrounds them. Malavika
Sarrukai, a dance exponent in an interview with
Raghvan (2013) says that Indian classical
dances are formalized in their structure and
alignment, and help one attain both spirituality
and harmony through mind-body balance which
requires years of perseverance. According to
Anand (2014) the artists not only elevates himself
but also the audience are raised to a higher
pedestal and made to see the significant values
in life.

Resilience and Dance

Resilience is defined as the ability to
bounce back from adversity and trauma,
psychological or physical and it involves personal
growth too (American Psychological
Association, 2012). APA further adds that
resilience doesn’t mean that person will not
experience any trauma or negative experience,
rather it means that resilience equips the person
with the ability to better handle the emotional
distress caused by the event. According to the
interviews conducted by Bajaj & Vohra (2011)
it was found that many dancers used dance for
it healing property and it was their dance that
helped them in overcoming death of loved ones,
surgeries and illness. Dance gave them an
opportunity to look up to something and helped
in catharsis of their grief and stress.

Classical dance also improves muscle
and bone strength and is effective against
osteoporosis in dancers. Bharatnatyam dancer
Ananda Shankar Jayanta also shared her
experience with United News of India (2016)
that it was dance and love for her art that helped
her in surviving cancer, as it kept her motivated
to get better. Maharajh (2022)  describes
resilience as an ability to attain balance and
oneness; for her art leads to experience of Rasa
which leads to and empathetic understanding of
self and getting one with mind and body. This
Rasa produced in dance also helps the dancer in
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figuring out solutions with the wholesome
perspectives.

Dance and Developing Character Strengths
and Values

Seligman and Peterson (2004) gave
the concept of character strengths which give a
measure of goodness of a human. One such
strength is creativity which entails innovative
productions and artistic pursuits. Dancing gives
the dancer/artist to be constantly engaged with
producing and trying something new in her
movements. The dancers while being engaged
with innovative ideas will also be curious i.e.,
taking avid interest in the activities around and
become open minded i.e., they learn the
autonomy to make their own decisions. Classical
dancers’ recitals often entail the stories of great
epic rooted in Indian cultural values. Thus, dance
becomes an audio-visual medium of transmission
of moral values from the scriptures to the public,
as was intended by Brahma while creating the
fifth veda.

Dancing also helps in developing the
strength of love of learning which comes hand
in hand with an artistic activity especially Indian
classical dances which require a dancer to dive
deeper to learn more. The dancer through
practice not only perfects the angikam or the
body movements but through the beautifully
carved steps also attains an aesthetic bliss or
the ability to understand and admire beauty and
creativity.

Conclusion :

Dance means to be yourself by feeling
more productive and beautiful each day. It is a
medium of emoting the pain and the elation
thereby feeling alive every second. Classical
dances are a way of attaining self-growth and
actualization of one’s potentials (Acharya &
Jain, 2016a). Thus, we see that dance is
associated with not one but various positive

attributes which help a person grow. It brings
together physical, psychological, and emotional
aspects of a person together in one union and
reach closer to the higher power. The purpose
of dance is not merely perfection of movement
or giving expression to a thought, a poem, or any
story. But the purpose of the dancer is to attain
yoga with the higher self and to journey towards
perfection described as saatvikam in the dance
shastras (Menon, 2019). As indicated, dance
is symbolic of various attributes of positive
psychology including positive emotions, flow,
spirituality, well-being, resilience, character
strengths and health.

To dance is to be out of yourself.
Larger, more beautiful, and more powerful.
This is power, it is glory on earth, and it is
yours for the taking- Agnes De Mille
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